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Patrik Schumacher, who teaches at

the Architectural Association in London,
asked questions concerning contem-
porary architecture and technology to
three visiting faculty—Frank Gehry,
Louis . Kahn visiting professor; Zaha
Hadid, Eero Saarinen visiting professor;
and Greg Lynn, Davenport visiting pro-
fessor—all of whom are returning to
Yale this spring to teach advanced stu-
dios. Gehry and Hadid’s studios focus
on the World Trade Center site; Lynn’s is
an exploration of ornament in a museum
addition. Hadid will give a lecture on
April 4, 2002.

Patrik Schumacher: What are the
factors driving the rapid development
of architectural styles today, and what
is your motivation to participate in this
process?
Frank Gehry: | see the world moving fast,
and architects are part of it—so we
respond, as artists do, to the time we are
in and with the tools we have. It is a throw-
away culture, and it is over quickly. Andy
Warhol taught us that. You can be judg-
mental about it and say, “! would rather sit
in the Hamptons all week and think about
it,” or you can jump in and get wet.
Terrorism changed everything, and eco-
nomic ups and downs affect our lives
regularly. | was working on a hotel one
week and then not the next. | absorb
the times and respond intuitively. | don’t
contrive to respond by saying, “OK, now
we are searching for guys in caves, so itis
an interesting time to design caves.” But
| do think there will be more fire escapes.

1 go with the flow, so to speak, and |
don’t sit around worrying about the trends
or the discussions. | read about them with
interest, but | am not in it. | have my own
thing and have maintained an office with
120 people that functions like a Swiss
watch. We have worked out a dance
together that is comfortable for me and
for them, and we produce stuff that some
clients like.

Zaha Hadid: Innovation, even mere differ-
ence, is always welcome in our dynamic
modern civilization. If anything, this is
going to accelerate even further. My work
from five years ago already feels ancient,
and it can no longer be used as a measure
or a reference point for my current work.

| enjoy this dynamic. | even think of it as
progress. | was brought up with the con-
cept of modernization and progress—and

| still believe in it.

Greg Lynn: The advent of calculus as a
dimensional, descriptive, and formal para-
digm for architectural design drives archi-
tecture for me. This use of a more sophisti-
cated mathematical system for the inven-
tion, description, and fabrication of archi-
tectural forms is pushing architecture into
a vocabulary of curvature and patterns of
infinitesimal variation. The design medium
of the computer is only interesting to me in
this regard—as a tool that lets me visualize
and define forms using calculus rather than
simplistic, arithmetical coordinate geome-
try. The proliferation of computer-con-
trolled tools for manufacturing and assem-
bling components allows these forms to be
realized with high degrees of curvature and
vast variations in form.

Patrik Schumacher: You are iconoclasts
in the field of architecture. However, do
you recognize essential architectural
principles present in your work that can
be found in modern, classical, and even
world architecture in general?

Frank Gehry: My principles are similar to
those in classical architecture. | am inter-
ested in form and proportion, humanistic
qualities and context, being a good neigh-
bor, and making the whole better than the
sum of the parts.

If we are in a neighborhood of third-rate
buildings and our structure stands out
and does its work, it makes the other build-
ings work better. This is true of the bridge
in Bilbao, which is incorporated into the
building—making both structures better.

| am also interested in how people per-
ceive a building. | understand the issues
of entasis in classical temples, and much
of what | do is related to classical sculpture
and painting. When people want to
dismiss me they do it by saying that it
doesn’t relate to anything. They are totally
illiterate. A Roman scholar who came to
see my work said, “You must have studied
Romanesque architecture.” | did, for six
months in France and ltaly, but I hardly
ever talk about it.

Zaha Hadid: Obviously the reliance on
geometry seems to be universal in archi-
tecture. But when we work with various
complex geometries today, this is quite
different from the application of precon-
ceived figures—for example, the Pyramids
— that characterizes most traditional
architecture. As a child | went fo see the
monuments in Iraq and Lebanon. | also
traveled to France, Spain, and Rome. But
as an architect, the classical Roman or
the ancient Sumerian or Babylonian archi-
tecture never served as an explicit refer-
ence point for me. All my conscious refer-
ences are located within twentieth-century
modern architecture. But | do reject the
Modernist tabula rasa attitude and recog-
nize the need to contextualize contempo-
rary work. In fact, it was the juxtaposition
of new and old that led to the general use
of super-position as a compositional tech-
nique to build up formal complexity. This
is also the root of the contemporary notion
of seamlessness.

Greg Lynn: | am growing more interested
in developing an aesthetic discourse for
contemporary architecture. There was a
time when a silly term, the anti-aesthetic,
was launched, and it was used in all of the
wrong ways to justify an inattention to the
effects of architectural objects on a cul-
ture. | am becoming more and more
convinced that the collapse of the term
formalism, along with its aesthetic, is a
great loss for architects. | was trained
within the analytic formalist horizon of
Rowe, Eisenman, Colquhoun, Vidler,

and Wigley, so | am very invested in the
formalist project, which in many ways is
universal and essential despite its radical
nature. But radical formalism is no longer
the avant-garde of architectural theory or
practice. Any contemporary aesthetic dis-
course that recognizes the forces of form,
pattern, decoration, material, color, and
volume as a cultural practice is doomed
to be an embarrassment, despite that we
all recognize this as the dominant mode
of architectural design.



| do not think there are any essential
principles, but there is an aesthetic enve-
lope in which we operate that gives archi-
tecture its potential intellectual and cultural
significance. | have been returning to prin-
ciples of harmony, symmetry, wholism,
unity, and proportion through a contempo-
rary aesthetic discourse to see what these
terms might be. Symmetry as a concept is
not universal. And in fact what symmetry
was thought to be 150 years ago as al
organizing principle, is the exa¢
today. Now it is a sign of disorganization,
or the lack of information (hence the term
symmelry breaking as a sign of higher
degrees of organization). We think we all
agree upon unity and wholism, but they
have not been adequately defined in archi-
tecture since the Beaux-Arts period. There
is a need for an aesthetic theory today,
and there always will be in architecture.
Because of this, certain terms, techniques,
and preoccupations will persist, but the
meaning and definition of these terms will
constantly change and evolve.

Patrik Schumacher: Looking back on
your careers—which collectively define
a segment of architectural history—is
there any project that you consider
seminal for the development of your
work? And which of your projects do
you consider historically most signifi-
cant, and why?

Frank Gehry: The New York Times build-
ing was seminal, absolutely. It dealt with
issues of New York, the client, the pro-
gram, the branding—and it had an
ephemeral quality that you don’ t see so
much of in New York. | was amazed how
feminine the design became: it looked like
a dress. The day after the announcement
of Piano’s scheme there was a picture of
Norma Shearer in the arts section, and
although it looked like my building, it was-
n't in my consciousness. The other semi-
nal work was my own house, which cer-
tainly was important in my own life, and it
came out pretty good. We still live there,
and we love it.

Technologically we are doing some
interesting work. | don’ t know where it fits
into the panoply of what others are doing.
But | know that we have facilitated the
design of our buildings through the use of
computer programs, and we work with a
small cluster of contractors and subcon-
tractors. We have created a unique way of
working. We put the architect more in con-
trol, allowing us to budget better. Coming
in on budget isn’t easy, because you are at
the mercy of the marketplace. If you can
monitor your costs with such degrees of
accuracy that you can demystify the forms
and shapes, then you can work better with
the building industry. The construction
people we work with in Germany, or even
here, continue to operate this way with
other architects after our projects are com-
pleted. So there must be something there.
Zaha Hadid: The momentous break-
through for me was my winning entry in the
Hong Kong Peak competition in 1983, The
older projects now pale in comparison to
my Peak exploration. But this achievement
did not fall from the sky. | had been work-
ing on a series of competitions before
that—most notably the competition to
design the lrish prime minister’s residence
in 1979. 1did not win this competition, but
looking back now, it was the first mature
Zaha Hadid project. It was on show at the
Architectural Association in 1980, and |
continued to work on it to produce my first
set of elaborate paintings for my show in
Amsterdam in 1981. During that time | also
did a series of complex drawings and
paintings—Strange Perspectives and
Isometrics—for my Eaton Place project.
With the Peak project | radicalized some

of those techniques and also started to
experiment with elaborate graphic inter-
pretations of the wider context of the
project. | realized later that this graphic
work on context and landscape could

be a strategic design tool that generates
the formal aspects of the architectural
intervention.

Greg Lynn: The most important project
was perhaps the Sears Tower proposal,
as it was the last project that was drawn
entirely by hand. In it are all of the tech-
niques and tools later used for these other
projects, only they were calculated, pro-
jected, and constructed by hand. There
are probably 600-1,000 hours of work in
those drawings; and now | can produce
them in less than an hour. The implications
of the Predator project are something we’ll
be considering for quite some time. For me
it has been a very significant work.

Patrik Schumacher: Can you reveal
something about your creative meth-
ods? How do you create newness, and
how do you develop an idea?
Frank Gehry: Newness happens because
each time is a different time. It is three
years later than the last project, and what
you are working with—the client, the pro-
grams, and the situation—are different.
And if you don’t get self-conscious about
contriving something new, t think that it
happens—although not always.
Sometimes you look back and you say,
“I fell into that trap again.” Fortunately or
unfortunately, architecture takes so long
that when you finish a project it is too late
to change it. And it is hard to hide that
from the clients, because if you are not
happy with what you did, they get really
angry. It is not that you are unhappy, it is
just that you are somewhere else three
years later. So | might bring ideas into later
projects. | do have a work ethic—when |
think | am repeating myself, | fry to avoid
it. | really never give up, and | do the best |
can at even the smallest project. You have
to look at what you have, and it is there
until somebody tears it down.

There are projects that | decide not to
do: when the client and | won’t make it—
like the building for the New York Times. |
thought it was going to be difficult for them
and for me. At one point—as the project
was coming together quickly—I had to
make a decision. David Childs and | were
struggling with it, but we gave it our best
shot. If we had been picked, which we
thought would have happened the next
day, then we would have clashed. Then we
might have dropped out in the middle, and
that would have been more embarrassing
for them. David and | didn’t want to create
that kind of turmoil.

Zaha Hadid: | am continuously sketching.
For me this is a kind of intuitive calligraphy,
a kind of automatic writing. In this way |
am searching for new, unexpected pat-
terns and abstract graphic structures that
might be interpreted spatially and architec-
turally. Sometimes | find inspiring compo-
sitional structures within photographs or
paintings when | browse through books or
magazines. These unsystematic activities
become fertile when | start to think about a
new project—usually on the basis of com-
petitions. Then my doodles link up with the
attempt to picture spatial configurations
that might make sense with respect to site
and program. After that my collaborators
in the office come into play, and the formal
possibilities and concepts are pursued
simultaneously. Each thread is developed
by means of various design media: model-
making techniques, drawing techniques,
and during the last seven or eight years,
computer-modeling technigues.

Greg Lynn: | moved to L.A. to try to work in
what was known as the “military/industrial

complex,” which is now called the “mili-
tary/educational/entertainment complex.”
When | have an idea, | first theorize it
through the research environment of the
university; then | take some of the princi-
ples and concepts that are developed with
graduate students and try to realize them
through art exhibitions. The latest project,
the Predator, was a collaboration with the
painter Fabian Marcaccio. We made a
100-foot-long undulating volume of hun-
dreds of custom-shaped, vacuum-formed,
integrally printed panels that were con-
structed on formwork then cut on a CNC
router in my office. The design intelligence
that entered my office from this experi-
ment, as well as the technology and
machines that it allowed me to acquire, will
sustain my commercial practice for years.
The entire cycle—from speculating with
students who are completing design
research to realizing commercial architec-
tural projects with this technology—char-
acterizes how | work. Although there is
now more of an environment for architec-
tural speculation, there is little interest in
supporting speculation in a commercial
project. It took over two years for us to
work out design ideas in the Predator, and
then we had less than six months to apply
them in a commercial project. | couldn’t
ask my client to wait for three years while

| was creative. So the university and the art
world are incredibly important to me.

Patrik Schumacher: What is your atti-
tude toward new technologies—design
media, materials, construction tech-
niques, and so on?

Frank Gehry: Well, it is very positive, but

| don’t know how to turn on the computer.
| was just given a laptop, and when |
pushed the button it went on, but | didn’t
know how to turn it off. | had to wait until
my kids came home to help me. My office
is very wired, and everyone seems to know
how to use it all. But my not knowing frees
me up, because first of all | make decisions
on the design that the office translates. |
don’t work on the computer to design like
Greg Lynn; he is another generation. | am
too old for that. They are forming their lives
that way—and it is very exciting. | am
already set in my ways. | can’t turn on the
VCR; I get all screwed up. But | couldn’t
work without the new technologies.

Zaha Hadid: My relationship with the
computer remains ambivalent. Obviously
we are relying on it heavily in the office—
and not only in terms of the production of
the working drawings but in terms of the
development of our increasingly complex
three-dimensional designs. Also the com-
puter contributes to 3-D sketching and for-
mal invention at the early stages of the
project. But what worries me is the degen-
eration and loss of my previous design
techniques, which offered a series of char-
acteristic qualities and opportunities that
cannot be easily transferred into the com-
puter. Most obviously, the computer
screen cannot offer the simultaneous pres-
ence of a very large drawing and a painting
stretched out on the table. Yet it is impos-
sible to get people to abandon the screen
and work directly with paper.

Greg Lynn: You put your finger on a prin-
ciple: new technologies are inherently
more interesting than old technologies.
This does not preclude new uses of old
technologies, by the way, but the new—in
terms of technology—has the capacity to
provoke, destabilize, and generally force
creativity in a way that the old does not. |
could never endorse anything but the new.
Even the Post-Modernists recognized

this: my Yale colleague Leon Krier is

the prophet of the new oldness rather

than simply the old. In response to your
parenthetical question, the place to begin

with a new technology is always at the
paradigmatic substrate rather than at the
individual media, material, or process. It
is funny how many people are looking for
the new miracle material, as if glue, resin,
vacuum-formed metal, rapid prototyping,
or laser cutting could revolutionize the
field. In fact they may, but only if the
conceptual principles of the paradigm of
design and manufacturing are intuited
and mastered. Without a theory of technol-
ogy these media simply become architec-
tural gadgets and gimmicks in the hands
of hucksters.

Patrik Schumacher: Does radical archi-
tectural speculation still contain a uto-
pian moment?

Frank Gehry: | am a Jewish-lib do-good-
er, and it is in my bones. | was raised in a
shmata industry with my grandparents,
and they used to have union meetings
where they would plot against the Goths.

| remember very dour-looking people.

| was raised with black kids in the house,
so it is all mixed up socially for me. | see it
playing back in my kids. As | have gotten
older, | have become a little more conserv-
ative, while my kids are out there arguing
against the World Trade Organization.
There has always been an idealistic side
to my family, in our strivings toward the
utopian. Now | don’t think | am going to
solve anything that will change the world—
like you tend to think when you are a

kid. I think my work is conservative, but

I do think that | am utopian. | never gave
that up.

What is radical? Maybe my project at
MIT. It was utopian because it was hopeful
that seven different departments could get
together and talk to one another. But | am
doing a social housing project in Portland,
Oregon. It is going to be lots of boxes,
and you can’t do very much, but | will
make them the best way | can. Maybe the
shapes seem radical to people. To me they
look normal.

Zaha Hadid: Earlier | mentioned my undi-
minished belief in progress—social, as well
as technological. Architecture has a role to
play here, although the profession has lost
its straightforward and confident grasp of
what the solutions might be. This is
inevitable, given the complexity and uncer-
tainty of our times. Therefore, our work
takes on the character of uncertain and
open-ended experiments rather than the
promotion of predetermined solutions. We
are no longer offering social/technological
utopias, but the proliferating field of exper-
imentation contains latent utopias that
might be teased out by audiences willing
to engage in those experiments. This con-
cept of “latent utopias” is the theme of an
exhibition | am cocurating this year for a
cultural festival in Graz, Austria.

Greg Lynn: By definition, yes, radical
architectural speculation still contains a
utopian moment; otherwise, it would be
practical architectural application. | think
that an organically integrated, intricately
fused, continuously varied, rhythmically
undulating, voluptuous world is better, |
don’t know how else | would start design-
ing if | didn’t have some utopian impulse.

Left: Frank Gehry & Associates, Ustra
Tower, Hannover, Germany, 2001. Photo-
graph courtesy Frank Gehry & Associates

Top right: Zaha Hadid Architects,
Wolfsburg Science Center, Germany, 2001

Bottom right: Greg Lynn FORM,
Kleiburg Block in the Bijimermeer,
Holland, 2001




Lise Anne Couture (*86), this spring’s
Bishop visiting professor is teaching an
advanced studio on the Olympic site in
Madrid. She was interviewed by Sarah
E. Amelar ('88), senior editor of
Architectural Record, and gave a lec-
ture entitled “Convergences” on
January 14, 2002.

Sarah E. Amelar: Tell us about the word
asymptote as it applies to your firm—its
meaning in this context and how that
meaning has evolved.
Lise Anne Couture: The mathematical
definition of the asymptote is two lines
meeting at infinity or at the vanishing point.
Initially we were interested in pursuing the
ways practice and theory come together,
not locking ourselves into one domain or
the other but really investigating the area in
between. As the lines of the asymptote
come closer and closer that territory gets
very dense. And we’re interested in placing
ourselves there and pursuing several types
of exploration simultaneously, such as the
relationship between the digital/virtual
realm and building/reality. But | hesitate
to summarize or “package” our practice
as an oppositional duality, when we do
so many other types of work at a variety
of scales.
SEA: How would you characterize the
respective roles that you and your partner
and husband, Hani Rashid, play in the firm?
LAC: it's very much a complementary one.
We both participate at almost all phases of
a project, each taking the lead at different
times. If one begins with a conceptual
direction, the other makes sure the intent
is carried through—whether we’re
addressing a text or a building project.
Hani, who went to Cranbrook and stud-
ied under Daniel Libeskind, has a strong
conceptual/theoretical background and
probably brings more to that side of our
practice. Although I’'m equally interested in
conceptual and theoretical issues, | came
out of Yale—where | studied with such
practicing architects as Frank Gehry—with
a broader range of experience in imple-
mentation and building.
SEA: Obviously the digital realm—its cul-
ture and technology—has evolved radical-
ly since you started your firm in 1988.
LAC: | think we anticipated the digital
realm in our earliest project, Steel Cloud
[a 1989 competition-winning West Coast
Gateway design for Los Angeles]. For
example, we responded to cultural global-
ization (largely the result of new technolo-
gies) with a bookless digital library. This
meant, of course, that the library could
potentially access every text in the world
and give every person access to its data-
bases. We also proposed digital billboards
for the display of multimedia art on the
exterior, as well as a sound sculpture
derived from the digitization of the traffic
below. At that time these concepts were
really quite radical.
SEA: Besides Steel Cloud—which, though
never built, launched Asymptote—what
other projects had particular impact on
your thinking or shifted your direction?
LAC: In reality each new project is both
a shift and the continuation of a body of
research and investigation. Our projects
for the New York Stock Exchange and for
the Guggenheim both proposed two coun-
terparts: one virtual and the other real.

That in itself interests us—and how one
might move back and forth between the
two. The duality has begun to open up a
new realm, expanding our potential to

think about digital “space” as habitable.

The digital realm hadn’t really received
enough consideration by architects. Too
often virtual environments are thought of
only as Web environments based on a
banal two-dimensional page paradigm,
gamelike environments, or trite spatial
walk-throughs. But there’s so much more
to explore, and architects have the knowl-
edge, the theoretical base, and the
cultural background to begin theorizing
on that spatiality.

SEA: How did the Guggenheim projects,
both the actual and the virtual, allow you
to develop your ideas?

LAC: The Guggenheim work was initiated
following the Stock Exchange projects
with the initial requisition to house newly
acquired digital or Internet art. We discov-
ered that the architecture needed neither
1o represent the existing institution nor to
fall back on a traditional Web-site para-
digm but could become an entirely new
entity—befitting a museum with locations
around the world. OQur museum could
become the next Guggenheim venue, but
with a cyber address. Here was an oppor-
funity to explore not only how one access-
es art digitally but also how we might offer
a virtual experience equivalent to an archi-
tectural one in real space. After all, we go
to museums to experience not only works
of art but also, we hope, architecture. The
program expanded from “housing” digital
art to rethinking its role in terms of the
education department, archives, real-time
events, Webcasts, and so on. It also made
us think about clicks-to-bricks: if we’ve
created a virtual reaim, what might it imply
for a real space? Then in early 2000 we
began developing a proposal with Thomas
Krens [the museum’s director] for the
ground floor of the Soho Guggenheim that
could become a real place to experience
the virtual museum, not just a space for
display but also one for events.

SEA: What are some of the things you
learned from designing a virtual space

for the Stock Exchange that fed into your
thinking about a virtual Guggenheim?

And how did the virtual Guggenheim

then affect your real-world project for

that museum?

LAC: The Stock Exchange project had to
represent a real space with a digital corol-
lary, but the virtual Guggenheim gave us
freedom from geographic or physical
space—an opportunity for spatial inven-
tion. The Exchange project needed to rep-
resent data in multiple scales—uwith a high
level of detail, or as an overview. The users
needed to access multiple perspectives
simultaneously, see the past and present
dynamically at the same time, and antici-
pate the future through models. Only the
virtual reaim allows for such experience.
And though this realm may be free from
gravity and the material constraints of

real space, it does have its own architec-
tural constraints.

Notions of simultaneity, and differences
between real and virtual space came into
play in the virtual Guggenheim. The
Solomon R. Guggenheim Museum on
Fifth Avenue essentially unraveled the
nineteenth-century museum institution—

as exemplified by its neighbor, the
Metropolitan Museum of Art—while still
remaining iconographic.

Bilbao is also an icon, but a further
unraveling. If you try to capture itina
sketch, you see it's more of a blur—more
in flux. So we thought, if we’re going to do
another Guggenheim, the next state would
be an architecture that is actually fluctuat-
ing. We created a spatial entity in the virtu-
al realm that is constantly changing. We
began incorporating program through
points of entry that are moments in space
and time—a fluctuating architecture that
allows access to certain faces only at cer-
tain moments. In real space you must
physically move your body to access a dif-
ferent place, but in the virtual realm the
place can come to you. So we started ask-
ing, What if you could animate that condi-
tion and make it a dynamic?

SEA: Another aspect of the virtual realm
that came up, at least with the Stock
Exchange, was the way information itself
can become experience—so that, say, a
trading surge could become physical with
its own “inherent” experiential qualities.
LAG: Yes, there we had to invent the inter-
activity. It wasn’t just about illustrating the
actual activity. We had to think about how
one could sense and interact with an entity
or spatial condition. in the virtual
Guggenheim, a person’s location can trig-
ger spatial transformations—changing,
say, the color, the scale, the material quali-
ty, or turning one space into another. But
what we are very much interested in also
is what this proposes for the space we
inhabit now. A lot of our installation work
for museums, galleries, and the Venice
Biennale has been about enacting and
approximating those conditions. As build-
ings become increasingly connected with
smart technologies, these conditions will
continue to evolve.

SEA: How do you think the increased
presence and changing role of the com-
puter have affected the nature of architec-
tural education and the design process?
LAC: For one thing, students can now
experiment with notions of form making
that were previously unavailable to them.
That’s good and bad, because use of the
computer can allow for new architectural
propositions to evolve but it may also risk
developing into a stylistic pursuit with little
understanding of what it means.

SEA: You're saying it risks becoming

graphically facile and purely superficial?
LAC: Yes. And when the tools are fairly
complex, it's sometimes hard to remain

in control of them. The presence of digital
technologies has definitely had an impact
on architectural schools, and this is equal
to their presence all around us—affecting
every facet of our lives.

SEA: What are the current projects in

your office?

LAC: The latest projects include an invited
competition for a museum for Mercedes in
Stuttgart, for which we're currently short-
listed. The museum is to display the
history of the automabile. We also won an
invited competition for a pavilion for the
Municipality of Harlemmermeer, which is
located adjacent to Amsterdam’s Schiphol
Airport. As host to a global horticulture
exhibition, it is building a permanent
pavilion to promote the city through a mui-
timedia installation and to accommodate
special events. The site is pastoral, on a
lake surrounded by woods but with 747s
soaring overhead, which fascinates us as a
condition of the modern world. Like much
of Holland, the area resulted from pumping
water to create usable land. Our building,
called Hydra Pier, is sited partly on water,
which is constantly pumped over its sur-
faces, creating a “liquefied architecture”
that shimmers and reflects the airplanes
above. On the threshold between iand and
water, we created a gap in the building
where the sheathing water flows from the
sloping roof surfaces down to two glass
water walls located on either side of a
floating walkway.

SEA: This project sounds more real than
virtual, but with virtual qualities.

LAC: We have less ability at this point to
incorporate digital technologies in build-
ings because they're not readily available
at full building scales. But we have to
anticipate them in order for them to be
developed—if you don'’t dream about
them, no one begins to make them.

Asymptote, Hydra Pier, Harlemmermeer,
the Netherlands, 2001.




Steve Izenour ('69), who died at age 51
on August 21, 2001, was part of the Yale
community both in his studies at the
school and his return as a teacher in
recent years. Constructs asked three
different voices—the office of Venturi,
Scott Brown & Associates, Michael
Haverland ('94), and Steve Van Dyck
(’02)—for their memories of him.

Learning from lzenour

Steve lzenour’s long association with
Robert Venturi and Denise Scott Brown
began in 1962 when, as a graduate stu-
dent in architecture at the University of
Pennsylvania, he enrolled in both Scott
Brown’s and Venturi’s theory courses.

in 1968, while a graduate student at Yale,
Izenour became their teaching assistant in
the pivotal Las Vegas studio. That studio
formed the basis for Learning from Las
Vegas (MIT Press, 1972), a book coau-
thored by Venturi, Scott Brown, and
Izenour that became one of the most
important books on architecture in the
twentieth century.

The Yale Las Vegas studio was revolu-
tionary in a number of ways. Venturi and
Scott Brown believed that the city repre-
sented a type of urbanism architects could
learn from, and Izenour shared this vision.
The studio acknowledged the influence
of the automobile on architecture and the
American way of life, an unusual outlook
at the time. Students in the studio con-
ducted research in groups rather than
work through a design exercise alone.
The lessons learned in Las Vegas became
a strong component of the development
of Venturi, Scott Brown, and Izenour as
architects and urbanists, as well as an
important facet of their firm’s practice.

Izenour’s death is a profound loss for
Venturi and Scott Brown—both personally
and professionally. An ideal teaching
assistant for the studio, 1zenour loved the
American commercial vernacular embod-
ied in the Las Vegas strip and spent long
hours with students late into the night. His
infectious enthusiasm made him an inspi-
ration. This early experience as a teacher
and mentor carried through to lzenour’s
later years as a practicing professional,
lecturer, and studio professor. His nurtur-
ing of young students, planning and lead-
ing design charrettes, and love of graphics
and signs were talents and interests he
brought to every studio, committee, cri-
tique, or presentation he participated in.
And Las Vegas remained a fascination and
a tool for understanding the world. As the
strip constantly changed, reinventing
itself every few years as casino operators
schemed to lure visitors, Izenour watched
with only some nostalgia for the 1968 ver-
sion of Las Vegas. Blink your eyes and it’s
gone, he would say—so he visited every
few years to inventory the change.

{zenour continued his study of the
American urban landscape in design stu-
dios of his own at Yale and Penn. Similar
to the Las Vegas studio, they examined
unique urban areas such as Camden and
Wildwood, New Jersey, as well as 1-95, for
lessons to be learned about urbanism,
humanism, and architecture. In his design
projects [zenour made the most of every
opportunity to incorporate bold graphics,
new technology, and the most important

element of all: fun. One of his recently
completed projects, the Children’s Garden,
in Camden, New Jersey, is a primarily out-
door facility along the waterfront with a
series of themed gardens designed to pro-
vide a variety of experiences and appeal
to a wide range of age groups, allowing
children to learn while they are having fun.
Although the garden by its very nature

has many small-scale, low-to-the-ground
exhibits, Izenour incorporated large-
scale, high-reader graphics in its design,
allowing for a big impact along the

urban waterfront.

This summer a retrospective of the
work of Venturi, Scott Brown & Associates
(VSBA) was held at the Philadeiphia
Museum of Art. VSBA designed a section
of the show called “The Architect’s
Dream.” A mix of still and moving images
and text, it was a collection of the firm’s
attitudes, design theories, “loves,” and
“VSBA-isms.” At a symposium held in
conjunction with the exhibit, Izenour gave
a tribute to Venturi and Scott Brown.
Speaking also for the many people who
have been a part of the office over the
years, he offered these words: “But when
the theories, the works, and the charrettes
are all said and done, you’ve given your
students the greatest gift that a teacher
can give—the gift of sight and a little
insight tempered by love, understanding,
intelligence, and a hell of a lot of enthusi-
asm. By coming out with that simple but
profoundly revolutionary line, “You can
learn from Las Vegas as well as Rome,’
you implicitly gave us all permission to
claim your and our very own ‘complex and
contradictory’ everyday world. You've
freed us all to be ‘bad’ each in our own
way. Long live ‘Learning from Everything
and Everyone’!”

Countless students, colleagues, interns,
collaborators, and acquaintances could
testify that they received these same gifts
and freedoms from Izenour. A true teacher
and a master at being “bad,” Izenour
had a generosity of spirit and unflagging
enthusiasm that will forever be a positive
influence. To close, a list of his “loves”
and “Steve-isms”:

Olfa, gator foam, dots, Projecto Y2/

VT, Krispy Kreme, magenta, procycling,
Patagonia, kids, drive-thru, air-brush,
Spectrum, strip, Weber’s, Ed Ruscha,
good enough for government work,
comics, supersize, books on tape,
sharpies, roasted chicken wings, 3M
sheets, In-and-Out Burger, Time, light,
Fred. Family, laughing, NPR, postcards,
sandals, sti, morning, Ksyrium, fish,
biannual haircut, bag it, sailboats, Niterider
HID, wheel sucking, Pop Art, LED, New
York Times, dogs with ketchup, Mickey,
lobster rolls, mother’s kitchen, don’t try
to out-French the French.

—Denise Scott Brown, Robert Venturi,
Eva Lew, Jeff Hirsch, and Heather Clark
Venturi, Scott Brown & Associates

Eulogy for Steve Izenour

So much of the discussion today in the
academy and in the press regarding every-
day and popular culture owes its sub-
stance to Steve lzenour and his work. His
approach was always evolving as he cele-
brated the unique aspects of the everyday
particular to one place and understandable
by all. Steve also brought to his work an
unsurpassed knowledge of new techno-
logies and their application to architecture:
lighting, materials, and signs, to name

a few, as well as computer software and
graphic-representation techniques.

Steve was an extraordinary instructor
and mentor, teaching at the University
of Pennsylvania, Yale, and Drexel. He
knew no hierarchy, no distinctions, no line
between high or low, old or young, rich
or poor, educated or not. Steve is the
only teacher | have known who would be
up all night with students before a jury
mounting boards and giving invaluable,
insightful advice.

Steve will be missed at Yale and in
the community. He grew up in New Haven,
graduated from the Yale School of
Architecture, and pioneered the MED
program. Steve worked for then dean
Charles Moore on Church Street South,

a canonical housing project in New Haven.
In recent years he came back to Yale fre-
quently as visiting professor, reintroducing
and redefining studio teaching based on
the “Learning From” methodology that he
was involved with in the original studios at
Yale (1968-70).

The two recent studios—*“Learning from
Las Vegas Later” (1995) and “Learning
from the Wildwoods” (1998)—were
research-seminar-lecture-studio hybrids
with a diverse roster of outside partici-
pants. This was consistent with Steve’s
constant way of seeing “outside the box”
of architecture. They were interdisciplinary:
only Steve could cut through academic
bureaucracy to authorize students from,
for example, graphic design, forestry, and
environmental studies to enroll in the stu-
dio. Students and faculty still talk about his
lively and entertaining lectures, spectacu-
lar final reviews, and allowing students the
opportunity to have two reviews—one in
the academy and one in the real world.

Steve’s work in Wildwood, New Jersey,
represents many of his evolving ideas
about design and architecture, learned
from unique and independent work at
Venturi, Scott Brown & Associates. Always
slightly below the radar screen yet ahead
of the curve, Steve taught students, col-
laborators, and clients how to find richness
and energy in the environment of
Wildwood, and helped the community
learn from itself and value its imagery and
architectural resources.

Steve’s anecdotes—"Make It Big,”
“Make It Red,” “Make It a Sign,” “Make
1t Dumb,” “No Need to Be Polite"—are
short, sweet remembrances, but they
don’t describe the contribution he has
made to the highest level of debate in
contemporary architecture. Even if they
are not yet fully understood, just as the
modest hero in so many of us, his contri-
butions will endure.

—Michael Haverland
Haverland ('94) is assistant professor.

Steve lzenour: Teacher,
Mentor, and Best Friend

| met Steve on my first day at Venturi,
Scott Brown & Associates, a warm June
morning in the summer of 1996. A student
of architectural history from Connecticut
College, | was so naive that | actually wore
a coat and tie for my first day of work. |
was nervous and didn’t have a clue what
to expect. Steve’s nonchalant tone on the
phone the day before was puzzling. “Show
up whenever you want,” he said.

During the following years, Steve took
me under his wing. It turned out that we
had a whole lot more than our first names
in common. We both loved pop culture,
gadgets, and boats. We grew up sailing in
Connecticut and loved the water. When |
learned this, | knew we had to go sailing
together at least once. Since then we
probably sailed 2,000 miles together,
mostly offshore. You learn a lot about
someone in those situations. The truth
about Steve is that wherever we were—
no matter how bad the weather was—he
was always himself. His smile, curiosity,
funny polyester shirts, and unforgettable
laugh were always with us. He even
brought his bike with him a few times.

Steve was without a doubt the most
unconventional teacher I've ever come
across, mostly because he quickly
became a friend to every one of his stu-
dents. With him the normal boundaries
between student and teacher were gone:
we were in this together. After just a few
days with him, you wouldn’t even realize
that you were learning—or, for that matter,
that he was teaching. The dialogue with
him was natural, easy, informal, and light-
hearted. Most of all, it was fun. Spending
time with this teacher was more like hang-
ing out with a friend.

Steve taught us to learn from the
everyday, the things we took for granted.
He knew that the things that define who
we are, as a culture and as individuals,
were instrumental in our ability to design
thoughtfully: it’s the grit of our culture
that makes us special, that makes us
who we are.

Steve was a real rebel, too. He had no
qualms about disagreeing with authority,
bucking the trends, and telling somebody
they were full of BS. He stood up for what
he believed in—all the time, without ques-
tion. If you were his pal, he’d do anything
for you.

But most of all, Steve taught us to look
at ourselves. If he thought we were over-
analyzing a problem, he’d just say, “Don’t
think about it too much—just be dumb
about it.” He wanted us to do what was
natural to us, not what academia or
highfalutin trends would dictate. Steve
encouraged us to be ourselves, just as
he was always himself.

The most amazing thing about Steve
was that he inspired countless students
just like me. Some say we’ve been scarred
forever—and if that’s so, it’s a scar I'll
carry with pride.

—Stephen K. Van Dyck ("02)

Above: Steve Izenour, courtesy
Venturi, Scott Brown & Associates



At a roundtable discussion held this
fall, faculty and graduates discussed
issues of architectural research and the
MED (Masters in Environmental Design)
program at Yale. The participants
included the director of the program,
Eeva-Liisa Pelkonen (MED ’94); associ-
ate dean Peggy Deamer; professor Alan
Plattus; faculty members Keller
Easterling and Dean Sakamoto (MED
'98); Mark Linder (MED '98), faculty
member at University of Syracuse; and
Sarah Whiting (Yale College ’86), faculty
member at Harvard Graduate School

of Design.

Sarah Whiting: If we pose the problem
that architectural research has lost its defi-
nition, then our task would be to reestab-
lish some form of expertise and framework
within which one can define a research
problem both for the design studio and at
the MED and Ph.D. levels.

Keller Easterling: When you say “frame-
work for expertise,” what do you mean by
expertise?

Sarah Whiting: Expertise lies within the
boundaries of a discipline. That might be
somewhat elitist, but to speak of expertise
acknowledges an intellectual project, and
such a project does have an elite—or to
put it in less offensive terms—a defined
audience, whether that audience is under-
stood to be designers, urban theorists,

or historians.

Keller Easterling: The word research

has been slightly degraded in the last
couple of years with ubiguitous use and
narrow definitions.

Peggy Deamer: The resurgence of
research in the studio was a way of saying
that architectural research is an intellectual
task not just about design, form, or zoning;
it puts research in a positive light, even if it
becomes more elitist.

Eeva-Liisa Pelkonen: The boundaries of
the profession have expanded, so we must
ask, “What does an architect do?” That
question was essential to the twentieth
century and is the project of Modernism.
Le Corbusier defined the profession to
include economics and politics, with the
architect as an expert who can solve social
problems. For example, Rem Koolhaas

is an architect who looks at himself as

an expert.

Mark Linder: The first-generation
Modernists, like Le Corbusier—or even the
second, like those who call themselves
Team 10—were able to expand the disci-
pline of architecture by extending tenta-
cles of expertise out into other areas, mak-
ing claims for a certain kind of efficacy
upon other fields. If we make a distinction
between the discipline and expertise, it
seems that Modernism degenerated into
more narrowly defined areas of expertise
at the expense of the discipline. By disci-
pline | mean the history of techniques and
concepts that architects claim as their
own. If we identify research with expertise,
we continue the Modernist trend, but
maybe things can flip so that research is
now not so much about extending a strong
discipline but about reclaiming the archi-
tectural discipline from others who
usurped, adopted, and interpreted it.
Peggy Deamer: As the trajectory of

Modernism narrowed, expertise
dominated and research—in the positive
sense—disappeared. We just knew what
the task was; we didn’t have to research it.
The formulas were there that spared us
research. Eventually the resurgence of
research was a response to postmod-
ernism, in which the conventions really
became formulaic. In this case you would
want to distinguish between expertise (for-
mula) and research (investigation) rather
than align them.

Keller Easterling: Rather than speaking
from a position of expertise, as we used to
use the word—a position of knowing it
all—it seemns that architects have been
recently pursuing constructive research
that comes from admitting to know noth-
ing: knowing nothing about places like
Ghana or North Korea, or knowing nothing
about practices in the wide world that are
consequential in culture.

Dean Sakamoto: This emphasizes the
significance of Charles Moore, who in
founding the program was interested in
finding another path for academics. He
wanted to send students out into the world
to see it and feel it as an alternative to the
professional curriculum-—and that is where
one could find out about remote places.
Peggy Deamer: The 1960s with Moore
was the time when the whole issue of rele-
vance was foremost in everyone’s vocabu-
lary, and architecture was linked with
social sciences.

Sarah Whiting: There is a similar aspira-
tion now, maybe not relevance in the
social-science sense but in the pragmatic
sense. But returning to the earlier point:

What do you mean, Keller, by the degra-
dation of research?

Keller Easterling: | was thinking of the
moment everyone was calling their studios
“research offices,” in which the word
research was synonymous with formal
research using the computer. It was not
research into the way the ool was refor-
matting the world and its politics, but
something more hermetic, more comfort-
ably residing in the house of architecture.
Sarah Whiting: There is a need for exper-
tise that does not equal number crunching
but that allows you to define your particu-
lar territory. It would make me nervous

if anyone could define what an architect
does, because everyone’s expertise is

so different.

Mark Linder: | think you've made an
important point. Somehow expertise is
something that you develop and that has
some afterlife that authorizes claims in
other areas. Expertise is valuable for iden-
tifying a vocabulary, a set of problems, and
a way of approaching them—and then you
venture out and leave that cocoon. That’s
different from having Ph.D. programs that
produce experts whose work then
becomes a dead end.

Eeva-Liisa Pelkonen: It might be defined
in a Ph.D. program, where the goal is more
clearly an increase of existing knowledge
in a checklist of what needs to be covered
for the whole discipline of architectural
research. The goals of MED and design
research are not clearly defined in terms of
a discipline or field.

Keller Easterling: It is more a curiosity
than orthodoxy.



Alan Plattus: if we are to communicate
our collaborative, and hopefully cumula-
tive, research on places, practices, tech-
nologies, and urbanisms, then some stan-
dards—a common language, at least—are
needed. That may not be the model of the
thesis imported from other fields, and here
the MED program may be able to con-
tribute in a way less constrained by acade-
mic procedures than a Ph.D. program.
Peggy Deamer: We are trying to confirm
that expertise is a positive thing and

is needed, but we don’t want
compartmentalization.

Sarah Whiting: It is more like a fluid
expertise.

Peggy Deamer: | can relate that to prac-
tice, because on the one hand as archi-
tects we have our individual strengths but
are completely surprised when a client
says, “l won’t give you a school project
because you haven’t done a school
before.” But we can transfer expertise to
other related projects—it is not limiting.
Sarah Whiting: It can be understood as a
series of Venn diagrams that circle around
you with overlaps that are constantly
building on new information.

Eeva-Liisa Pelkonen: There seem to be
two forces in architectural research at the
moment. One is the impulse for curiosity
and openness to the world and the other
is to bracket that openness with clearly
defined expertise. | would argue that these
two complement each other, because
issues as complex as globalization require
new questions to be bracketed in a mean-
ingful manner.

Sarah Whiting: One way is by framing,
another is by identifying the audience,
which might help to keep the framing
more open. | don’t know how much dis-
tinction there is between MED and Ph.D.
research now.

Peggy Deamer: Another reason it is inter-
esting to look at Charles Moore is that stu-
dio people were stuck inside and the MED
students could go out into the world. It is
such a nice image. It makes me wonder if
you can give that characteristic to Ph.D.
students, who for all their library-bound
education serve the purpose of connecting
to the world by engaging and thinking
about culture.

Eeva-Liisa Pelkonen: We could look at
the status of two types of Ph.D., those with
and without professional backgrounds.
Architects frame things differently. | would
call it a visual intelligence and being curi-
ous about the way we see and experience
the world.

Dean Sakamoto: The Fameses are an
example with their design research that is
physical, visual, and cultural. Consider
their film, The Powers of Ten, which
researched and demonstrated the
relevance of the designer to think in scales
from outer space to the microscopic! |
also think that the way Moore encouraged
the students to get out and infiltrate the
system with “Learning from Las Vegas”
could compare to Koolhaas’s global
research work.

Sarah Whiting: What Koolhaas does at
Harvard with the “Project on the City” is
to organize a group of four to six thesis
students working in collective one-year
projects to research topics such as shop-
ping, the Pear! River Delta, Lagos,

or Roman cities. Ultimately each group
creates a book, which can be understood
as reflections on existing research typolo-
gies, such as the manual or travel guide.
Another example is the Rice Center for
Urbanism, which Sanford Kwinter led,
where students did research within the
broad framework of technology and the
postwar American city. It was a collabora-
tive research program that included faculty
and students, and it also produced books
as research products.

Mark Linder: One of the distinctions that
needs to be addressed is book versus
dissertation. The scholarly apparatus for
disseminating work is distinct from the
direct pipeline to the book industry. The
MED program could require that when you
are done you publish your research as a
book—but the Ph.D. couldn’t do that. That
relates to the question of what do you do
afterward. If you are a published author
you have different opportunities than if
you produce a dissertation, which ties

you to an academic appointment or to
chasing one.

Keller Easterling: The Ph.D. methodolo-
gies are valuable, but | think the MED
might have the latitude to ask: What is the
methodology or the document that permits
one’s fascinations to exist? How does one
frame a document or invent a methodolo-
gy that does not deny the very information
one wishes to explore?

Sarah Whiting: The way Peter Eisenman
runs his studios offers another model of
design research in which the framework is
clearly defined. The value of his students’
projects is that they respond to the disci-
pline because they operate within that
defined body of knowledge. | would not
want to suggest that the Koolhaas
approach to research is the only one that
is viable or interesting today.

Keller Easterling: And then with “Learning
from Las Vegas” there were methodologi-
cal assumptions and scholarly underpin-
nings, but the project began from a posi-
tion of curiosity and invited more than one
disciplinary habit by collaborating with
graphic designers.

Mark Linder: It seems to me that itis a
matter of not understanding the research
task as the production or extension of
knowledge (which is the way research

has to be understood by a Ph.D.). Doing
research could be more like carrying
through some kind of oral history or pro-
ducing and intervening in what Reyner
Banham called “operational lore”—which
is not exactly knowledge.

Alan Plattus: | think | would like to add a
perhaps old-fashioned plea for the persis-
tently public nature of what we would legit-
imately call research. Although | am sym-
pathetic to the reservations people have
about knowledge and expertise as con-
ventionally conceived, | do believe that
research and its products must be more
than just an “experience.” Architectural
culture is impoverished if we are unable
to share our work in forms more generally
accessible than actual participation in a
particular studio or attendance at a lecture.
There is such a thing as useful knowledge.
Even information and repetition—or con-
tinual reinvention of the wheel—are not
always pedagogical virtues. It is, for
example, frustrating to do a studio in a
fascinating but overwheiming place like
Shanghai and only be able to access

the important work that other schools
have done in the form of impressionistic
images of projects in graphically obscure
school publications.

Sarah Whiting: Kwinter acknowledges up
front that the work in Brendan Hookway’s
project “Pandemonium” (part of the Rice
Center of Urbanism studies) is not a defini-
tive research project but rather offers a
carefully constructed fiction, which is diffi-
cult to produce within a Ph.D. dissertation.
Peggy Deamer: What is emerging here is
a collaborative speculative project that is
not thesis driven but does have the book
as a project. This is ironic because you
think of the book as the higher standard of
expertise, but in some way as a product it
is more commensurate with speculation.
What is it about the book that allows it to
be a speculative condition? Maybe it is the
confidence of the object that allows it to
be the place of research.

Dean Sakamoto: There is a whole issue
around the preciousness of the book as a
product. Learning from Las Vegas might
not at first have been conceived as a book,
because in the archives we have collages
that the students made with postcards
over the Nolli map of Rome. When | was

a MED we had to do a “book.” We had
collaborative projects and research that
skimmed the surface of an idea. We were
not pinned down to our desks making
models and drawings.

Peggy Deamer: By linking research and
the product, we can see how the program
is conceived.

Keller Easterling: One worries that in
architecture culture we are primed to
accept the usual products of celebrity
when something else might be more
appropriate.

Sarah Whiting: After five years, books

from the “Project of the City” are becom-
ing predictable, which is something

the students now entering that project
recognize.

Peggy Deamer: One attribute architecture
books have is that if you are looking at the
book as object it doesn’t just depend on
credentials and expertise but on the visual
product. This alone can capture our inter-
est. It makes me think of Ann McDonald’s
1999 MED project, which was going to be
a Web site cross-referencing her biblio-
graphical material. It is research, and it is
visual but is presented with a different
technique. We thought it didn’t fit.

Mark Linder: It is similar to the 1960s
Fluxus group, which produced heteroge-
neous boxed sets of records and eight-
tracks that are now obsolete. That kind of
experimentation was pervasive in art then
and spurred the emergence of a wide
range of art practices. It was a different
mode of presentation but valuable as a
product at the time.

Dean Sakamoto: But then how do you
evaluate between different products of
student work if everyone has a different
format for a final product?

Eeva-Liisa Pelkonen: The question of the
final product comes up again and again in
the MED program, but as Dean Sakamoto
said there is the question of how we evalu-
ate the student work in the context of aca-
demic program if one can do anything as a
final product. | have held a more conserva-
tive stance in this respect: MED students
are expected to complete a written thesis
with a sustained argument. In addition,
some students have produced a book, a
Web site, or an exhibition.

Mark Linder: In an interdisciplinary project
at Syracuse last year, the first goal was to
organize team-taught cross-disciplinary
courses with painters and scholars in other
disciplines. | found it tedious, because it
ratified the barriers we wanted to cross.
You might ask, “How do we evaluate work
in an advanced studio or design thesis?”
It's not really qualitatively similar, but you
have a committee and you make a deci-
sion. Maybe we shouldn’t obsess about
the final product so much.

Peggy Deamer: When there is a design
project, we pretty much agree on what

is strong.

Mark Linder: And when we don't agree,

it becomes an incredible opportunity to
hash out the issues of what is causing

the problem.

Sarah Whiting: | am interested more in an
atelier model for research—a short-term
project where a student can define a
framework, a direction, and a product with
intensive guidance from faculty.

Keller Easterling: To have access to
these extreme places in the world and the
organs of publications, the atelier—or
some existing structure—might provide
the funding sources and the connections.
Peggy Deamer: It makes me think that the
China Studio could be that kind of model.
If it was approached this way and not just
as an individual design studio, it could
have a different impact.

Alan Plattus: In fact, | believe that the
China Studio, as it has been structured so
far, might provide a model of both place-
and issue-based research that perhaps
should apply to any studio—at least to
advanced studios. Given the unfamiliarity
of the terrain, both geographical and cul-
tural, it is relatively easy to encourage stu-
dents to engage in the sort of ongoing
investigation and documentation of site,
traditional and emergent lifestyles, material
and popular culture, building types and
technologies, and so on, that ought to be
part of most studios to some degree.
Indeed the China studio is constantly spin-
ning off potential agendas for research that

could easily become MED thesis topics.
My assistant for the China studio this year
was a recent MED graduate, Jackie Lin,
who just finished a very interesting thesis
on modern architecture in Taiwan, raising
all the sorts of questions about the interac-
tion between tradition and modernity, local
and global culture, that confront both our
students and the Chinese students with
whom we work.

Keller Easterling: The thesis course couid
also operate around special projects in
this way.

Sarah Whiting: Faculty and student initia-
tive is needed. The Internet provides
amazing material, but it also overwhelms—
I'am talking not only about the Web

but also about the number of articles

and books that students now find in online
catalogs.

Peggy Deamer: It makes me think about
the ironic projectory of the MED program
over the years: the weaker the program
and the less institutionalized it was, the
more initiative there was from the stu-
dents. One student received travel funding
for research on Tatlin’s projects because
we felt bad that he had no colleagues in
the program. There was a sense of “sink or
swim.” Now it might be less satisfying. It is
similar to the issues that Mark Jarzombek
brought up in the 1998 MED symposium.
He warned us that institutional support
could come with bureaucratic limitations.
You must be careful what you wish for,
Keller Easterling: Maybe it is more
powerful to encourage students to provide
their own resources and grants with

some incentive or matching funds from
the institution,

Peggy Deamer: It encourages them to

be guerillas.

Sarah Whiting: | don’t think students

can be effective guerillas without a lot of
guidance. The facuilty shouldn’t tell the
students what to do, but they have to keep
the guerillas from getting lost in the over-
whelming jungle and wasting their time.
Eeva-Liisa Pelkonen: Today the MED
program is a combination of an “every man
for himself” approach and a master-class
system in which students work closely
with a single adviser. In my case it meant
working closely with Karsten Harries, who
has been involved with the program since
1984. Mark, 1 am interested to know how
your MED was different from your Ph.D.,

at Princeton.

Mark Linder: Because it took only two
years, the MED was more topical. For me
it was a strategic exercise in trying to have
a voice in the theory world. | thought that
would be enough. But there was a point
where | got lost in the maze of how the
discourse was developing and the prag-
matism angle wasn’t working for various
reasons. So the Ph.D. seemed like a way
to set up a longer term, more sophisticated
project. | saw it as a way to be a better
architect by learning what it means to

be a scholar. It is a very different kind

of commitment.

Opposite: Joseph Ferrucci ('02),
Traintrack Networks in Milan During
their Development under Mussolini

Left: Roy Koziovsky ('01),
Zionist Planning from Script to
Statehood, 1896-1956

Right: Kay Edge ('01),
Consuming Typologies: Airport, Arena,
and the Calculus of Retail




This fall Dean Robert A. M. Stern gave
the tercentennial DeVane lectures,

a series of six on topics that included
European Modernism’s influence in
America, American Modernists at Yale,
the activities in the 1960s, Post-
Modernism, and the work of more
recent Yale graduates.

if one of the qualifications for institutional
leadership is superior knowledge of the
history and lore of the institution in ques-
tion, then one can imagine no individual,
living or dead, more qualified to be the
dean of the Yale School of Architecture
than Robert Stern. As a qualifying test, one
might imagine some agonistic, time-hon-
ored ritual—a peculiar combination of
spelling bee, Trivial Pursuit, and Who
Wants to Be a Millionaire?—in which the
university president, provost, senior facul-
ty, and alumni of the school take turns ask-
ing candidates obscure questions about
the events, traditions, and personalities
that have shaped the school. At some
point, all of the other candidates drop out,
while the “remaining contestant,” shows
no signs of flagging. Instead he is now
both asking and responding to the ques-
tions, which no one but he can either for-
mulate or answer. Finally, by acclamations
of “no contest,” the new dean is named,
having both summarized and absorbed all
the deeds, sins, and personalities of his
predecessors. Put it on stage at the Yale
Art Gallery lecture hall, garnish it with
distinguished visitors invited as much to
witness as to testify, accompany it with

a liberal dose of wit and fascinating
archival images, and you have this year’s
DeVane lectures.

Indeed the subject does have inherent
interest and even urgency in a profes-
sion—architecture—that has become
obsessively reflective (i.e., self-obsessed)
but has relatively little to say about one of
its central mysteries: the means by which
one enters the field. For a while there it
looked to be otherwise—and that moment
is itself a crucial one for the recent history
of architecture and indeed for Dean
Stern’s story as well. In the late 1960s, as
architecture began to emerge from the
conflagrations in which it seemed to have
exorcised the demons of Modernism,
interest turned to the long-suppressed
story of the institution the Ecole des
Beaux-Arts, which more than any other
has shaped Western architecture through
the nineteenth and early twentieth cen-
turies. The scholarly investigation of the
Ecole, which was temporarily confused
with an actual revival of its theoretical,
compositional, and pedagogical principles,
was surely—as Stern and others have
argued—a crucial episode in the coming-
of-age of twentieth-century architecture.
And for a time it seemed that many
schools of architecture were becoming
more self-aware, or at least self-congratu-
latory, as they published histories, year-
books, textbooks, and other more or less
objective compilations and assessments
of their past and current directions. The
explosion of student- and faculty-orga-
nized publications and journals was also
part of that moment, and as Stern reminds
us, Yale was, as expected, at the head of
the line (and ahead of its time): first with
Perspecta, precociously reflective about

the visual and intellectual sources of the
school’s energies; and later with
Retrospecta, a handy summary of the
work of the school's studios, which turns
out to be ideal grist for Stern’s historical
mill, not only recording but now apparently
validating student work as a bona-fide part
of the school’s history.

But for all that inward-looking self-
obsession and scrutiny, when the
schools—as much as, if not more than the
profession—appeared to be the site of real
interest, debate, and energy, they never
produced a comprehensive, much less
critical, account of their collective history,
structure, and function in the world of
architectural discourse. And thatis a
shame. Not only is it a missing piece—
indeed, perhaps, the frame—of the still
unassembiled jigsaw puzzle of proliferating
theories and positions that are now rou-
tinely anthologized but not really situated
historically or institutionally, it would also
have provided a crucial backdrop against
which Stern’s current performance might
have been staged. Lacking the general
story of the institutional development,
internal and external relations, ideological
agendas, discursive practices, and even
simple chronology of who really did what
when, the part of the story Stern so eagerly
wishes to tell is left curiously isolated,
without the contextual filter and foil that
makes the telling of local stories both easi-
er and more demanding. One effect, for
example, of the absence of the general
context provided by a shared cuiture of
ongoing historical investigation is a disqui-
eting lack of scale. This obviously allows
Yale’s role at times to loom much larger
than seems even remotely plausible—as
much as we all love her—since there is
quite literally no one else on stage to act
as interlocutor. But an even more disturb-
ing effect is the apparent diminution of
Yale and her sons and daughters, since
they must seem at times to carry the whole
burden of the history of modern architec-
ture on their own shoulders, without the
huge array of collaborators, antagonists,
and fellow travelers that we know them to
have had.

This is not even mentioning the enor-
mous burden that Stern himself must bear
in organizing, hosting, and telling the
whole story, by himself, from scratch. Just
the necessary naming of names takes a
ridiculous amount of time, without ever
getting very deeply into the juicy bits about
where and how they went to school both
before and after Yale; who they talked to,
studied with, and partied with from all over
the university while they were at Yale; what
they were reading, looking at, and wearing,
and so on. It is impressive that Stern is
even able to raise, at least by innuendo
and allusion, all of these interesting ques-
tions, but it is also frustrating that he is not
able to draw on more substantive work by
others on critical questions such as the
actual content and operation of various
architectural curricula in the periods he
surveys. Is it true, for example, that at
some schools more history was taught,
and at others none at all? And what
was actually included in those courses,
libraries, slide collections, and privately
circulating mimeographs and photo-
copies?

It is not as if Stern is uninterested in

these kinds of questions. He loves all the
details, anecdotes, and apparent trivia,
especially if it concerns Yale. But again, it
is very difficult, if not impossible, to make
sense of the footnotes without one or more
texts. And lacking that, Stern, like every-
one else, inevitably falls back on pre-
dictable master narratives about crucial
themes such as Modernism or the 1860s,
which he himself has on other occasions
helped to discredit. These narratives carry
with them precisely the sort of ideological
baggage that Stern—as suggested by his
title for the whole series, “Ideals Without
Ideologies”—would have us believe Yale
has always somehow eschewed, leaving
fundamentally unexamined not only a
whole host of fascinating assumptions
about Modernism, Post-Modernism, radi-
calism, and the autonomy of the arts but
most conspicuously the central article of
pedagogical faith for Stern and Yale, the
very tricky and highly ideological
“nonideclogy” of pluralism. We all, Stern
included, repeat it like an all-healing
mantra, with appropriate sotto voce
asides about academic rigor and respect
for excellence, but it resurfaces again and
again with subtle and significant variations,
in each new administration—from Moore
(who was in many respects its high priest),
to Pelli, to Beeby and Koetter, to Stern.
This, one imagines, would be a splendid
opportunity not just to celebrate that myth
of pluralism but also to investigate its
mechanisms {e.g., the institution of the vis-
iting critic, as pioneered by Yale) and how
they produce, reproduce, and also repress
the various discourses of architecture.

Having said all that, in hopefully not-too
mean-spirited a way, it remains to recog-
nize and cherish some of the many simply
splendid achievements of these lectures.
For in spite of his apparent omniscience,
Stern is, like the rest of us, simply better
and more engaged (and therefore, more
engaging) on certain topics than on others.
These strengths are exemplified by the
early lecture that centered on the figure
that is arguably Stern’s real hero, perhaps
as both architect and dean. | mean George
Howe (not Philip Johnson—no doubt also
a hero, but in a distinctly different and
inevitably more ambiguous way). Stern, of
course, produced an important early book
on Howe and is still clearly fascinated by
the role he played in both education and
the profession. Furthermore, the efferves-
cent combination of stylistic, institutional,
and social history that is required to
account for Howe is both Stern’s delight
and his strength as a teacher and writer.
Demonstrating the many directions in
which Howe's career ramified illustrates
precisely the kind of nuances and detailed
storytelling that energized these lectures
when they were at their best. One could
have told similarly ramified stories built
around other central figures at the
school—including Moore, Kahn, and
James Stirling—but though we had bits of
those stories and their central characters,
they never quite emerged as vividly and
coherently as Howe did.

Fair enough. There is more natural sym-
pathy between Stern and Howe than, say,
between Stern and Stirling. But there are
a number of strands of the less fully told
Stirling story that, while clearly of less
interest or importance to Stern, are

crucially important for Yale, its develop-
ment, and for the transformations that
occurred in modern architecture and archi-
tectural education in the period in which
Stern deals. Some of those strands lead
back to England and to the barely men-
tioned figure of Colin Rowe (Stirling’s con-
temporary and teacher at the University of
Liverpool, along with Alan Colquhoun and
Robert Maxwell). Through Rowe, other
strands lead to Texas, and Robert Slutsky
and John Hejduk (both mentioned in the
lectures, but not really situated temporal-
ly); to Yale (where Rowe was briefly) and,
of course, to Perspecta; to Cornell and
Fred Koetter, Stern’ s predecessor and

an enormously influential teacher at

Yale before he was dean (as Stern notes
without actually describing that influence).
These stories would help enhance

the meaning of some of the very loaded,
but only partially unpacked, themes
weaving through these lectures, like
“post-Modernism,” “contextualism,” and
“classicism.”

One could, with some justice, argue that
compared to Howe, Moore, and Kahn,
the Stirling story is after all somewhat
peripheral—to Yale, at least—and does
not deserve as full a treatment. That is not,
however, the case with the beloved figure
of Vincent Scully, who was quite literally
in fact a ubiquitous presence in these lec-
tures but is curiously never really given
center stage and discussed in terms of his
own career rather than the careers of sev-
eral generations of students. Indeed the
whole question of the influence of histori-
ans and critics on architectural educa-
tion—from Pevsner and Giedion, to
Hitchcock, Scully, Kubler, and Hersey
at Yale (not to mention the philosopher
Karsten Harries), to Rowe and Tafuri at
some distance—is a box that Stern
opens without really climbing inside. Like
some but not all of his predecessors
as dean, Stern, for all his erudition and
critical sophistication, seems at revealing
moments to exhibit a fundamental suspi-
cion of theory, if not of ideas—at least for
their own sake. Preferring, he claims—for
both himself and Yale—the validation of
practice and, in particular, “building,”
Stern makes a convincing and at times
quite moving case that Yale’s real genius
and personality are best seen in the small,
wood-frame structures, which form the
core of the “core curriculum” in the guise
of the justifiably famous Yale first-year
Building Project, and are the proving
ground for so many young Yale graduates
who are beginning their careers in prac-
tice. This and the constant return to the
vernacular as a source of inspiration and
energy are powerful and unavoidable
aspects of the Yale myth as Stern and
others have constructed it—and here it
rings true. From Rudolph’s early houses
in Sarasota; to Moore at Orinda and Sea
Ranch; to the images of Scully’s Shingle
Style Revisited; to the work of my current
colleagues Turner Brooks and Eeva-Liisa
Pelkonen, Peggy Deamer, Deborah Berke,
and Steven Harris; to the work of our stu-
dents like Lisa Gray and Alan Organschi or
Dan Sagan and Alissa Dworsky, the
strangely familiar, uncommonly common,
formally, technically, and programmatically
almost straight but with a difference small
wood buildings (in rural, suburban, and




occasionally townlike settings) is a sort

of Yale set-piece in a way that now begins
to appear to transcend generations and
regimes.

Of course, Stern would present himself
as Exhibit A, simultaneously documenting,
professing, and embodying the character-
istics that make the Yale School of
Architecture the place that it is. This uiti-
mate sense of identification of the dean
with his school is finally the most touching
and provocative thing about these lectures
and is, far more than his encyclopedic
knowledge of all things Blue, what makes
Stern inevitably the dean. Indeed, that sort
of conflation of a dean and his or her
school is usually taken to be symptomatic
of a dean who has stayed too long in one
place. Stern, however, arrived having thor-
oughly merged his own identity with that of
his place of graduate professional studies.
And so the DeVane lectures this year were
ultimately autobiographical: not a rigorous
and ruthless deconstruction—which we
never should have expected—abut rather
an elaborate and passionate construction
of self and institution, as the various
trends, events, and personalities that
shaped Yale also shaped Bob Stern. No
one else could have done it—no one else
should have done it.

—Alan Plattus
Plattus is professor of architecture.

From top left to right: Dean Robert A. M.
Stern, James Stewart Polshek, Lord
Norman Foster, George Howe in the 1950s
at Yale, Alexander Tzonis, Maya Lin, David
Sellers, Andres Duany, Elizabeth Plater-
Zyberk, Tadao Ando, and Brigitte Shim.

DeVane Guest Lectures
and Fall Lectures 2001

The DeVane lecture series is an under-
graduate course that is open to the
farger community and is accompanied
by an architectural graduate seminar
offered by Dean Robert Stern (’65). As
part of the fall 2001 tercentennial lec-
tures, six of the School of Architecture’s
distinguished graduates were invited to
speak about their work and experience
as students at Yale. The guests also
attended the architecture school semi-
nar the following morning, engaging in
further discussions with the students.

James Stewart Polshek (55)

“The History.of the Future: Connections
and Transformations”.

September 25, 2001.

When |-was asked what Lwill do differently
now, after September 11,  thought | won't
change my beliefs; the primary thrust in.
architecture still has to be the satisfaction
of human needs. The architect’s duty is to
act as a bridge between the past and the
present, and reinforce both time frames.

‘There is a fear of trivializing architecture

because of the pace at which architecture
and fashion come tog'ether. I 'am showing
images from 1930 10 2000 to demonstrate
events that meant a lotito me pre-9/11 and
how history shapes attitudes. Some prece-
dental typologies that then became god .

< fathers for me include technology and

process, architecture’s relationship to his-
tory, and architecture’s relationship 1o the

natural environment. ... With Eugene Nalle

running-Yale with George Howe when |

was there in the 1950s; the rigor of educa-

tion was about principles, not about large -
ideas—it was not theoretical. He was con-
cerned with the relationship to the earth-—
slabs, support, span, envelope, connec-
tions—the basic elements that make up
both the hut and the high-rise: . .. The
criticism we [the Polshek Partnership]
received with the addition to the Columbia
Law School in 1996 was that we took the
toaster and appended it to a griddle. | took
it as a compliment. It was a new set of pro-

grams and identity and relationship of the
_space to Kent Hall. We built it with'the
- zinc-clad envelope and elliptical lounge

before Columbia adopted a reverence for
the past; but we just got it under the door.

Norman Foster.(62)
YExploring the City”
October 7, 2001:

| had three inspirations at Yale: Paul
Rudolph, Serge Chermayeff, and Vincent
Scully: Rudolph had the ability to draw out
the design potential in usall. He led by
example to imbue a designer with issues
of structure; space; and aesthetic dimen-
sion; not at the exclusion of the surround-
ing fabric. Scully’s view of history. was
rooted in values and forces that make
architecture, as well as the relationship of
old-and new:. ... Chermayeff was-con-
cerned with community and privacy; infra-
structure is the glue that binds the two
together. To me the quality of infrastruc-
ture is more meaningful in our lives—the
boulevard, square, and transportation are
arguably more important than individual
buildings themselves. ... September 11
may change things, but everyone needs
time to reflect. In the context of what hap-
pened; s it the end of the coricept of the
supertall tower ornot? But how far. do'you
go?.You cannot design against that kind of
terrorism:. One of the things that may come
out of it is the idea of two stairways—one
for firemen and the other for occupants,
internal and external..You could-have
crash decks and avoid progressive col-
lapse. The issue is really global-—from
high-rises to oilrigs and large stadiums.

- David Sellers (’65)

Alexander Tzonis (63)
“The Struggle Over the City.Idea’”.
October 22,2001 . :

‘Memory'is highly compartmentalized and

highly. modular. One is by association and.

“the other by reconstruction and inference,; |

and you switch between the everyday real-

ity of an event with a highly.reconstructed
manufacturing of the past, so that the

memory is a mixture between your own

- memory of an event and books you have

read. Thucydides did this so well some
centuries ago. And itis the way of my own
reconstruction of my time at Yale. .. At .
Yale we learned about materials; scale;
and ehtry, and proceeded through the val-
ues of organization and architecture: The
idea of universal space was a constraint
for Kahn, who thought of a new architec-
ture that had a duality between the service
and:the served: Rudolph: entered the
scene and: brought us a plastic architec-
ture of humanistic values expressed in the
structure with some references to the pro-
gram. In the A&A there is'a messiness of
the unresolved back of the building.
Rudolph goes back to Frank Lloyd Wright
as the major architectural presence in the

‘vocabulary. You can have rigor and conti-

nuity, but at the same time you have a
medium that you can adapt to situations,
site, and topography.

“Architecture as Culture and
Counterculture?”
November 5, 2001

~We humans have no natural.equipment to .

sustain ourselves—such as feathers;
fangs, fins,.or fur. We have figured otit a
way:to do it, but have endangered natural
resources for.our survival. We have no
choice but to be here within the sustain-
able environment. .. . One year | worked

on the construction of Rudolph’s garage in"

New Haven: He came to visit the site, and
the contractors were telling him how it
should be built. [ didn’t want to bein the
position where the contractor knows more
than I.do. ... Formy Tack House | built
skylights so that you could sleep under the
stars and gain a connectiori to the planet
that we have lost. There is a need to get
back to that experiment with what you put
inside the house. The whole kitchen could
be an appliance, and.you could build an
environmental shell:and move things
around. There is a sense of improvisation,
being inside a space and making it. This'is
the process of most great buildings—mak-
ing, designing, and crafting to evolve the
form. 1. In‘amore recent house;in a
sugar grove, we used the maple trees so
that in the winter the house has a different
configuration than in'the summer: The
pane of glass is chainsawed into a slot

_right.into the tree. It became magical

because the real structure of the house is
made of the same trees that were on the
site, so that the inside and outside merge:

Andres Duany ('74) and .

Elizabeth Plater-Zyberk ('74)

“The Recuperation of the Traditional Town”
November 26, 2001

Plater-Zyberk: The greatest challenge is
producing houses so that they are acces-
sible to all people but stillinspire; If you'are
selling 100 .houses, you can’t afford not to
hit the'middle:: . & In Acqua, a new project
in Florida, there is little aesthetic or archi-
tectural coding..It became meaningful to
produce atraditional neighborhood with
modern buildings, to not only bring:a vari-
ety of styles that evolves over time but also
to have different designers. The main:thing
was that every building had to have an ex:
pression line‘at the top of the first floor: It
confronts the challenge of the town house
and creates a break in the facade with
internal-courtyards and court at the front.

Duany:.Code hasto be followed with such
restrictions:as floor-air ratio, setbacks; and
parking that are determinates of buildings.
Architects don't realize this. The success
of Arquitectonica was that the architects
could read codes and translate them to a
site. Developers don’t know:what to do. If
you first design-a building based on the
code and then knock on & developer’s
door knowing what can be built; then you
can be the one to build it ... My codes
are not structuralist or linguistic codes, but
zoning codes that deal with the shaping of
buildings: There is the rigor of writing one:
itis not a problemif you can't write'a code;
the problem is the lack of vision of the per-
son writing it.

Maya Lin (86) ,

“The Continuity of the Art Idea’

December 3, 2001

When you are off on,ydur‘own, you don’t

have d clear idea of the larger picture. And
I didn’t realize where | was heading until
much later; but I was trying to work with:
the land in an environmental way. This dia-
logue has now lasted 25 years. | took the
idea of French topiary, making it free-flow-
ing and random as in a game, using the fill
that was there and making it steep. ending

_inaholein one. It was called Topo. I was ; .

beginning to deal with landscape, asinmy -

first work. | was attracted to a more field-

like site where something else was begin-
ning to take over; part of it was my interest

<in topography and also the Indian burial
‘grounds in.Ohio. And those mounds began

10 take shape in my work when | was asked

- in.1992 to install the first work of art for the

Wexner. Genter in Columbus, Ohio. And
here | was confronted with creating a work
of art rather than a work of architecture.

v Alotof sculptures that | do are
designed, drawn, modeled, planned, and
executed by others: What does'it dotoa
work of art when it takes on the construc-
tion properties of a work ‘of architecture?
How removed do you get from the mak-
ing? Can I maintain some of.the spontane-
ity of a work of art at a larger scale? . .

| am interested in merging this art idea with
architecture, so that one becomes part of
the other.













The symposium Architecture or
Revolution: Charles Moore and Yale in
the Late 1960s was held on November
2-3, 2001, in conjunction with the
eponymous exhibition on display at

the A&A Gallery from October 29, 2001,
to February 1, 2002. Both events were
funded in part by the George Gund
Foundation, Fox Steel Company, Vlock
Family, Roy and Niuta Titus Foundation
Inc., Suzanne Slesin and Michael
Steinberg, Connecticut Architectural
Foundation, and Centerbrook Architects
and Planners. The symposium is
reviewed for Constructs by Peter Reed.

Getting Real: Moore,
Yale, and the 1960s

In his introduction to Supermannerism,
a seminal text on Post-Modern architec-
ture, the critic and historian C. Ray Smith
claimed that “a new design movement in
America is radically changing our vision—
our way of seeing things as well
as what we see. It is revolutionizing our
expectations of architecture, of design
vocabulary, and of the design professions
themselves. It is altering our cultural con-
sciousness and reshaping the country—in
the houses of the adventurous, in the envi-
ronments of our universities, in the com-
mercial and business spaces of our cities.”
Wide-ranging responses to the enormous
cultural shifts in the 1960s took place in
the United States and other parts of the
world. Among the most significant—if
not also the most radical—changes in
architectural discourse surrounded the
peripatetic Charles Moore, who became
chairman of Yale’s School of Architecture
in 1965 and dean in 1969. Under Moore’s
leadership Yale was one of the most
progressive design schools in the country.
He attracted a variety of architects and
visiting critics—most notably Robert
Venturi and Denise Scott Brown. Through
their unconventional studios, innovative
architecture, and seminal publications,
Moore, Venturi, and Scott Brown had a
far-reaching impact that extended halfway
around the world.

If one was familiar with Moore’s archi-
tecture from only the last two decades
of his life, one might be surprised to find
him the centerpiece of the superb brazenly
titled Architecture or Revolution: Charles
Moore and Yale in the Late 1960s (curated
by Eve Blau and installed effectively by
Dean Sakamoto). At the eponymous sym-
posium organized by Blau on November 2
and 3, participants (including Venturi and

Scott Brown, who provided from-the-
trenches viewpoints) recounted and ana-
lyzed architecture, planning, and educa-

tion at Yale and elsewhere during the “per-

missive” decade. Both the exhibition and
symposium captured the excitement and
uncertainty of an era’s unscripted trajecto-
ry and seismic shifts.

Revolution might seem too strong a
word to associate with Moore’s work of
the 1960s, such as Sea Ranch, House at
Orinda, and the Faculty Club at University
of California, Santa Barbara. In many
respects these works evince an evolution
of forms and ideas drawn from many
sources, including Louis Kahn and Alvar
Aalto—two respected mentors of this gen-
eration. The exhibition’s catchy title is of
course a reference to the most important
architectural manifesto of the twentieth
century: Le Corbusier’s Towards a New
Architecture. With the zeal of a political
revolutionary, Corb concluded:
“Architecture or Revolution. Revolution
can be avoided.” Forty years later this
unforgettable proclamation could be given
an ironic twist. “Architecture can be avoid-
ed” was a more relevant response to
Corb’s ultimatum. In the 1960s a new gen-
eration of architects challenged orthodox
Modernism, and concomitantly the failures
of urban renewal inspired new paradigms
in planning. The cool distillation of a
Modern aesthetic (for example, the corpo-
rate complexes designed by Gordon
Bunshaft featured in the exhibition and
conference Saving Corporate Modernism
last winter at Yale) was architecture to be
avoided: this was establishment architec-
ture. Moreover, the idea of an international
style was no longer relevant, for it seemed
to owe so little to the particularities of
place; and its universal gridded curtain
walls, symbolic of technological rational-
ism, demonstrated little regard for the
individual. Disillusioned with corporate
Modernism and outdated urban-planning
ideas, the architects and their students
decided it was time to get real.

Getting real in this context meant many
things. Primarily it was an inclusive strate-
gy that had broad social and formal impli-
cations. A major catalyst for Moore
was California, the subject of Mitchell
Schwartzer’s talk “Moore Unmoored:
Taking the California Trip.” Before moving
to New Haven, Moore was chairman of
the Department of Architecture at the
University of California, Berkeley. The per-
vasive and funky pop culture of the state
captivated Moore, who wrote: “Here there
is everything at once, with the vitality and
vulgarity of real commerce, quivers at a

pitch of excitement which presages, more
clearly than any tidy sparse geometry, an
architecture for the electric present” (“Plug
it in Ramses,” Perspecta, 1967). In con-
trast to the reductive qualities of Modern
architecture, Moore discovered a valuable
world outside the mainstream architectural
discourse. His most important and pre-
scient essay from this period, “You Have
to Pay for the Public Life” {published in
Perspecta 9/10, 1965), is a provocative
text and visual collage juxtaposing
Disneyland, civic centers, vernacular archi-
tecture, and commercial kitsch—the full
spectrum of the West Coast environment.
As Schwartzer suggests, “Charles Moore’s
was a revolution of the libido, a neotonic
overdomesticated embellishment of func-
tional culture, play instead of work, cities
like giant toy sets.”

Moore may have worked himself to an
early death, but playfuiness infuses his
buildings—especially the interiors—as
though he were concealing guilty plea-
sures. William Mitchell, who studied with
Moore at Yale in the newly initiated MED
program and later collaborated with him,
observed that wit was one way Moore
confronted orthodoxy. Moore enlivened
his buildings with a theatrical sense of
baroque space. Shifts between small and
large volumes, the insertion of cutout
screens, and the omnipresent aedicula
were juxtaposed with recycled stuff of
architecture and everyday things that set
the stage for his playful interiors. In her
paper “Setting Up Camp: Charles Moore’s
Early Work,” Patricia Morton examined the
role of camp sensibility in sixties counter-
culture. At Sea Ranch, House in Orinda,
and other projects, Moore’s exaggerated
gestures—such as a colorful supergraphic
or an oversize gilt-frame mirror hung on
vernacular wood-paneled walls—demon-
strated a predilection for the unconven-
tional bordering on the proliferation of bad
taste. The play on taste was deliberately
relativist, or as Morton suggested, a rebel-
lion against the “thou shalt not” edicts of
good taste. What is good and bad, and
who's to decide, are questions with broad
ramifications linked closely to an apprecia-
tion of history and popular culture. This
was serious fun.

If you missed out on the fun in the
1960s, Mark Wigley’s “Towards a
Psychadelic Architecture” provided a con-
vulsive tour through the hallucinogenic
landscape, from Verner Panton’s luminous
interiors and foamed plastics, to Frangois
Dallegret’s fantastic environments, to
Superstudio’s dreamscapes—all of which
blurred the conventional limits of architec-

ture. Moore’s associate Donlyn Lyndon
later cautioned against the tendency to
exaggerate Moore’s playful side. He

may have loved parties, but he was no
party animal. He was extraordinarily
dedicated, disciplined, and responsible—
qualities Lyndon felt reflected the impor-
tance of Louis Kahn for Moore.

In his keynote address, “The '68 Effect:
Transatlantic Seism to Intellectual Recon-
struction,” Jean-Louis Cohen observed
that the interest in populism and the com-
mercial environment was not about style;
rather it points toward an ethical position.
Getting real implied a new awareness of
the architects’ and planners’ social
responsibilities. One needed to know the
people and their environment to be rele-
vant and to overcome the perceived dis-
crepancy between the professionals, deci-
sion makers, and the people whose lives
they were influencing. Responsibility and
relevance—two words that recurred with
startling frequency in the sixties lexicon—
had an enormous impact on the architec-
ture schools as well. A new urgency of
social relevance, coupled with student
protest and a general distrust of authority,
fueled changes in the curriculum. (An
extreme manifestation was the closing of
Yale's city-planning department.)

In his carefully charted analysis of peda-
gogical transformations in American archi-
tecture schools in the 1960s, Brendan
Moran discussed the emergence of advo-
cacy planning in an effort to make design
more responsible. This significant devel-
opment was an antidote to prevailing mas-
ter-planning and urban-design pedagogy.
At the University of Pennsylvania, sociolo-
gist Herbert Gans and planning theoreti-
cian Paul Davidoff were among those who
found new approaches to planning by
bringing to the fore issues of choice, civil
rights, and participatory democracy. The
social problems surrounding American
urban renewal were readily apparent, but
finding an appropriate role for architects
as well as an architectural language was
less easy. Scott Brown, who had studied
and taught at the University of Pennsyl-
vania, recalled a poignant moment when a
colleague confronted her with the activist’s
perennial problem: “What are you going to
do about it?” Community involvement was
one solution, and an effective paradigm for
public service. This strategy was manifest-
ed in Venturi and Scott Brown’s work and
also in Moore’s. It also affected the kinds
of studios they taught. At Yale Moore
urged students to explore a less familiar
side of New Haven—the rail yards and fac-
tories, for example. In an effort to channel
the incendiary energy of student activism
he devised socially responsible studio
projects, such as that in rural Appalachia,
where students built a community center
in New Zion, Kentucky, and thereby
became the first of the annual Building
Project. Hands-on projects like New Zion
mitrored the idealism of the Peace Corps,
but more significantly they reflected an
abiding belief that responsible architecture
is a community service.

Venturi and Scott Brown shared Moore’s
love of history and popular culture. Venturi

Architecture or Revolution, A&A Gallery,
Yale School of Architecture. Photograph
by Carl Kaufman, November 20071
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claimed, “We learned from everything.”
They also learned from each other and
from other academic disciplines. Moore
invited his friends (who had honeymooned
at Sea Ranch) to teach at Yale. Venturi
conducted a studio on New Haven’s
commercial strip; another semester was
devoted 1o the vast communications and
mapping network of New York City’s sub-
way system. Both these studios preceded
Venturi and Scott Brown'’s legendary Las
Vegas studio that later resulted in the pub-
lication Learning from Las Vegas, coau-
thored with Steven lzenour. Venturi and
Scott Brown had been enamored with Los
Angeles’s car culture, and they considered
Las Vegas to be a more concentrated form
of it. To study Las Vegas seriously—partic-
ularly the vulgar signs and symbols of the
commercial strip—was, Venturi admits,
perverse. This was their reaction to and
rebellion against utopian town planning
typified by Le Corbusier’s Voisin Plan and
Frank Lloyd Wright’s Broadacre City, and
the “heroic” Modernism of Paul Rudolph.
To suggest that “Main Street is almost all
right” also had shock value. In adopting
this strategy Venturi and Scott Brown have
achieved extraordinary success but have
also met with criticism and suspicion.

Moore himself was never entirely happy
with taking “Main Street” too seriously. In
her talk “Plugged-in: Moore’s and Venturi
Scott Brown's Pop-ulism,” Deborah
Fausch called attention to the important
distinctions between the architects vis-a-
vis their interest in popular culture. Moore
was suspicious of the ordinary, and
admonished against its sanctification, but
he also believed architects knew best. His
tendency was to retreat into a more sub-
jective realm and to create a place where
he could escape into fantasy. Eve Blau
and others described Moore’s early work
as being driven by its haptic and playful
qualities. In his later work he retreated fur-
ther into history and irony, losing some of
the playfulness and edginess of his semi-
nal works from the 1960s—as if acknowi-
edging an “end to our decade of permis-
siveness,” to paraphrase President Nixon.
Venturi and Scott Brown have devoted a
lifetime to the study and exploration of
signs and symbols, which they consider
highly relevant to the electronic age.
Communication, not space, remains their
architectural watchword for the twenty-
first century.

In her insightful and scholarly presenta-
tion, Blau referred to Susan Sontag’s
observation that there was little nostalgia
in the 1960s. It was a utopian moment
when the architects and their students
embraced change and claimed the future.

Perhaps it is somewhat ironic that a con-
servative institution such as Yale—which
Michael Sorkin characterized as “a prep
school for the CIA"—became a stage for
protest. In his talk, “Why Did We Get to the
Revolution Late?” Sorkin described the
sense of betrayal students felt toward
those in power—in the government, the
university, and other institutions.
Resistance took various forms, and archi-
tecture was implicitly involved. As symbols
of power, buildings served as convenient
emblems on which to inflict one’s rage.
The new directions architecture took also
reflected the climate of protest, which cor-
responded to the critique of orthodox
modern architecture and the taint of tech-
nology that smacked of the bombing and
electronic battiefield in Southeast Asia.
New creative strategies—such as the
resaturation of the environment with signs
inspired by pop culture, back-to-nature
movements in green architecture, and an
empathic approach advocated by Moore
in his community-service projects—were
the architects’ means of resistance. The
roots of the 1960s revolution in architec-
tural discourse are wide ranging, and the
changes and developments that took
place in America and Europe took shape
differently and with different results.

Cohen, who was stuck in Paris for the
symposium, appeared in video format
(sans popcorn) to provide the European
perspective on significant changes after
1968, noting that architects wanted to be
intellectuals, not just designers—a change
in attitude that was reflected in new publi-
cations and patterns in education. In both
the exhibition and the symposium,
Architecture or Revolution held a lens up
to a tumultuous era, the leading role
played by Yale, and the complex network
of social and political events, as well as
providing the kind of in-depth study and
intellectual analysis needed to understand
the revolution.

—/Peter Reed

Reed is curator in the Department
of Architecture and Design at the
Museum of Modern Art, New York.
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The Art of the Impossible

The exhibition Architecture or
Revolution: Charles Moore and Yale

in the Late 1960s was curated by Eve
Blau, who taught a seminar at Yale

on the topic in 2000. Designed by Dean
Sakamoto with graphics by Angie
Hurlbut it was held at the A&A Gallery
from October 29, 2001, to February 1,
2001. The exhibition is reviewed for
Constructs by Margaret Crawford.

Architectural reputations rise and fall, but
few have ascended as high or collapsed as
dramatically as that of Charles Moore.
During the 1960s Moore dominated
American architecture, exploding a mori-
bund Modernist discourse with a series of
innovative designs and provocative writ-
ings. Like the other major figure of the peri-
od, Robert Venturi, Moore reconnected
architecture with history, popular culture,
and the vernacular landscape; but unlike
Venturi, Moore’s primary obsession was
purely architectural: the manipulation of
space. Buildings such as the Sea Ranch
Condo #1 (1963-65), his own house in
New Haven (1966), and the University of
California Faculty Club at Santa Barbara
(1966-68) introduced a spatial complexity
and ambiguity unknown in Modernist
architecture. Far more than Venturi,
Moore’s concerns resonated with the
broader culture; his buildings were widely
imitated, particularly in California, trickling
down into so many town-house develop-
ments, ski condos, and restaurants that
they became a kind of vernacular in them-
selves. By the mid-1980s, however,
Moore’s reputation was in eclipse, associ-
ated with the worst decorative excesses of
Post-Modernism. The challenging exhibit
Architecture or Revolution, curated by Eve
Blau and designed by Dean Sakamoto,
with bold supergraphic titles by graphic
designer Angie Hurlbut, revisited Moore’s
stint at Yale and his architectural work just
before and during those years. The struc-
ture, content, and design of the exhibition
coalesced to make a compelling case for
rethinking Moore’s career, the 1960s, and
the complex interactions between them.

Moore's term first as chairman (1965-69)
and then as dean (1969-70) at the School
of Architecture must surely rank among
the most intense moments in architectural
education. The extent of political drama
and student activism in the school aston-
ished even me—someone who spent this
era at another center of rebellion, U.C.
Berkeley. The curator and designer have
succeeded, in a manner unusual in an
architectural exhibition, in building up thick
layers of contextual information—going
beyond documentation to evoke the
tumult and the excitement of the times.
The gallery was packed with an amazingly
varied collection of contemporary materi-
als and media: student broadsides,
posters, banners, magazine articles, and
slide shows. Film footage and sound
tracks from the period were made into
three thematic films by American Beat and
projected simultaneously to form an
enclosed environment. There were assort-
ed artifacts, including a tank top silk-
screened with a drawing of Moore sporting
his trademark muttonchop whiskers.

Extensive explanatory captions (again,
an interpretive layer often missing in archi-
tectural exhibitions) situated this material
in a chronology of controversy and
protest. Student activists took on issues
as broad as the Vietnam War and the
Black Panther Party (whose trial in New
Haven in May 1970 prompted a mass
demonstration), and as specific as race
and class in the architectural profession,
such as the Architects’ Resistance of
SOM’s work in South Africa. In spring
1969 the art and architecture faculty mem-
bers, prompted by student demands, sus-
pended classes to discuss the programs
and objectives of the school; in June a
mysterious fire gutted the top floors of the
Art & Architecture Building. The depth of
the exhibition’s documentation suggested
a range of issues and narratives embed-
ded in this material. For me one of the
most interesting of these stories was the
architectural press’s extensive coverage
of both protest and pedagogy at Yale.
This is hard to imagine today, underlining
how marginalized architectural education
has become.

In this tumultuous and potentially
destructive climate, Moore steered a posi-
tive course, opening up the school to
countercultural explorations of every type,
from foam and inflatable structures to
electronic media and supergraphics. Some
were conceived as large-scale interven-

tions, such as Claes Oldenberg’s inflatable
Lipstick (Ascending), on Caterpillar Track
(1969), which students organized and
erected in the plaza in front of the
Beinecke Library. Others added new lay-
ers of meaning to Paul Rudolph’s building.
Barbara Staffaucher’s supergraphics stu-
dio (1968) activated the dull box of the ele-
vator by painting on its walls, ceilings,
doors, and floors. Project Argus (partially
reconstructed in its original location across
the gallery space) of 1968 was an experi-
mental mixed-media environment with
flashing lights, and electronic and film
loops projected onto and into a Mylar-cov-
ered space frame.

Moore also restructured the school’s
curriculum, introducing the now famous
first-year Building Project and inviting
Venturi and Denise Scott Brown with
Steven izenour to teach the “Learning
from Las Vegas” (1968) and “Learning
from Levittown” (1970) studios. Cross-
country automobile trips, one of Moore’s
favorite activities, provided another educa-
tional venue. Social issues were not
neglected: studios on housing and com-
munity design in inner-city New Haven and
Manhattan generated such student pro-
jects as Alexander Garvin's 1967 thesis—a
renewal plan for Harlem—which was on
exhibit. Still, Moore was nothing if not
open, bringing one of the foremost expo-
nents of heroic late Modernism, James
Stirling, to teach at the school.

How did Moore's own work relate to this
context? The exhibition illuminates one
important and fittle-known overlap—public
housing. During this period Moore
designed a number of housing projects
that merged his interests in “place mak-
ing” with his growing sense of social

responsibility. The only built project,
Church Street South in New Haven
(1966-68), was turned into a social and
architectural disaster, at least partially for
reasons beyond Moore’s control. As

Blau suggests in her catalog essay, this
accounts for Moore’s subsequent retreat
into history, irony, and whimsy. However,
the better-known work in the show—such
as his Orinda house (1962), the two Sea
Ranch Condominium buildings with MLTW
(1963-66), the Talbert House in Berkeley
with MLTW (1964), and his New Haven
house (1966)—still demonstrates remark-
able architectural power. The masterful
drawings, original models, and new mod-
els built by Yale students show how 40
years later some aspects of these once
radical expressions of Post-Modernism
look clearly Modernist, owing visible debts
to Alvar Aalto and Louis Kahn. At the same
time, the exhibition’s rigorous documenta-
tion reveals how radically transformative
the spatial and sectional innovations of
Moore’s New Haven house have been for
architecture. In spite of its absolutely
divergent theoretical and formal premises
one cannot imagine a building like Peter
Eisenman’s House X without Moore’s
example. However, unlike Eisenman’s
house, Moore’s can be read as both hedo-
nistic and avant-garde. A 1970 article in
Playboy magazine featured the “bachelor
pad,” a “flipped-out domain” complete
with a photograph of a “comely nude
guest in the sauna.”

This exhibition succeeded where many
treatments of historical material fail, pro-
voking the viewer to look backward and
forward simultaneously. One question it
raised but didn’t (and shouldn’t) answer
was, “What happened afterwards?” The

“sixties” as a cultural movement collapsed
under the weight of economic recession,
exhaustion, and its own illusions. Archi-
tectural culture moved on, abandoning
the American landscape that had so inter-
ested Moore for a beachhead in New York
looking toward Europe. By critically reeval-
uating this specific set of circumstances,
Architecture or Revolution reopened a
discussion of this era and its hopeful but
ambiguous legacy. For someone like
myself who lived through the period, the
exhibition’s acknowledgment that this
was in some part a utopian moment of
experimentation and engagement revived
the hope that architecture might again
become “the art of the possible.” Judging
by the comments in the guest book, many
younger visitors would agree.

—Margaret Crawford

Crawford is professor of urban design and
planning theory at Harvard Graduate
School of Design.

Photograph of Charles Moore with models,
featured in Playboy magazine.

Top row from left: Mitchell Schwatzer,
Mark Wigley, William Mitchell, Robert
A. M. Stern, Eve Blau, Deborah Fausch
Bottom row from left: Robert Venturi,
Denise Scott Brown, Donlyn Lyndon,
Patricia Morton, Brendan Moran,
Michael Sorkin



The Yale School of Architecture spon-
sored the symposium “White, Gray, and
Blue” on Friday, September 14, and
Saturday, September 15, 2001. Held in
conjunction with the exhibition New
Blue, it was supported in part by Henry
Kibel (47), Richard Meier, Herbert S.
Newrnan (59}, Charles Gwathmey ('62),
Cesar Pelli & Associates, Andrew K.
Robinson {'77), Robert A. M. Stern ('65),
Staniey Tigerman (*60}, and Turner
Construction Company.

There were few empty seats in the Lindsey
Chittenden Hall auditorium as the audi-
ence waited eagerly for Aaron Betsky to
open the symposium held on the occasion
of the exhibition New Blue: Recent Work
by Yale Graduates, 1978~1998. Betsky,
director of the Netherlands Architecture
Institute, curated the exhibition, which was
organized as part of the festivities cele-
brating Yale’s tercentennial. In welcoming
the crowd, dean Robert A. M. Stern
announced that in the aftermath of the
events of September 11, Betsky had been
unable to make the last and only flight
from Amsterdam to the United States and
would instead present his keynote speech
from the Netherlands via a live video
hookup. The symposium opened three
days after the terrorist attacks on New
York and Washington, on the day declared
by President Bush to be a national day of
mourning. Dean Stern described how he
had considered canceling the conference
but chose to go ahead as a clear state-
ment that the values of discussion and
debate—vital to an open society—would
not be infringed. “We will not be deterred
by reactionary forces,” he declared, con-
demning the “primitivism” of the attacks.
The tragic events were nonetheless felt at
the symposium, not only causing Betsky’s
absence but also influencing how a num-
ber of the speakers reframed and, in some
cases, tailored their opening remarks.
Throughout the evening and the following
day, there was a palpable sense of the
efforts to carry on and to forge conceptual
structures that could engage the magni-
tude of the week’s events.

A ghostly presence, Betsky presented
his paper seated at the near edge of a long
table in a nondescript conference room
under harsh lights. Speaking in measured
sober tones, he described the principles
that guided his selection of the work of
Yale graduates. A member of the class of
1983, Betsky combined personal reminis-
cences with an analysis of how the cuiture
of Yale was significant in forming the archi-
tects and designers whose work was
on view. Alluding to themes pursued in his
own career, his historical research on
James Gamble Rogers, his theoretical
work on the ties between sexuality and
architecture, and his curatorial role in
design culture, he created a portrait of
Yale during the 20 years covered by the
show. Two features stood out: the signifi-
cance of the Yale campus, particularly
Rogers’s designs, as an aesthetically
heightened environment for future archi-
tects to grow in; and the role of the
school’s deans, studio critics, and teach-
ers in contributing to a unique culture
of learning. Describing Rogers as “my
favorite architect,” Betsky eloquently
described a campus that created a sense

of community while still being “the most
open of the lvy League Schools.” He sug-
gestively sought to tie the interests of
Charles Moore and Kent Bloomer in the
body and his own interests in sexuality
to the physically engaging, haptically
enriched spaces designed by Rogers. He
said that the buildings by Louis Kahn and
Paul Rudolph contributed to this experi-
ence of a place perhaps unmatched by
any other campus. Betsky described his
memories of a summer job as a guard in
Kahn'’s art gallery in a characteristic inter-
mingling of significant personalities and
memorable settings that was the central
theme of his paper. Part of the “old boy
and old girl network” enjoyed by Yale stu-
dents during the period in question was
the chance to study with a remarkable
group of studio critics that included James
Stirling, Aldo Rossi, Arata Isozaki, Robert
Stern, Frank Gehry, and Peter Eisenman.
in addition to these studio critics, Betsky
said former deans Rudolph and Moore,
along with Robert Venturi, set the terms of
debate that continued to shape the school.
Venturi’s concept of “the difficult whole”
was the sign under which the school func-
tioned. The intensity of exchanges
between students and teachers, fueled by
Yale's characteristic “necessary chaos,”
had two anchors: the Building Project, an
injection of reality; and professor Vincent
Scully, who in Betsky’s words “put it all
together.” Despite the distance in space,
Betsky’s affectionate and rueful keynote
remarks seemed to hit the right note for
many symposium participants, who
adjourned to the exhibition in the A&A
Building for a reception.

The speakers in Saturday’s session
presented papers on topics that ranged
from age to style as they related to archi-
tectural culture in general during the 20
years encompassed by the exhibition.
Dean Stern opened the session with a
talk entitled “White and Gray: Place and
Pedagogy,” a review of the Yale School of
Architecture during the tumultuous 1960s
and ’70s. Like Betsky, Stern noted the
impact of Rudolph, Scully, Venturi, and,
most elusively, Moore. But Stern made the
case for the significant role of students
during these years: Turner Brooks, David
Sellers, Daniel Scully, and Stern himself
stood out in this regard. He portrayed an
era of technological experimentation and
a heightened sense of social responsibility.
Stern identified two milestones of this
period: in 1967, when students moved to
Appalachia to construct a community cen-
ter in a low-income rural district; and in
1968, the “Learning from Las Vegas” stu-
dio, the final review of which was a major
intellectual event at the school. (His dis-
cussion of the latter took on a valedictory
note in the context of Steve Izenour's
recent death.) Direct action was character-
istic of the period, as students were eager
to get out of the studio and travel, build,
inflate, spray, photograph and be pho-
tographed. Agency was more than a theo-
retical proposition. The revelation of
Stern’s talk was the wealth of period docu-
mentation. Commenting on how keen Yale
students of the time were to photograph
and thus preserve their exploits, he pre-
sented images that were a rich visual
repository. One theme was sartorial: stu-
dents in jackets and ties at their final juries;

bare-chested students on construction
sites in Appalachia; scruffy yet dandified
youth luxuriating in facial hair amid back-
grounds of supergraphics.

Suzanne Stephens, an editor at
Architectural Record, picked up where
Stern ended, addressing the topic “Style
Wars.” She described how universities,
museums, and the media construct the
mechanisms through which styles are
established and disseminated. Stephens
chose a persuasively selected icon for
each of the years from 1978 through
1998. Beginning with Michael Graves’s
Synderman House and concluding with
the recent office building in Mexico City
designed by Robert A. M. Stern Architects,
she summarized a stylistically diverse era.
“What can we make of this panoply of
styles?” Stephens asked. She engaged the
students in the audience and advised them
to acknowledge the demands of the mar-
ket, which put a premium on identifiable
styles. The diversity of the works present-
ed in her survey nonetheless suggested
that students would have considerable lat-
itude as they fashion their future careers.

Mark Wigley, of Columbia University,
presented a talk entitled “How Old Is
Young?” Before getting to the meat of his
remarks—a nimble reconsideration of
Henry Russell Hitchcock’s 1952 essay
“The Evolution of Wright, Mies, and Le
Corbusier” (published in the first issue of
Perspecta), he addressed head-on the
changed epistemological moment resuit-
ing from the events of September 11:

“It seems strange to be here talking in
the face of these events.” But, Wigley
observed, architects work “in the face of
violent, shocking events.” He suggested
that a large component of the trauma
caused by the attack on the World Trade
Center was the role buildings play in cul-
tural memory; they bear witness to the
human lives that pass among them.

Wigley summarized Hitchcock’s essay
and then presented an opposing argu-
ment. For Hitchcock, the typical architect
is still young at 40 and will face a long
career before coming into his or her own.
Wigley sketched out a countertheory in
which an architect may create his or her
most significant works at any time in the
span of a career. He noted how young
European architects seem to have an easi-
er time of making their marks than their
American counterparts. Nonetheless, the
focus of his paper was on the theme of
youth and age in the work of American
architects Frank Furness, Louis Sullivan,
Frank Lloyd Wright, Richard Neutra,
Gregory Ain, and Louis Kahn. While some
of them—inciuding Sullivan and Wright—
had tremendous success in their youth, it
did not go unpunished. Wigley argued for
an ultimately dark and pessimistic view of
the architect’s life. Plumbing in particular
Neutra’s writings (excerpts of which came
across as howls of despair), Wigley por-
trayed the American architect as a melan-
cholic figure, veiling incapacitating depres-
sion with masks of hyper self-confidence.
Both sighs and guffaws of recognition
were heard from the architects in the
audience throughout the speech. Wigley’s
talk was a major rethinking of the theme
of age among modern architects that will
undoubtedly serve as a springboard for
further scholarship.

Keller Easterling, of Yale University,
presented the talk “On Being Blue.”
Finding a model in novelist William Gass'’s
eponymous short book of 1979, a philo-
sophical inquiry into the ties between sex
and literature, Easterling composed “a
fictional gallery of architects” as a coun-
ternarrative to the exhibition curated by
Betsky. Her method was to pursue
“escape hatches and exceptional opportu-
nities taken and ignored” in composite
portraits of outsider figures in the profes-
sion: “black sheep, eccentrics, rogues,
and dinosaurs.” Easterling’s presentation
mixed fiction with hard fact; it was impos-
sible not to recognize colleagues (or
potential selves) in her descriptions of
lives that didn't quite add up despite early
promise or the prerogatives of privilege.
Combining the postmodernism of
Gass with the take-no-prisoners style of
Suzanne Vega, these were dead-on, clever
analyses untouched by the reach of empa-
thy. Easterling’s elegantly composed and
presented talk was perhaps the most
sophisticated of those offered, yet | was
unable to enjoy her descriptions of lives
spiraling out of focus in the face of the
week’s unbearable events. Others may
have appreciated the recourse to fiction
in a moment of abridged meanings.

Mark Robbins, design director of the
National Endowment for the Arts, followed
with an overview of the careers of a selec-
tion of architects and designers from the
exhibition, putting them in the context of
larger themes in the design culture of the
era. It was in Robbins’s talk that both the
diversity and quantity of work by the Yale
graduates came to the fore. He made
a noticeable effort to present less known
work and less seen images. For example,
Robbins showed Maya Lin’s Groundswell
(1992-93) at the Wexner Center for the
Arts, Brian Healy’s recent designs for
Chicago public housing, and the eight-
acre site in Seattle that will be the setting
for Weiss/Manfredi’s new Olympic
Sculpture Park. The figure of Charles
Moore (as in Betsky’s and Stern’s talk) was
significant here as a source of tangents
still to be extended to new conclusions.
Robbins’s vision was inclusive and argued
for introducing queer theory as a method-
ology for curatorial choice. Rejecting art
critic Hal Foster’s 1983 call for “a practice
of resistance,” Robbins encouraged his lis-
teners to look at the periphery, to engage
in a savvy way with the mythmaking
images of commercial culture, and to com-
bine social goals with artistic practice.
Still, one of the ironies of the day was that
a lot of the images Stern showed in his
talk—inflatable buildings, spray-on struc-
tures, wearable architecture, buildings as
cars, Oldenburg’s phallic lipstick—were
much more out of the closet, visually
and conceptually, than many of Robbins’s
selections.

Sandy Isenstadt, who will join the Yale
art history department as assistant profes-
sor in the spring term, presented the
Myriam Bellazoug lecture, “Context and
Practice.” His intention was to take one
theme important to the era under consid-
eration and consider it thoroughly.
Remarking how New York Times architec-
ture critic Herbert Muschamp has dis-
missed the role of context in recent
articles, Isenstadt noted that “context



is the crucible in which buildings happen”
and that “context is as much a guestion of
when as where.” With the measured fair-
ness of an NPR reporter, Isenstadt pre-
sented a careful sifting of the arguments
for and against context in the work of the
Krier brothers, O. M. Ungers, Frank Gehry,
Post-Modernism, Deconstructivism, New
Urbanism, and proponents of the every-
day. Observing that context “is where the
schism between theory and practice is at
its widest,” Isenstadt concluded with a
balanced assessment of the need to con-
tinue to interrogate the concept.

After a break, two former deans,

Cesar Pelli and Fred Koetter, offered their
responses. Pelli’s talk was for me one of
the most memorable at the symposium.
As he decried the destructive nihilism of
the attacks in New York and Washington,
context—a question of when and where,
as Isenstadt observed—was essential

to the weight of Pelli’'s words. He is, of
course, architect of the tallest building

in the world and of New York’s World
Financial Center, which was damaged in
the attacks. “In many ways this was an
attack on architecture,” Pelli would be
quoted in the Times the following week.
He took issue with Wigley's dark view of
architecture as a depressing profession,
because it is for him and his colleagues a
source of happiness. That came through
when Pelli observed how heartened he
was to “see [former] students doing such
wonderful work.” The pride of a teacher
was evident as he noted how many of
those in the exhibition were students
during the years of his deanship.

The symposium came to a close with
Vincent Scully, described by Dean Stern
as “the conscience of the architecture
world.” His abbreviated comments formed
a bookend to Betsky’s introduction, as he
presented the work of a number of archi-
tects connected with Yale in the context of
the creation of humane environments.
Scully stated that he had intended to con-
clude with images of Maya Lin’s Vietnam
Veterans’ Memorial as “the most powerful
work of architecture that will be seen for
a hundred years.” His final images instead
were of the World Trade Center, as
he recited the final stanza of Wallace
Stevens’s poem “The American Sublime”:
“The spirit and space, / The empty spirit /
In vacant space. / What wine does one
drink? / What bread does one eat?” Deftly
introducing the theme of the American
technological sublime from a humanist
perspective, Scully ended on a moment
not of conclusion but of asking ques-
tions—perhaps the most vital role of
a teacher in an open society.

—Richard Hayes
Hayes ('86) is a Ph.D. candidate in the his-
tory of architecture at Brown University.
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New Blue

The exhibition New Blue: Recent Work
by Yale Graduates 1978-1998—curated
by Aaron Betsky (’83) with assistance
from Joyce Hsiang ('03), Frederick Tang
(03}, and Ken Kim (M.F.A. ’02)—was
held at the Yale A&A Gallery from
September 5 to October 19, 2001, and
was organized in conjunction with the
symposium “White, Gray, and Blue”
(September 14 15, 2001). We asked two
writers, Sean Tobin and Reed Kroloff,
for their points of view.

in a sharp departure from the “isms” that
ruled architecture criticism and theory in
the latter half of the twentieth century,
Aaron Betsky, curator of the evocative
exhibition New Blue, defined six distinct
classifications to organize the work of 48
recent graduates from the Yale School of
Architecture: “The Classical Persists,”
“Machine Dreams,” “Wood Wonders,”
“Fabrications,” “Minimalia,” and “Collage,
Curves, and Swerves.” He admits that the
categories “are not exhaustive” but are
based on principles visible in the work. The
projects included in these categories make
evident the strength of Yale’s graduates
and highlight the diverse mix of work.

The exhibition design supported the
curators’ focus on diversity by not favoring
one type of project over another in groups.
Instead the banners were arranged
chronologically by graduation date,
displaying an assortment of built work,
competition proposals, digital media,
theoretical drawings, furniture, and urban
design. They hung in rows from the ceiling
on thin wires, forming double-sided aisles
of architecture in a subtle, successful
creation of exhibition space. Each ban-
ner’s design was unique, varying from
overlays to pictures with backgrounds
to a dizzying array of photographs—all
pulled together in the exhibit’s graphic
design by Pentagram’s Michael Bierut
and Elizabeth Ellis.

Some banners worked better than oth-
ers. The most successful artfully integrated
the architects’ work and images with a
conscious attention to design. For exam-
ple, in Cameron Armstrong’s presentation,
one simultaneously experienced the
image of the Metal House and saw the
construction materials in the frame for the
photographs. Other displays—such as
Gray/Organschi’s and Jun Mitsui’'s—were
enlivened by three-dimensional forms,
both material samples and expressions
of building mass or details. Some banners,
most notably those for Maya Lin, Gavin
McCrae Gibson, Marion Weiss, and Scott
Specht/Louise Harpman, showed progres-
sive career development—a maturing
of theories that was missing from
other displays.

The accompanying descriptive texts
helped unify the displays but sparked
questions about how the exhibit’s classifi-
cations and the student’s guiding educa-
tion and inspiration are connected. For
example: Did other graduates pursue
themes they discovered at school? Did
they radically transform themselves
or gain experience from an influential
employer, travel experience, or socme
other outside influence?

Along with the evaluation of the work

comes that of the architects chosen to
represent the specific decades. The clear
majority of the New Blue are owners, part-
ners, or principals in their firms and are
established in their field. It was encourag-
ing to see less known and more regional
architects exhibited together with national-
ly acclaimed graduates. But | must say
that the criteria for choosing these partici-
pants remain mysterious. As a refreshing
change from exhibits that all too often
celebrate one view, one style, or one
architect—even one building—New Blue
was a celebration of Yale and an homage
to the professors who taught their stu-
dents design principles, as well as a cele-
bration of the students who have success-
fully pursued their art and vision.

—Sean J. Tobin,
Tobin (Yale College *93) works with Cesar
Pelli & Associates.

Defining a Pedagogy

Last fall Yale School of Architecture host-
ed an exhibition and symposium about—
Yale School of Architecture. Organized by
alumnus and current dean Robert A. M.
Stern ('65), and curated by alumnus and
current director of the Netherlands
Institute of Architecture, Aaron Betsky
('83), “New Blue,” as the program was
titled, was very much a family affair.
Compared to most self-congratulatory ret-
rospectives, however, New Blue was res-
olutely sober, and happily, well produced.
Also in contradistinction to type, the show
provoked larger questions about the peda-
gogy of the school, and the state of
American architecture in general.

Some of that is due to Yale being Yale.
After all, this is the school that built Paul
Rudolph’s architectural masterpiece,
which was then damaged by fire; and with
Vincent Scully’s invaluable endorsement,
helped Robert Venturi launch the Post-
Modern revolution. It’s a place with an
illustrious history, though ironically one
that started a slow but steady march out of
the limelight during precisely the period
covered by New Blue. Only under Stern
has that trend been reversed.

So who are the New Blue and how do
they fare? About as one might expect from
any school during the confusing ascen-
dancy of Post-Modernism: There’s
a little bit of everything in the work. From
the gee-whiz techno-wizardry of Lise
Anne Couture {'86), partner of the New
York-based Asymptote, to the humorless
historicism of Thomas Kligerman ('82),
partner of New York-based lke Kligerman
Barkley, the New Blue represented in
the show are an eclectic group. This is in
keeping with Stern’s intention to cast Yale
as a bastion of inclusiveness, a vision he
would like to see contextualized by the
show’s claim to a history of heterogeneity
at the school. And beginning with the
tenure of Charles W. Moore in the mid-
1960s, that argument can certainly be
made, culminating in the current state of
affairs, where Tod Williams and Billie Tsien
teach across the hall from Andres Duany
and Demitri Porphyrios.

Good for Yale for promoting strange
bedfellows. But after the Post-Modern
interregnum, many schools can claim ecu-

menicism as a pedagogical guide. Indeed,
there are very few these days that still hew
to a single rigid ideology. Ironically those
that do—most prominently Notre Dame
and the Frank Lloyd Wright School—oper-
ate at the margins of academic propriety,
and far from the Modernist model from
which Yale and so many others have

fled. Thus, the more interesting question
behind New Blue becomes: Does this all-
inclusive approach lead to good work?

Based on the evidence of the exhibit, the
jury is still out. In all fairness, thisis a
youngish group by architectural standards,
but nevertheless there are some strong tal-
ents—people whose work has already
made lasting contributions to our culture.
For example, Patricia Patkau ('78), in con-
cert with her husband John, has redefined
Pacific Northwest regionalism in a series
of beautiful houses and public buildings.
And with her remarkable Vietnam
Veteran's War Memorial, in Washington,
D.C., Maya Lin ('86) gave quiet, potent
form to the nation’s grief, creating the
country’s first great monument since the
Second World War.

There are others in the show—such as
Frank Lupo, Marion Weiss, and Doug
Garofalo, to name only a few—who have
produced challenging, award-winning
projects. And true to Dean Stern’s vision,
the work reflects no single orthodoxy.
Betsky at times seems hard pressed to
categorize the material at hand, grouping
participants under titles like “Fabrications,”
“Collages,” “Curves and Swerves,” and
“Machine Dreams.” One could easily re-
arrange the projects under different titles.
Betsky has indeed gone a long way to give
order to material that naturally resists it.
And working with designers at Pentagram,
and with Dean Sakamoto, Yale’s director
of exhibitions, Betsky hung a simple,
provocative, and elegantly beautiful show.

Nevertheless, New Blue—for all its
strength, and for all the promise of some
of its subjects—has a couple of strange
holes at its center. in theory, the show cel-
ebrates the tenure of three deans, yet they
are conspicuously absent from the exhibit
and just get a mention in the catalog
(though they presented at the symposiumy).
We never learn a thing about them, about
their pedagogy, or about what effect oth-
ers felt they had on the program—and by
extension, architectural education in gen-
eral. The show renders them little more
than bookmarks, and thus raises—and
fails to answer—the question of whether
they were more than that in reality.

This question of leadership extends to
the school in general. In its headlong rush
to bring everyone under one big tent,
has Yale sacrificed identity? As Betsky
remarks in the catalog, “The exhibition
{does not] make a claim for Yale's excep-
tional place in the field.” One is left to
wonder, somewhat sadly, if that is a cura-
torial choice or a reflection of the school’s
apparent drift during the period in ques-
tion. Yale University certainly presents
itself as exceptional. One hopes that under
Bob Stern’s energetic, intelligent direction,
the School of Architecture will once again
be able to make the same claim.

—Reed Kroloff
Kroloff (Yale College '82) is editor in chief
of Architecture magazine.




Why Architecture Matters: Lessons
from Chicago, by Blair Kamin,
University of Chicago Press, 2001
Hardcover, 386 pp., $37.50

This selection of essays highlights why
Blair Kamin (MED °84) student of both
Vincent Scully and Paul Goldberger, won
the Pulitzer Prize last year. He is a critic
who believes in the moral obligation to
lucidly explain the built environment, from
~ subway stations to museums, in a manner
that both the person in the street as well as
~ the professional architect can understand
and appreciate. For those of us in New
York who must suffer through the bile of
New York Times critic Herbert Muschamp,
Kamin’s writing is a breath of fresh air.
Reviewing for the Chicago Tribune, heis a
loyal citizen of the city who fights to main-
tain and encourage the tradition of innova-
tive architecture. But as Kamin points out
in this compilation of newspaper articles
written over the last ten years, Chicago
has lost its nerve—and its recent architec-
ture does not live up to the glorious bounty
of Louis Sullivan, Frank Lioyd Wright, and
Mies van der Rohe.

In wide-ranging essays, including analy-
ses of new buildings and the politics of
real-estate issues, Kamin is not afraid to
take on the powers in the city (as opposed
to the architects who are often the vic-
tims), such as the developer John Buck
and Mayor Richard M. Daley. Apparently
Daley takes a personal interest in every
major building in Chicago, but his conserv-
ative taste often makes it difficult for archi-
tects to take aesthetic risks. Kamin is fair
in his criticism—which includes Yalies
such as Tom Beeby, whose neotraditional
library comes under fire for its “bold
design, but trapped in a time warp.”

He also finds those to praise, such as
Stanley Tigerman, whose Educare Center
he deems “a national mode! for inner-city
day care.”

Kamin also understands the great differ-
ence between an architectural conception
and a built work, with "many a slip betwixt
the cup and the lip” before a final aesthetic
decision can be rendered. In the great tra-
dition of Chicago as a place where the art
of building is admired, from the develop-
ment of the skyscraper to Mies, Kamin
refuses to judge Rem Koolhaas’s IIT
Student Union building until it is construct-
ed, because indeed “God is in the details.”
Although not in Chicago, Peter Eisenman’s
Cincinnati Architecture School, now shab-
by and falling apart, is roundly taken to
task for a total lack of attention to its con-
struction. One cannot underscore enough
just how radical this criticism is at a time
when many critics hardly care if something
is ever built—a sexy drawing seems to
be all that is necessary for a rave review.
Kamin’s opinion is consistent with his view
_ that architecture really does interact with
people either in a positive or negative way
depending on how well the concepts are

interpreted in construction—an idea that
Frank Gehry understood a long time ago.
In this regard Kamin provides a moving
essay on the difference between the old
Chicago Stadium, with its intimacy and
noise that intensified the already frenzied
Bulls basketball games, and the new
United Center, which is suburbanized
and hushed, the players too far away

and the atmosphere subdued. One of
Kamin’s great themes is the superiority
of the dense, lively city over the hissing
lawn sprinklers of drive-by suburbia,

a comatose nightmare of the photographer
Diane Arbus. He especially regrets the
encroaching homogenization of Chicago,
with megastores and malls infiltrating into
Michigan Avenue. Indeed Kamin spends
a third of the book on the problem of pub-
lic housing and the need to improve the
lot of the poor and disadvantaged in the
inner city. There are also many articles

on parks, open space, and the Chicago
lakefront planning.

After reading Why Architecture Matters,
one is impressed at just how difficult it is
to be an architecture critic who takes
his position seriously as a means not only
to champion ideas and projects that will
improve the city but also to discuss in
detail the reasons for architectural failure.
Kamin is not simply writing about his five
favorite architects or limiting his opinions
to his personal taste and obscure philo-
sophical point of view. In fact, one
of the only problems with the collection
as a book is that sometimes the discus-
sions require intimate knowledge of site
and circumstances, calling for more
photographs in the book than were possi-
ble for the newspaper.

When all is said and done, there is—as
is always the case with critical analysis of
the present—not enough distance to com-
pletely separate the wheat from the chaff.
There is so much bad construction that
Kamin’s job must get depressing at
times, especially with the magnificence
of Chicago's past spread before the vast
expanse of Lake Michigan. But when
Kamin discovers a jewel, his joy of finding
something new and optimistic shines
through the gloom.

—Alexander Gorlin

Gorlin ('80) is principal of Alexander Gorlin
Architects, in New York, and author of
The New American Townhouse,

(Rizzoli, 2000).

Richard Rogers: Complete Works,
Volumes 1 and 2, Phaidon Press,
2000-2001

Hardcover, 320 pp., $95 each

Within the past five years there has been
a sea change in the attitude of American
architects toward their work and its impli-
cations on the environment. Fundamental
to that change is the recognition that envi-
ronmentally considered design not only
rewards ethically but helps generate an
architecture richer and more dynamic than
one determined by formal considerations
alone. Just as this reappraisal has been
driven in part by a growing understanding
of the consequences of poorly considered
designs—high operating costs and a poor
indoor air quality, to name but a few—it
surely stems as well from a desire by
architects to harness the issue to reclaim
authority amid the babble of voices that
surround any debate on architecture or
urbanism. What better design argument
could there be than “the planet makes me
do it"—which is accompanied, of course,
by the sotto voce threat, “So you'd better
do it my way, or else.”

Few architects in practice today speak
with more authority on the future of archi-
tecture, urbanism, and the environment
than Lord Richard Rogers ('61), whose
outspoken environmental commitment has
earned him knighthood as well as posi-
tions of power within the London and the
national governments. When Lord Rogers
of Riverside speaks, all of Britain listens:
he is a celebrity, appearing as frequently
on the cheap newsprint of the Sunas in
the glossy pages of Architectural Review.
How Rogers ascended this extraordinary
rostrum proves the most interesting
of the stories in Kenneth Powell’s mono-
graph, Richard Rogers: Complete Works.

Of course Powell's tome covers the
usual ground of architectural monographs:
there are sufficient crisp photographs,
detailed section drawings, and evocative
sketches here to satisfy most admirers
of the work of the Richard Rogers
Partnership (RRP), Rogers’s firm for the
past two decades. The photographs in
particular, often focusing on the exquisite
detailing that has come to mark the firm’s
output, speak to the refinement over the
years of the technologically inflected
vocabulary that has earned them recogni-
tion as the leading proponents of the high-
tech movement in British architecture.

Perhaps the most satisfying aspect of
Powell's volumes reveals itself in the dis-
cussions of how RRP buildings actually
get designed and built, a process headed
by other partners at RRP who are often
extraordinary architects in their own right.
In particular, the reader becomes familiar
with three longtime partners: John Young,
the inspired constructor and detailer; the
financially and politically astute Marco
Goldschmeid; and the polymath visionary
and chief boffin Mike Davies, who is as

passionate about innovative building tech-
nologies as he is about his signature scar-
let wardrobe. Powell also recognizes the
contributions of other RRP collaborators,
such as structural engineers Peter Rice
and Tony Hunt, both of whom are credited
rightly as key designers as much as tech-
nical consultants.

If there is an overall criticism to be
leveled at Powell’s work, it lies in his
technophilia: he accepts nearly without
question RRP’s innovative technologies
and, more suspiciously, the environmental
strategies that generate them. Can Rogers
really argue that the new Lloyd’s Shipping
Register tower, with its floor-to-ceiling
walls of ultraclear glass, is a high-perfor-
mance building? By the standards of all-
glass towers it might be, but by the stan-
dards of a typical Victorian London office
terrace, with its massive construction,
modest glazing, and lack of air-condition-
ing, it isn't. The dubiousness of the envi-
ronmental achievement here shouldn’t
detract one bit from the building’s breath-
taking transparency, its extraordinarily ele-
gant detailing, or its thoughtful urban
design, but it does open to question the
seriousness of the firm’s environmental
aspirations: tweaking the performance of a
fundamentally energy-squandering facade
does not an environmental building make.

Rogers’s unwillingness to associate with
the high-tech movement results largely
from his desire to keep discussion of his
architectural vocabulary subservient to
the discussion of his social agenda. An
old-time lefty in the best Fabian tradition,
Rogers ascribes to most of his work a
social impetus, one that gathers his envi-
ronmental concerns with those of social
justice, human rights, and their kin. Where
Powell's book becomes most helpful
is when he explores the application of
Rogers’s social agenda to form making
in his architecture—most spectacularly
at the new Bordeaux Law Courts, more
quietly at the European Court of Human
Rights. Powell also explores the social
agenda underpinning Rogers’s many
unbuilt projects across London, in which
urban regeneration strategies help shape
often strikingly modern architecture. The
very public nature of these projects helped
propel Rogers into the role of public advo-
cate for contemporary urbanism, a posi-
tion that ultimately rewarded him with the
chair of the government’s Urban Task
Force and a mandate to reshape the pat-
tern of future British development. The
careful ascendancy to such a position of
power is the most intriguing story Powell
tells, and since the Task Force Report has
initially gathered more dust than developer
or planning support, it is a story that can
only be resolved in a future volume three.

—Paul Stoller
Stoller ("98) works at Atelier Ten,
in New York.




Sandy Isenstadt

Christy Anderson, assistant professor
of art history at Yale, interviewed new
history of architecture faculty member
Sandy Isenstadt, who is coming to Yale
from University of Kentucky beginning
this spring semester.

Christy Anderson: Sandy, you have just
joined Yale University as a faculty member
in the art history department, but you

are already well known to the School of
Architecture through your contributions

to Perspecta and talks at various confer-
ences, including the recent “New Blue”
symposium in September. What will

you be teaching this spring semester?
Sandy Isenstadt: I'll be offering two
courses in spring 2002. The first is a lec-
ture course on “global modernism,”

which I'll argue that architecture is charac-
terized by the encounter between industri-
alized ways of building and more tradition-
al methods but occurs in response to the
unigue conditions and circumstances of
different places and people. Inevitably the
course deals with ways in which national
and regional identity can be articulated
through architecture, especially for the
dozens of new countries created in the
postwar wake of decolonization.

My graduate seminar is about the effects
on architecture of an increasing concern
for visual culture and spectacle. If architec-
ture is truly material and constructional at
its core, can it survive? Or are claims for a
material and tectonic essence of architec-
turel artifacts of nineteenth-century materi-
alism and the moment when production
was revolutionized? | will also ask in the
seminar whether architecture can find
new evaluative terms commensurate
with today’s technological innovations.
CA: Are these courses that come out of
your recent research?

SI: They come more from new interest in
the emergence of what | call a “discourse
of spaciousness”—that is, a concern for
ways to enhance spatial perception that
appears across a range of professions, in
which visual evocations of space receive
protection and valuation by a society that
has come to enjoy and expect them. It’s an
unwieldy topic, so | keep the discussion to
small houses, which were precisely where
visual enhancements were most needed
and appreciated. To the extent that a self-
consciously modern architecture was
absorbed in the United States, it was for
its creation of spaciousness rather than
any technological revelation. In other
words, a glass wall was appreciated more
for the way it made a small house seem
large than for reflecting the current state
of manufacturing.

CA: How do you see these interests fitting
in with other issues of architectural prac-
tice and studio courses?

Sl As a historian | believe that architecture
intersects everything, from matter to spirit.
| believe that students require contexts for
the forms they see and use. Exposure to
the past or to other cultures—which
increases imaginative resources as it
sharpens critical skills—gives them a bet-
ter sense of appropriateness. At the same
time, as an architect | know what it means
simply to love all forms and materials. And
I understand the willingness to flatten

cultural or historical distinctions in pursuit
of form. | mean,! would not want to have
convinced Frank Lloyd Wright that his
interest in the graphic sensibility of
Japanese prints was inappropriate for mid-
dle-class houses in lllinois.

CA: Although you will be teaching in

the art history department, your courses
will certainly have a wide appeal with

the architecture students. This continues
Yale's strong traditions in both architec-
ture and architectural history across
schools and departments. What, for you,
will be the advantages or disadvantages
of this arrangement?

Sl: The advantage for me is clear: | love to
look at, to visit, even to feel buildings. |
went through a “sonic architecture” phase,
in which | tried to record the sounds build-
ings made when struck (gently) with vari-
ous objects—try tapping a quarter on an
I-beam at the Seagrams Building. So being
surrounded by individuals equally as
obsessed with sounds is like heaven

to me. However, the advantage of being
located in the art history department is that
introducing architecture to nonarchitects
is, if anything, even more important than
teaching future architects—many will end
up making decisions in their communities
about what gets built. The more they know
about how buildings, neighborhoods, and
cities work, the more effective they’ll be

as stewards of the built environment and
the more likely they'll be to demand better
architecture.

CA: On a more general note, the history

of Modernism, as your recent article in
Perspecta 32 suggests, is undergoing an
internal revision on everything from the
definition of the movement to the selection
of major works worthy of study. What do
you think will be the future directions of the
field, and how will these issues figure into
your teaching at Yale?

SI: The recent past—say, the last 50 years
or so—is receiving great attention from
architectural historians. Issues are only just
being articulated that were almost unheard
of in earlier work, such as relations of
power, class, gender, and sexuality—all of
which become embodied in spatial terms
that end up reinforcing and sometimes
undermining those relations. | think the
goal of teaching at this time is to present
the range of issues that bear on architec-
ture and to demonstrate the active role it
plays in the functioning of society, from its
highly symbolic moments to its facilitation
of everyday mundane affairs. At the same
time, | don’t want to lose the building as

a tangible and irreducible object, even if
its significance is in the cultural sphere.
Maybe it’s a fetish, but | return again and
again to the building as a unique object:
representative of cultural issues but never
reducible to them, affecting and affected
by other forces but always with its own
center of gravity.

Joel Sanders

Joel Sanders joins the faculty at Yale
this spring as associate professor.
Formerly director of the masters of
architecture program at Parsons School
of Design, in New York, he was inter-
viewed in the fall by Joseph Rosa, the
newly appointed curator of design for
the San Francisco Museum of Art.

Joseph Rosa: | understand that in prepa-
ration for your design projects you often

-do historical research that sometimes

leads to published articles.

Joel Sanders: Design ideas often stem
from research, and likewise, research is
often derived from practice. I've just
completed an article entitled “Curtain
Wars” that focuses on the professional
rivalries that have divided architects from
decorators since the late nineteenth centu-
ry, showing how these rifts are rooted

in deep-seated social anxieties about gen-
der and sexuality. Although | have a long-
standing interest in the broad topic of
gender and architecture, | was drawn

to this particular subject because | con-
front these issues on a daily basis as

a New York-based architect who often
designs interiors.

JR: Has thinking about “Curtain Wars”
simultaneously affected the work pro-
duced at your office?

JS: In fact, we are working on a number

of commissions that attempt to weave
together the best aspects of the work of
interior decorators and architects: hard
and soft materials, building scale and
human scale. For the lobby of the Foundry,
a residential building in Hell’s Kitchen, the
seating and concierge desk—made of felt
and molded terrazzo—unfold directly from
the terrazzo-lined walls and floor. And at
the Lee Loft, also in New York, we tried to
blur traditional distinctions between enclo-
sure (architecture) and upholstery (interior
decorating): black leather is used in differ-
ent guises, transforming from floor tiles to
soft upholstery as it sheathes horizontal
and vertical surfaces.

JR: In what way have you combined your
interest in how everyday spaces shape
human identity with that in these varying
materials and scales?

JS: As architects, | think we tend to forget
a lesson that both interior and fashion
designers take for granted. The materials
that clad buildings resemble the clothing
we wear: they are applied surfaces that
help us express who we are, or who we
wish to be.

JR: Then, in turn, how are these issues
about architecture and human identity
incorporated into the architectural courses
you teach?

JS: [ ask students to consider how ordi-
nary everyday spaces powerfully shape
human interactions. For example, one
topic—both in my first-year design studio
and in my seminar entitled “Dwelling:
Homes, Hotels, Housing”—is how residen-
tial design, and particularly bathrooms and
kitchens, has historically registered chang-
ing perceptions about the body.
Traditionally shame about the corporeal
body, combined with the need to demar-
cate gender and class differences, has
caused architects to isolate these spaces
from the life of the home. But today these

cultural prohibitions are changing. In the
seminar we will ask students to consider
how this might impact the design of
dwellings in the future.

JR: It seems that the emergence of new
technologies has affected the way we
think about the body and its relationship
to the built environment—and it will even
more so in the future.

J8: Clearly spending more and more time
navigating virtual space alters the relation-
ship between our senses and the material
world. For this reason, | find spaces like
gyms fascinating: they shuttle us back and
forth between actual and virtual worlds.
Working out forces us to tactilely engage
surfaces—walls, floors, even ceilings—but
at the same time, gym design compels us
to encounter the virtual—mirrors, electron-
ics, TV monitors.

JR: So you see this combination of the vir-
tual and the real contributing to the future
erasure of single-function environments,
which you discussed in your catalog essay
for the exhibition Inside Space at the MIT
List Center. You use the term ergotecton-
ics—how would you describe this?

JS: Ergotectonics considers buildings as
flexible muititask environments designed
to accommeodate the variety of roles—both
personal and professional—that each of
us assume each day. For example, many
single parents require dwellings where
they can relax and work, raise kids, and
meet with clients within limited square
footage. In my current projects, such as
the 24/7 Hotel Room Prototype for the
upcoming exhibition New Hotels for Global
Nomads (at the Cooper Hewitt, National
Design Museum, 2002), buildings are com-
plex systems of overlapping networks, sur-
faces, and materials that allow occupants
the freedom to construct more mobile
ways of engaging with each other in public
and private space.

JR: How do speculative projects like 24/7
Hotel Room compare with “real” projects
commissioned by clients?

JS: In areversal, almost all of the projects
that we have been lucky enough to exhib-
it—such as the Kyle House and the House
for a Bachelor—were building commis-
sions, which we later reformatted for a
museum context.

JR: What about the Access House, which
breaks ground in St. Simons Island,
Georgia, this spring?

J8: That house will be included in Big
Brother: Surveillance and Architecture, at
the National Museum of Contemporary Art
in Athens, Greece, curated by Filippidis
Dimitrios. If surveillance has sinister con-
notations, it can also signal security. The
Access House is organized around the “e-
core,” an updated version of the American
hearth, which integrates muitiple electronic
eyes that monitor not only the movement
of bodies but also the operation of building
components like sliding doors and plumb-
ing fixtures. The e-core makes it easier and
safer to navigate the house, which was
designed for a retired couple. Ironically
some of the issues of the house—such as
security and surveillance—have broader
relevance today, post-9/11, than | could
have imagined.

Joel Sanders Architecture, 24/7 Hotel
Room Prototype, 2001



Spring Events

Zaha Hadid Laboratory

An exhibition of the current work of
Zaha Hadid, Eero Saarinen visiting pro-
fessor at Yale this spring, will be held at
the A&A Gallery from March 25 to May
10, 2002.

A comprehensive exhibition, Zaha Hadid
Laboratory, is an exposé of the current
work and modus operandi of London-
based architect Zaha Hadid, who was the
Eero Saarinen visiting professor at Yale in
spring 2000 and has returned this spring.
Taking over the full A&A Gallery, the show
will feature 20 of her studio’s projects,
both completed and under construction,
showing how the practice pushes the
boundaries of architecture, extending
existing spatial repertoires to reflect the
continuously evolving urban culture.
Hadid’s explorations in architecture to be
displayed at Yale show a vast array of con-
cepts in spatial variation, multifunctional
interiors, and artificial landscape. Flux and
flexibility are among the elements of an
approach that emphasizes the interrela-
tionship of architecture and urban design.
The work is shown in drawings, colorful
field paintings, models, three-dimensional
computer images, videos, and animation.
Although most of us are familiar with the
experimental investigations in Hadid’s
early work, seen in the exhibition
Deconstructivist Architecture, at MoMA in
1988, and more recently in 1998 at San
Francisco MoMA—uwith such buildings as
Vitra Fire Station and Land Formation One
(both in Germany), Strasbourg Tram
Station, and the Mind Zone of the
Millennium Dome in London, which show
formal experimentation at a smaller pavil-
ionlike scale—the work to be featured in
the Yale exhibition is in a scale more com-
plex in spatial organization. The work
includes the Rosenthal Center for
Contemporary Arts, her first project in the
U.S. This art center in Cincinnati, which
was awarded in a competition and is now
under construction, houses temporary
exhibition and performance spaces,
offices, educational facilities, a store,

and a café in a tight urban site on a promi-
nent downtown corner. Hadid considers
the lobby and entrance an “urban carpet”
linking the city to the building’s interior.
She utilizes two contrasting facades, one
undulating and translucent, allowing views
into the building, and the other a sculptural
abstract relief representing the galleries on
the facade and giving vitality to the
streetscape.

The exhibition also includes the
Contemporary Art and Architecture Center
in Rome's Flaminia district and the Ski
Jump in innsbruck Austria, both under
construction. The Rome center will house
permanent and temporary galleries, a con-
ference center, and a library. Here Hadid
explores the concept of “irrigating” a larger
urban field with linear display surfaces that
weave between the interior and exterior.
The Innsbruck Ski Jump is replacing the
former Olympic ski jump as a hybrid of
sports facilities and place of relaxation,
which continues the topography of the
ski slope beyond the mountain peak into
the sky.

Also in the show are models and draw-
ings of as yet unrealized new projects such
as the Ferry Terminal in Salerno, ltaly, and
the Science Center in Wolfsburg,
Germany. The Salerno Ferry Terminal is
like an oyster with a hard shell enclosing
transitional elements—three interlocking
volumes with offices, a ferry terminal, and
a terminal for cruise ships, along with the
ramping circulation system—to provide
the smooth and intense transition between
land and sea. The Wolfsburg Science
Center will pull pedestrian and vehicular
traffic through the site under the exhibition
space. The main volume of the building,
which is carried above the plaza, is sup-
ported on structural concrete cones
housing commercial and cultural spaces.

Arverne:
Housing on the Edge

An exhibition will be held from February
11 to March 8, 2002, in the A&A Gallery.

On February 14, 2002, in conjunction with
the exhibit, a roundtable discussion, will
enable participants in the exhibition, repre-
sentatives from New York City, and the
architects selected to carry out the project
to exchange ideas.

In an effort to bring the research of lead-
ing schools of architecture to the table
with the pragmatic realm of government
policy and actual development, the
Architectural League of New York
requested four architectural/planning
teams to explore alternative ways to
design innovative housing incorporating
environmental, infrastructure, and eco-
nomic issues for the city-owned 100-acre
Arverne site in Far Rockaway, Queens,
now being planned. These projects will be
on display at the A&A Gallery, February
11-March 8, 2002. The exhibition, first dis-
played at the Urban Center (cut short by
the events of 9/11, it was briefly back on
view there December 7, 2001-January 16,
2002), showcases the work (see
Constructs, fall 2001).

The league’s project for Arverne, a key
long-fallow 308-acre parcel of land along
the Atlantic Ocean, is a parallel exploration
of ideas addressing and criticizing the
city's guidelines for market-rate single-
family housing intended to provide aiterna-
tive benchmark standards for large-scale
housing developments on vast urban sites,
as are now being addressed in cities such
as San Francisco and Chicago.

The Yale team, led by faculty members
Diana Balmori, Deborah Berke, Peggy
Deamer, and Keller Easterling, proposed a
double infrastructure with a “main street”
that undulates through the site to the
ocean with green lanes and swales at the
water’s edge to handle storm water and
manage the sandbar—ecology integrating
the landscape with the neighborhood. New
materials—louvered sandwich-glass solar
panels and composite woods—were
selected to create energy-efficient
dwellings for use at various scales and
densities, which would be fabricated and
mass produced in flexible flats raised
above the flood height.

The City College team, consisting of
Michael Sorkin Studio, SYSTEMarchitects,
and SHoP, had Sorkin develop the site
master plan on which the other architects
addressed specific elements, including
aligning the roofs of the housing blocks
with the adjacent subway trestle to create
a singular roofscape. They incorporated
environmental technologies such as roof
cisterns, wind machines, and photovoltaic
panels in the units and designed raised
boardwalk platforms for pedestrians to
weave through the project to the edge of
the ocean, linking the housing develop-
ment to the beach.

After Michael Bell Architecture designed
the overall plan for the Columbia University
team, the team architects—Marble/
Fairbanks Architects, Mark Rakatansky
Studios, and Bell—worked independently
designing the housing units for different
portions of the site. Responding to the
adjacent residential blocks of Far

Rockaway—from the bungalows to the
publicly funded high-rises—they designed
a gradation of housing types. Rakatansky
combined housing elements from the
1960s slab type with the local vernacular,
and the others integrated the infrastructure
of street and sidewalk with the house
ground plans.

The four members of the CASE team—
John Bosch, Reinier de Graaf, Bruce
Fisher, and Beth Margulis—conducted a
detailed urban-planning analysis of the
broader area of the Rockaway Peninsula,
looking at the infrastructure and land use
in the region, including the future econom-
ic potential of JFK Airport. Their scheme
includes low-density housing along the
beach, like the former bungalow communi-
ty with double- and quadruple-family
houses, but maintains the leftover open
space.They also designed future large-
scale amenities.

Left: Zaha Hadid Studio, Conternporary
Art Center, Cincinnatti, Ohio, 2001

Above: Aerial view of Arverne, Queens.
Courtesy the Architectural League of
New York, 2001

Roundtable on Housing at Yale

On February 14, 2002, Rosalie Genevro,
executive director of the Architectural
League, will moderate a roundtable dis-
cussion with James Lima, assistant com-
missioner:of New York City’s Department
of Housing, Preservation & Development;
Stan Eckstut of Ehrenkrantz, Eckstut &
Kuhn, the architects selected for the
project; as well as representatives fromthe
four designteams: The roundtable is one
in a series on the Arverne project that
began with'the league’s initial panel dis-
cussion in'spring 2001; a second panel
sponsored by.the real-estate community.in
December 2001; and -adiscussion held on
January 14, 2002, at the Scandinavia
House; in New York.




Eyebeam: Open-Source

Architecture on Exhibit

Thirteen finalist schemes from Eyebeam
Atelier’s competition will be exhibited

at the A&A Gallery from February 11 to
March 8, 2002.

Yale's A&A Gallery will hold the exhibition
of Eyebeam Atelier’s entries from their
2001 international competition for a
90,000-square-foot new-media arts center
at 540 West 21st Street, in New York’s
Chelsea arts district. The project is expect-
ed to begin construction in 2003. The new
building will house exhibition spaces,
offices, archives, studios, multimedia
classrooms, and a flexible 500-seat the-
ater. Eyebeam, founded in 1996 by film-
maker John Johnson, is devoted to
exploring ways that new media can influ-
ence society and the manner in which
experimental technologies can support the
arts through artist-in-residence programs,
art installations, and community outreach.

The Eyebeam exhibition, featuring the
architects selected in the second stage of
the three-phase competition, initially was
held from September 18 to October 31,
2001, in Eyebeam’s interim space
designed by Craig Newick ('87) and David
Hotson ('87), who also organized the exhi-
bition (see Constructs, fall 2001). The
installation at Yale consists of project pan-
els showing each architect’s scheme in
computer images and descriptive texts. In
keeping with the media-arts theme, each
firm includes a video of its project from a
screen inserted into the panel. Computers
that feature Eyebeam’s Web site and
forums sit on a series of display stands
made of aluminum strips.

The architectural firms include
Architecture Research Office, Asymptote
Architecture, Preston Scott Gohen, Neil
M. Denari Architects, Greg Lynn FORM,
Gluckman Mayner Architects, Reiser +
Umemoto/RUR Architecture, Rogers/
Marvel Architects, David Chipperfield
Architects, and Foreign Office Architects.
In addition, the three semifinalists—Diller
& Scofidio, Leeser Architecture, and
MVRDV—have their final panels and mod-
els on display, along with their second-
phase panels.

The exhibition as a whole showcases
work by young architects who use com-
puters, media arts, and experimental
materials but are rarely given the opportu-
nity to design a building of this scale in
New York City. In the selection of projects,
media as a medium is the overriding mes-
sage as walls double as video screens,
spaces are digitalized, floors and ceilings
move, rooms become tubular fluid envi-
ronments, and electrical panels are con-
cealed throughout the spaces—all to
enhance the interaction of artists, stu-
dents, and visitors. As an incubator of arts
ideas and a stimulator of new-media art
production, Eyebeam attempts to go
beyond the norm in the display of media
art. While the use of the space cannot be
anticipated, the competition offers explo-
rations for the future, pointing to the
potential for a new architecture in the city.

Yale Japan: Revealing
New Ground

An exhibition of the work of 11
Japanese alumni of the Yale School of
Architecture will be held in the A&A
North Gallery from February 11 to
March 8, 2002. It will be shown in Tokyo
this summer.

Positing the question of how a region and
culture influence design, an exhibition of

the work of Japanese graduates from the
Yale School of Architecture, Yale Japan:
Revealing New Ground, highlights the sim-
ilarities and differences between architec-
tural projects located in one geographic
area. The work of Tukasa Yamashita ('64),
Kazuhiro Ishii ('74), Yukihide Numaguchi
('78), Jun Mitsui ('84), Norihiko Dan ('84),
Hirohisa Hemmi ('87), Hiroshi Miyakawa
('89), Koichi Yasuda ('89), Hidetoshi
Kawaguchi ('89), Tomoaki Tanaka ('91),
and Kazutaka Watanabe ('92) is organized
to show this often-discussed relationship
between site, design concept, and the
broader region.

In the exhibition, organized by Tomoaki
Tanaka, white abstract architectural mod-
els—all at 1/1000 scale—are placed along
a central “spine” juxtaposed with a series
of aerial photographs of each project’s
site. The placement of the two elements
explicitly shows the buildings in their
unique urban or natural landscapes in
Japan. Each architect also presents his
individual project in more detail in a variety
of mediums—conceptual sketches, draw-
ings, larger models, computer images,
and/or photographs—making a visual
connection to each of the models on the
“spine,” which functions as an index to
the architects and their projects.

Beyond the architects’ common culture
and Western education, they have each
made individual investigations into differ-
ent areas of their practice, in terms of
building types and design directions—
revealing new ground.

Women, Families, and the
Architectural Profession

On Friday, January 25, 2002, at 6:30 p.m.
aroundtable discussion—inspired in part
by the fall 2001 Yale tercentennial sympo-
sium “Gender Matters” and also by the
ongoing questions regarding the role of
women architectural students in the future
workforce—considered the diverse issues
that women and parents can expect to
experience in the architectural profession.
Participants in the informal discussion
included Lise Anne Couture ('85), partner
of Asymptote Architecture and Bishop vis-
iting professor; Deborah Berke, adjunct
professor and principal at Deborah Berke
Architects; Peggy Deamer, associate dean
and partner of Deamer + Phillips; Audrey
Matlock ('75), architecture critic and princi-
pal of Audrey Matlock Architects; and
Susan Rodriguez, partner of Polshek
Partnership. Professor Alan Plattus moder-
ated the discussion.

Rome Studies

To enhance the Yale three-week Rome
summer study seminar this year Stephen
Harby ('80) will teach a spring seminar,
“Rome: La Citta Eterna,” focusing on an
overview of the development of the city
from antiquity to the present. Then Harby
and Alexander Purves will lead the work-
shop “Rome: The Art of the City,” Summer
Yale-in-Rome Program, from May 17 to
June 8, 2002. The intensive course

will emphasize direct observation, sketch-
ing, and independent analysis of sites

and buildings.

Top: Project by J.C. Nelson, Undercuts
cast in concrete, 3D Form and Materials
Class, fall 2001.

Q,archltecture Adva nced laser altrmetry,
3D scannmg tech 1ology, Magnetrc

- Resonance Imaging (MR)), Satellite
,‘,Posmonlng Systems and real- time

. motion- capture technology have produced
_unique visions of the envrronment Ifthese
_new forms of cartographrc representatron
can reshape our perceptions of reality,
_what then are the political, cultural, and
_ aesthetic effects of these new technolo-
(gies? What changes will they bring to the.
different fields of cultural production? .

_offer unrque ways of visualizing data, with.
an unprecedented level of accuracy and
{detall These sets of data (site scans, pla
_ning data, etc) canbe read in three dimen
_sions rather than in two, as a series of
f'densely packed specral coordrnates stored
ina computer s memoty. By exceedrng the
‘hmlts of 2 D drawings and photograph '

'examrne new carto
"drgltal age. ,

- Tohelp address the potentral of thls new
‘medrum 12 partrcrpants will j join Silver i n_
the drscussmn and offer short talks in the .

Symposnum Cartography

in the Age of Dlgltal Medla
Friday, April 5, 2002, 10 a.m '

,-7 D: m
Hastings Hall. A&A Building, .

Yale School of Architecture. 180 York
'Street New Haven Connectlcut

The event is free but resen/at/ons are -
required: Ya/e Schoo/ of Architecture, P.O.
Box 208242, New Haven, CT 06520.
. Phone: 203.432.2889, fax: 203 432. 71 75
, -mail archltecture pr@yale edu ‘

Mlchael Srlver, ass1stant professor, has

. orgamzed a daylong symposnum, which
, he will moderate with landscape archi-

: tect Dlana Balmon. :

n reCent years new cartographic technolo-'
gies have begun to alter the ways we r'nea—, ,

sure and represent space. These tech-
nigues operate at many scales-from

the global to the local——and areused in ,
_numerous rnterdlsmplmary frelds lncludlng:{ ‘

eology, blologlcal sciences, and now

For architecture the impact can be dra-
matlc New digital-imaging technologres

changlng the Way archrtects bulld‘ ,
Through the drgrtrzatron of real sites and

"ObjeCtS desrgners can analyze man'pu-

late, and reformat data using robo

artrsts a sympo S |um t Yale seeks to

followrng areas geophysrmst Duane

. Dopkin, on below ground survelllanoe -par-

adigm: urbanlst Laura Kurgan, on global

surveillance; physncrst Eric Heller onmat-
ter and energy mapping; artists Bill
_Outcault and Lilla Locurto on body-str-
face cartography, sculptor Justine Cooper
_oninternal anatomy maps; architect.
;James Glymph of Frank O. Gehry &

A

ciates, on burldmg desrgn geogra-
ers Denrs Cosgrove John Zlegler and

V'Jeff Albert, on landscape mapping and .
,rnformatlon choreography, geographer
‘ Konrad Perlman, on the rnteractrve map;
and landsca e archrtect Dlane Balmon

Last fall's first year Building Project

was sold immediately upon completion in
September to a New Haven resident.
Located in New Haven’s City Point neigh-
borhood at Fifth Street and Howard

_cutting (DFC) isa trme savmg alternative

 Class, taught by Kent Bloomer, Paul
Brotard, Vrctona Casasco Susan

oh practlces in the .

Digital Concrete:
Expenments W|th

_ New Construction
: Technologres in Three D
. Form and MatenalsClass
The fabrrcatron of complex dlgltally fabri-
‘cated formwork made for cast-in-place

. concrete structures has been technically
feasible for some time. Architects who

make computer-generated designs create

them using Iarge-format robotic technolo-

gies like CNG milling. Although these:

_ devices are good at producing complex

curvilinear molds for large—scale pours,

~ thetime it takes to generate a given shape

is often cost-prohibitive. Making molds
usrng computer-controlled digital foam

toCNCmilling.
Last fall's “Three D Form and Materrals”

Farrrcrelh Ed Parker Dean Sakamoto, and

me, explored the possrbrlltres of generatrng
. ,complex cast-in- place concrete de3|gns '

‘usrng a three-axis hot-wrre DFC machine.

Altho gh\llmlted to the productlon of ruled
surfaces (one of variable curvature whose

confrguratlon is determlned by the move-
ment of a single line through space), DFC

,,technology can produce forms that a CNC.
. mill cannot. Digitally cut polystyrene molds
_canbe made with severe undercuts, cuts

within cuts, and deep pointed furrows—
somethlng evena five: ~axis mill has difficul-
oty producrng Because of these unique

capablhtres DEC technologles offer away
of rethrnkrng the tradmonal tectonics of

k cast—mﬂplace concrete constructron———a
*technrque thatis llmlted in practice by the

rffrculty of removmg rigid formwork from
one concrete pour. With digitally cut foam,
complex cast that is easy to disassemble
can be made with minimal effort. The abili-

_ ty.to make thin riblike undercuts in con-
crete facilitates the cre
 and carefully crafted surface, rich in com- ,

. plex detail,” as Kent Bloomer described it.

jon of “an ornate

Many student projects also demons trat-

. 7 ed the possrbllmes inherent in casting neg-
controlled fabncatron tools. Combrnmg the a2
;zrnsrghts of deS|gners theonsts engineers,

tive space from DFG-cut blocks. Some

students exploited the formal inversions
"made possrb e by the casting process
itself. Thesenew surfaces had confrgura— :

tions that. couid not be reduced to the

'movement of a srnge line though space

. ;;and they appeared like interwoven layers.
,Although class research focused onthe

. produc’uon of Iarge cast-in- place concrete
,panels some students also experimented

with materials stich as soft foam and vacu-
um- shaped wood veneer. The next phase

' for student lnvestlgatlons could involve .

double curvatures made on a CNC mill
with the undercuts of DFC technology

. —M/chael Silver

Sllver is.an asststant professor

Avenue, the project was sponsored by the
Neighborhood Housing Services. Paul
Brouard (°61) directed the work with the
first-year class. Photograph by April Clark
('03).










Kim Ackert, critic in architecture, is

designing a home in Sea Ranch, California,

- for agraduate of the Yale School of
Management to be completed in fall 2002.

She has recently completed the design of |

a 2500-square-foot apartment. renovatron
in Manhattan

Diana Balmori, lecturer in landscape.
architecture, with her firm, Balmori &
Associates, received a Design for Trans-
- portation National Honor Award 2000 for
the landscape design of Terminal B/C at

‘Ronald Reagan Washington National Air=

port, Washington, D. C. Her firm participat-
ed in a public interdisciplinary charrette,
“Greenspaces without Borders,” for Lenzi
Park; in' New Haverj, with the Yale School
-of Forestry and Environmental Studies,
Center for Urban Ecology, Urban
Resources Initiative. The final design will
be presented in the spring. Balmori com-
pleted the redesign for Kent Falls, a
Connecticut State Park. | ‘

Phil Bernstein (183), lecturer in profes-
sional practice and vice president of
Autodesk’s Building Industry Drvrsmn
presented the talk “Digital Practice

Futures” at the AIA Large Firm Roundtable '

and “Divining the Future: Knowledge/

Services/Marketsf’ at the AIA Northwes‘t/ .

York—based arts and culture journal

; Cab/net (fall 2001).

Martin Finio, critic in architectureandk
partner in Christoff : Finio Architecture,

‘won an invited competition to design.
the exhlbltlon installation of 14th— 16th

century Russian icons at the Solomon R.

- Guggenheim museum this spring in New

York. The firm’s design-for a furniture
showroom in New York was featured in
Interfor Design (November 2001). The

_office’is currently working on the design
of a four-story residence/studio building in
Brooklyn, New York, for a jewelry deS|gner '

and hip-hop music producer

Bryan Fuerman, lecturer, will deliver
a paper.in March at the Art Institute of
Chicago entitled “Nature into Art:
Reconstructed Nature in Landscape
Design,” as part ofan erght—week art

, hlstory course.

Deborah Gans, critic in architecture; of

. Richmond, California.

Architectural League of New York selected
the firm to present in Emerging Voices
2002.

Steven Harris, adjunct associate profes-
sor, with his firm in New York had his
Home Depot House featured in the New
York Times Magazine (September 30,
2001). His Leguizamo House was pub-
lished in InStyle (September 2001). The
Young House was described in the book
The New American Swimming Pool:
Innovations in Design and Construction
(Whitney Library of Design, 2001)

Michael Haverland ('94), assistant
professor, received an AlA Award for
Architecture for the UDW Project of the
Dwight School Addition, in New Haven. He
is designing a loft in Greenwich Village, the
ArtSpace gallery in New Haven, a town
house on Gramercy Park, and an office
space in Tribeca.

Dolores Hayden, professor, received a
Yale Tercentennial Medal this year. She
served on the steering committee for the
Womens’ Faculty Forum’s “Gender
Matters” conference:in September as:part
of the tercentennial: Hayden gave a lecture

‘at the Harvard Graduate School of Desrgn

in the fall entitled “Revisiting the Sitcom.

. Suburbs.” She chaired a panel at the
‘American Stu

\ : an"npal meeting on
the issue of design and public history

__involved in the new Rosie the Riveter WWIi

Homefront National Historical Park, in

Brian Healy (81}, Wityh his firm, Brian ’
ealy Architects of Boston, was awarded
st place in the invited competition fora

ne Housing development in Chicago, on
the Near West Side. The competition,f
- sponsored by the NEA with the local

Chicago Housing Authority last year,

. included ajury of architect Stanley.

Tigerman (:60); Architecture magazine edi-

the firm Gans & Jelacic, won an ideas
competition for furnrture for the School
Construction Authonty of New York, which
was published in AD (November 2001).

“The firm recently won a $100,000 grant

from the Johnny Walk’er,F’uhd to develop

Pacific conference. His article, 2D or 3D: o

Do YouReally Have to Choose?’ was
published in the British journal CADdesk
(August 2001). His articles “The Digital
Evolution of Practice in the 21st Century,”
in Design Intelligence, and “Playing Nicely
Together: Digital Interoperability.in the
Building Design and Construction

Process,” in Cadalyst. were published in
December 2001.

Turner Brooks (170), adjunct associate
professor, is expanding and reﬂodeling
the Guilford Connecticut Handicraft
Center. His Yale Boat House was pub~
lished in Interior Design (October 20071).

Peggy Deamer, associate dean and
partner in Deamer + Phillips, had her
firm’s Sagaponack House featured in

Home (November 2001) and their Montauk -
House in Trends (October 2001). Deamer

~lectured on her firm'’s work this fall at
Bennington College and New Jersey.
Institute of Technology.

Peter De Brettevrlle (’68) crmc in archr~
tecture, has completed an 8,500-squiare-
foot house at the top of a slopeinthe
Olmsted-designed resort Mountain Lake,
south of Orlando, Florida, In Idaho he has
two houses under construction, De
Bretteville is also consultant to Tae Sun
Hong ('91) at Minoru Yamasaki Associates
on several high-rise resrdentlal projects
inKorea..

Keller Easterling, associate professor,
delivered a lecture in fall 2001 at Ohio
State University entitled “Terra Incognita.”
She was part of a fellowship with the '
Design Trust for Public Space to investi-
gate Chelsea’s abandoned High Line,
. around which she designed a Web site

(www.thehighline.org) and exhibited ideas

in.The High Lirie: No Plans for NYC, at the

tor. in chief, Reed Kroloff; and chief curator
of the National Building Museum Howard

_ Decker. Healy also reoerved aP/A Award

for the pro Ct'

Andrea Kahn critic i in architecture, wrth

. Margaret Crawford is orgamzmg a national

conference of urban design education. The

directors of elght programs from across

the U.S. and Canada, practitioners, mem-.
bers of the public sector, and academics
will discuss the following question underly-
ing urba esrgn education: What makes a
good city? The conference—cosponsored

. by Columbia, Harvard, and the Van Alen

_ prototypes of,disaSter-relief housing,

- based on their winning design for a Trans-

itional ’HOusing,‘CO'npetition sponsored by
Architecture for Humanity and War Child
with UNHCR and USAID in 1999.

. Phil Grausman, critic in architecture,

showed his drawings in a solo exhibition at
Aquinas College, Grand Rapids; Michigan

(September 4-30,2001). He was in a

group show at the Neuhoff Gallery, in New
York; in'the fall. o

‘Sophia Gruzdys, critic and director of

undergraduate studies, published her arti-
cle “Drawing: The Creative Link," in
Architectural Record (January 2002).

Louise Harpman (193), critic in architec-

ture and partner in Specht Harpman, won
a 2001 New.York AlA design award for the
firm’s design of the Concrete Incorporated
national headquarters. Her firm’s work was
published in Interior Design (September
2001) and in Architectural Digest
(Germany, October. 2001). The firm was

. commissioned to design the national ;
headquarters for DIFFA (Design Industries

Urban Center in December Her article

“Walter Pitts” appeared inthe New

Foundation Fighting AIDS) and a private
house in Wilton, Connecticut: The

 working with Site Design Resources

’  Institute—will be held i in New York on April
526, 2002. ‘

Audrey Matlock (:79); critic, with her New
York firm; Audrey Matlock & Associates, is

designing a 38,000-square-foot Marketing

_and Visitors Center for Armstrong World
. Industries along with significant new cam-

pus and landscape designs. She is also

on a joint project to design interior and
exterior common spaces for Rockefeller
University’s Faculty and Scholars Housing
in Manhattan.

; Edward Mitchell, critic in architecture,

has three houses under construction, one
each in Croton Manor, New York; Reading,

. Connecticut; and Old Lyme, Gonnecticut.
; He also entered the competition for Aqua

Park, in Aalborg, Denmark.

‘Herbert S. Newman ('59), critic in archi-

tecture, is currently working with his firm
on the renovation and a 120,000-square-
foot addition to John Johansen’s 60,000~

_square-foot middle 'school,‘ and will design

'~ renovations for the conversion of Marcel
Breuer’s 94,000-square-foot high school
‘to a grade school, both in Litchfield,

Connecticut. His firm has received honor:

- awards for Design Excellence from AIA

New. England and AlA Connecticut

for the Maritime Aquarium, in Norwalk,
Connecticut, and Harry A. Conte West
Hills School, in New Haven, respectively.

. Alan Organschi (188), critic in architecture,

and his partner, Lisa Gray (187), of Gray
QOrganschi‘Architecture, received two

independent 2001 Wood Design Merit
Awards for a caretaker’s house and vehic-
ular bridge in Washington, Connecticut.
Their firm received an honor award from
the AIA New England Regional Council
Design Award for their prefabricated
changing and storage cabana. The Tennis
House, which appeared in Architectural
Record (October 2001), is featured in three
new books: Small Living Spaces and

New Coastal Houses, both by Arian
Mostaedi (Spain; Carles Broto and Josep
Ma Minquet, 2001), and Hot Dirt, Cool
Straw, by James G. Trulove (Grayson
Publishing 2001).

Robin Elmslie Osler ('90), critic, with her
New York firm, Elmslie Osler Architect,
received a design award of honor from the
New York Council Society of American
Registered Architects for the Alexander
Residence, in Southampton, New York.
She has recently completed the 2,500-
square-foot Klinkowstein/Gillett
Residence, in Tribeca, and the 3,000-
square-foot Wulf/McCracken Residence,
in New York.

Ed Parker (197);:lecturer; of Alisberg
Parker Architects, has complete
square-foot office renovation in Me
and the 8,000-square-foot Stone
Residence, in Greenwich, Connecticut.

. His firm has recently been commissioned

to design single-family residences in
Scarsdale and Bedford, New York, and
Lexmgton Kentucky.

- _ Alan Plattus, professor, is currently

completing plans with the Urban Desrgn

~Workshop for the center of Madison,

Connecticut, including designs for three
new public spaces along the main street.

_In.July he was the keynote speaker at the

ternational Conference on Architectural
Education, in Hong Kong, and visited

. architecture programs in Beijing, China.

He was adviser and author of an introduc-

. tion to a new fifth-grade public school cur=
_ riculum on New Haven's Cultural

Landscape; and he is working on the .

.development of an undergraduate Urban ‘

Studies program for Yale College. Plattus

- was recently appointed to the poard of the

Connecticut Marn Street Center

Dean Sakamoto (MED ’98), criticand

director. of exhibitions, with his firm, Dean

Sakamoto Architects, is designing two

new restaurant interiors in New Haven and
a private residence on the southeast coast

~ of- Oahu, Hawaii. The Yale University Art

Gallery has requested to purc hase his
steel urn prototype, which was displayed

_inthe Contemporary Design by Yale

Alumniexhibit at the gallery last summer.

Victoria Sambunaris, lecturer, had an
exhibition of her work at the Christine
Burgin Gallery in November and at
Deborah Berke's office. Her exhibition.
opening was also in the Style section of
New York magazine (October 22, 2001).

Robert A. M. Stern (165), dean, with his
firm, Robert A. M. Stern Architects, is
designing residential towers in Dallas and
Toronto, and an addition to and renovation
of the Simons Center for the Arts at the
Gollege of Charleston in Charleston, South
Carolina. The firm recently completed the
750,000-square-foot Federal Reserve
Bank of Atlanta; the 540,000-square-foot
Gap Inc. Offices at Two Folsom Streetin

San Francisco: a 1.2 million-square-foot,

three-story urban entertainment and retail

center, Diagonal Mar, in Barcelona; as well
as the new Hickey Freeman shop at 666

‘Fifth'‘Avenue in Manhattan. Sternwas a

recipient of the President’s Award of the
A IA New York Chapter, presented at the
organization’s'Heritage Ball.in October
2001

Lindsay Suter ('91) completed a renova-
tion of Charles Moore’s 1969 Stern House,
in WOodbridge, Gonnecticut. He is design=
ing sustainable housing for a high-country
sheep station on the South Island of -

New Zealand.

From left:

- Steven Harris Architects,
-Chino Latino Restaurant, Minneapolis,

2000. Photograph by Scott Frances

Brian Healy Architects, Chicago Housing
Competition entry, 2001




1940s

John Randal McDonald (149) with his firm
has proposed a skyscraper of stainless
steel to revitalize Racine; Wisconsin, which
was featured on'the cover of the Racine
County Journal Times. He has designed

a number of Prairie Style residences
throughout Wisconsin.

1950s

Robert M: Kliment ('54) with his firm, R. M.
Kliment & Frances Halsband Architects
in'New York; exhibited work at 1-Space,
the gallery of the College of Fine and
Applied-Arts at the University of lllinois at
Urbana-Champaign, November 16=
December 22,2001

Hugh Newell Jacobsen (155); with his firm

in Washington D.C., has been awardéd the

commission to design the 30,000-square-
foot Weitzenhoffer. Gallery of the Fred
Jones Jr. Art Center for the University.of
Oklahoma. Expected to be complete late
2002, the gallery will house the world’s
largest private collection of French
Impressionist art. He has also been com-
missioned to design the Riggs Alumni
Center for the University of Maryland at
College Park. :

1960s

Theoharis David (:64), of Theo. David
Architects, received the Cyprus State
Award for Architecture 2000 for his GSP
Pancypria Stadium and Athletic Center, in
Nicosia, Cyprus. Given every three years,
the award is the highest granted by the
government in recognition of an outstand-
ing built work of architecture and was
accompanied by an exhibition.: He has also
been nominated for the biannual Furopean
Union Mies van der Rohe Award.

Harold Roth (/66), of Roth and Moore

Architects in New Haven, was inaugurated .

as chancellor of the AIA College of
Fellows. He also serves as the profession-
al adviser to the Western European
Architecture Foundation. He and William
Moore ('57) recently began construction
on anew academic arts complex at Drew
University, in Madison, New Jersey, and

a guest Jodge at Choate Rosemary Hall
campus, in Wallingford, Connecticut.

Henry Smith-Miller (66) and his firm.
- -Smith-Miller + Hawkinson Architects in

- New York, was winner of the Architectural
Record/Business Week Design Award
for the Corning Museum of Glass, in
Corning, New York, which was featured in
the October 2001: issue of ‘Architectural
Record and the November 5, 2001, issue
of Business Week.

Peter Conrad ('68) was recently promoted
to associate at Herbert' S.:"Newman and
Partners; in New Haven, where he'is cur-
rently working on'the renovation of Yale's
Vanderbilt Hall::His earlier projects incliide
Engleman Hall renovation and expansion
at Southern Connecticut State University,
in New Haven, and residence suites at
University of Connecticut; in Storrs.

planning at Columbia University, has writ-
ten essays'in two books: “Federal Urban
Programs as Multicultural Planning: The
Empowerment-Zone Approach,” in Urban
Planning in'a Multicultural Society (Michael
Burayidi; editor; Praeger); and “Cities in
Quarters,” in A Companion to the City
(Sophie Watson and Gary. Bridge, editors:
Blackwell, 2000). He was also one of the
editors of the book Globalizing Cities: A
New Spatial Order (Blackwell, 1999).

1970s

Jefferson B. Riley ('72) was hondred with
a'25-Year Award in'the AIA New England
Annual Design /Awards for a building that
has'made a continuing contributionto the
built environment for at least 25 years: The
jury cited the Riley House'in Guilford,
Connecticut, as a “witty vernacular mod-
ern house built on a small budget that is as
fresh today as when it was first occupied.”

Stephen Roberts Holt (73) appeared on
the August 22, 2001, television episode of
This Old House on PBS as the resident
expert on Shingle-style houses, as well

as the architect for the restoration of the
featured 1883 house, in Manchester,
Massachusetts. The building, which was
drastically altered in the 1970s; was
designed and constructed by Holt’s father.

David Soleau (:74) was recently named
president and chief executive officer at
Flansburgh Associates, in Boston: In his
new position; Soleauis responsible for
strategic planning, design leadership, and
overall management of the firm:

Anko Chen (76), of VBN Architects in
Oakland, California, completed the interior
design for the American Airlines Admirals
Club at the San Francisco International
Airport Terminal E and the Harbormaster

. Building, Jack London Marina, in Oakland.

He has been invited to work in Beijing as
an urban design consultant for the
Hepingmen District Master, located near
the controversial new National Opera
House in downtown Beijing: The master
plan is to provide low-rise housing and
office buildings as well as high-density
courtyard housing while preserving the
traditional urban fabric of the alleyways
and historic Tao Temple.

Barbara Flanagan (77) wrote the article
“Born to Be Bad,” on Robert Venturi and

Denise Scott Brown, as well as a review of

the Mies van der Rohe exhibitions in New
York, for Metropolis (October.2001). She
also produced ‘and moderated the
Metropolis-sponsored September 29
roundtable “Venturi/Scott Brown: In-"Your
Face,” with Rem Koolhaas, Robert Venturi,
and Denise Scott Brown, at the New
School for Social Research; in New York.
Her piece “Futurist Fiction” appears in
Design Is... (Princeton Architectural
Press/Metropolis Books, 2001).

Gavin Macrae-Gibson’s ('79) rooftop
playground depicting'a miniaturized
Manbhattan skyline at P.S. 40, on East 16th
Street in Manhattan, was published in the
New York Times (November 15, 2001).

Construction Authority, he created playful
versions of the Woolworth, Chrysler,

and Empire State Buildings for climbing
equipment.

Jon Pickard ('79), of Pickard Chilton
Architects in New Haven, is working on
the 1.1 million-square-foot headquarters of
the California Public Employees
Retirement System Headquarters Com-
plex, in Sacramento, California, which will
be completed in 2004. The complex
includes office, retail, housing, parking,
and interior and exterior public space.
Anthony Markese ('88) is the design

team leader.

1980s

Alexander Gorlin ('80), of Alexander Gorlin
Architect in New York, had his North Shore
Synagogue, in Kings Point, New York,
featured in Architectural Record (October
2001).

Daniel Rowen (°81), with his firm in New
York, had his Michele Kors store, on
New York’s Upper East Side, published
in Interior Design (October 2001); His
design for Martha Stewart’s corporate
headquarters appeared in Vanity Fair
(September.2001).

J. Peter Devereaux ('82), of Fields
Devereaux Architects & Engineers in Los
Angeles, was selected executive architect
for.the San Clemente Graduate Student
Housing complex for the University of
California, Santa Barbara; an $80 million
project that will house 972 graduate stu-
dents scheduled to open in fall 2004. He
has also begun work on the new Southern
California Regional Forensic Science
Crime Laboratory, a 300,000-square-foot
facility on the campus of California State
University,; Los Angeles, to serve Los
Angeles Police Department, L. A. County
Sheriff’s Department, California :
Department of Justice, and the university.

Jacques Richter ('83) and Ignacio Dahl
Rocha (183), of Lausanne; Switzerland,
had an exhibition of their work at the
Esposizione all’ Archivio Cattaneo, in
Como, ltaly, in November 2001.

Sharon Carter Matthews (84) was recently
appointed new executive director of the
National Architectural Accrediting Board.
She will give the lecture “Fortifications and
the Art of Defensive Design’ on Februrary
27, 2002, in Boston as part of the Boston
Society of Architects lecture series:
“Exploring Design.”..

David Harlan (:86), of David D. Harlan
Architects, in New Haven, was corecipient
of the 2001 Emerging Architectural Firms
in Connecticut award. The jury was
impressed with Harlan’s “highly refined
collection of work in the classical idiom.”

Stuart Basseches ('87) with Judy Hudson
(M.F.A. '88), of the furniture and product
design company Biproduct, have released
a new line of stacking acrylic light fixtures.
Their work is currently in a Carnegie
Museum of Art traveling exhibition,
Aluminurn by Design, and was featured in
Interior Design (August 2001) and Surface
{November 2001). The firm was selected to
represent new American designersin Ten
Avant Garde (TAG) for the Milan Furniture
Fair; . :

Duncan Stroik (187), associate professor

of architecture at the University of Notre
Dame, is editor of the journal Sacred
Architecture. The spring 2001 issue includ-
ed his editorial “Operosam Decoramque
Reconstructionem;,” about the historic
preservation of sacred architecture. He is

- also principal of Duncan Stroik Architect,

which has recently completed the design
of a private elementary school in Virginia,
a Benedictine monastery in Chicago, and
a parish church in Kentucky.

1990s

*Lance Hosey ('90), an associate at William

McDonoughand Partners of Virginia,
published his'essay “Hidden Lines:
Gender, Race, and the Body in Graphic
Standards,” in-the Journal of Architectural
Education (November 2001). His hypothet-
ical memorial to the 1992 Los Angeles
Riots was exhibited last fall'in Memorials
and Monuments at the National Building
Museum, Washington, D.C.

Georgia 2000 Award for the design of the
Kiang Gallery, in Atlanta. An exhibition of
her artwork entitled Spots, Blossoms,
Veneers was shown at the Kiang Gallery
from April 20-May 26, 2001.

Tae Sun Hong ('92) was recently appoint-
ed senior vice president and firm principal
at Minoru Yamasaki Associates, in
Rochester Hills, Missouri. His current
projects include the Andamiro
Headquarters Building, Yoido Richensia
mixed-use complex, and Boondang
Parkview mixed-use complex under con-
struction in Korea.

Alisa Dworsky ('92) installed a temporary
one-mile-long sculpture, Lurninous Fields:
Longitude in Time, along Route 4 in west-
ern Vermont, from mid-October to mid-
November 2001. The piece was completed
in collaboration with the Vermont Agency
of Transportation, who loaned the posts
and reflectors for her composition of 500
geometrically positioned posts topped by
1,000 biue-and-green reflectors along the
road in both directions. Dworsky received
project funding from the National

:Endowment for the Arts; Vermont:Agency

of Transportation, Vermont Community
Foundation, and Onion River Arts Couric
In conjunction with the installatio
Dworsky gave & series of talks, and her.
drawings were exhibited at Norwich
University;:Northfield; Vermont.

Johannes M. P. Knoops (195) gave a
lecture entitled “HISTORY: An Argument
Against Historic Preservation” at'the
New York Institute of Technology on
October 9, 2001, as part of the lunchtime
lecture’series:

Pankaj Gupta (97) was awarded a
$10,000 Graham Foundation grant to
study Golconde, aninfluential modern

building built in 1941 in Pondicherry; India.

2000s

Siobhan Burke (‘01) and Julie Fisher (01)
presented their New Haven project, Arch
Street Community. Greenspace; a design
for an exterior meeting space, at the Arch
Street Block Watch community meeting
in-May 2001. Supported by the Urban
Resources Initiative, Yale School of
Forestry and Environmental Studies;
and advised by Kent Bloomer, their struc-
ture incorporates a cluster of seating in

_aspiral-arrangement using durable steel
- tubes and grating bound together by a

series of steel vines:

Adapting standard decks, bridges, slides,
and ladders permitted by the School

Amy Landesberg ('91) with her firm Art &
Design, in Atlanta, was awarded an AlA

Alisa Dworsky, Luminous Fields:
Longitude in Time Route 4, Vermont, 2001

Peter Marcuse ('68), professor of urban




Spring 2002 Events
Exhibitions

Architecture or Revolution: Charles
Moore’s Years and Yale in the 1960s
Main, North, and South Galleries
Until February 1

Yale-Japan: Revealing New Ground
North Gallery
February 11— March 8

Open Source Architecture:
Building Eyebeam

Main Gallery

February 11-March 8

Arverne
South Gallery
February 11— March 8

Zaha Hadid Laboratory
Main, North and South Galleries
March 25-May 10

Year-End Exhibition of Student Work
Main, North and South Galleries
May 24-August 2

Exhibition hours are Monday through

Saturday, 10:00 a.m. to 5:00 p.m. Galleries
are located on the second floor of the A&A
Building, 180 York Street, New Haven, CT.
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Symposia

Friday, January 25, 1-4 p.m.

A8A Building, 4th floor

“Women, Family, and the Practice

of Architecture”

Participants; Deborah Berke, Lise Anne
Couture, Peggy Deamer, Alan Plattus,
and Susan Rodriquez

Thursday, February 14, 6:30-8 p.m.

A&A Building, Hastings Hall

“Arverne, 4 Design Teams, 4 Affordable
Housing Projects,” moderated by

Rosalie Genevro

Participants: Michael Bell, Peggy Deamer,
Bruce Fisher, Michael Sorkin and

James Lima

Friday, April 5 10 a.m.-6:00 p.m.

A&A Building, Hastings Hall
Cartography in the Age of Digital

Media, moderated by Michael Silver
and Diana Balmori

Participants: Jeff Albert, Justine Cooper,
Denis Cosgrove, James Glymph, Eric
Heller, Laura Kurgan, Lilla Locurto,

Bill Outcault, Konrad Perlman, and
John Ziegler

Lectures

Monday, January 14
Lise Anne Couture, Bishop visiting
professor, “Convergences”

Monday, January 21
William Morrish, “Civilizing Terrains” **

Thursday, January 24

K. Michael Hays, Myriam Bellazoug
Lecture, “The Autonomy Effect, or
Architecture at Ilts End”

Monday, January 28

Hon. Richard Swett, Roth-Symonds
Lecture, “Design Diplomacy: The
Influence Edge”

Thursday, January 31
Phyllis Lambert, Brendan Gill Lecture,
“Mies Move”

Monday, February 4
Stan Allen and James Corner, Timothy J.
Lenahan Lecture, “Field Operations” **

Monday, February 11
Yung Ho Chang, “In-situ Architecture:
A Chinese Practice”

Monday, February 18
Margie Ruddick, “Working Landscapes” **

Monday, March 25
Stefan Tischer, “Memory into Site

2wk

Thursday, March 28
Will Bruder, Paul Rudolph Lecture,
“Looking Back, Looking Forward”

Monday, April 1
George Hargreaves, “Examining Scale and
Landscape Architecture” ™

Thursday, April 4
Zaha Hadid, “Current Work”

Monday, April 8
Jorg Schlaich, Gordon Smith Lecture,
Light Structures **

Monday April 15

Thomas Krens, Eero Saarinen Lecturer,
“Art, Architecture and the Phenomenon of
the New Museum” **

Thursday, April 18

Sylvia Lavin, “Plastics: It's Enough to
Make Your Skin Crawl”

** These lectures are part of the “Art,
Landscape and Ecology” seminar.
Lectures begin at 6:30pm in Hastings
Hall (basement floor) unless otherwise

noted. Doors open to the general public
at6:15 p.m.
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