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Abstract

The goal of this text, which is nothing more than an articulation of the pre-

occupation on how to responsibly conceive of an architectural intervention, is 

to lay the foundation for a framework, a process for how to tackle an architec-

tural brief. The infatuation with collective memory and place identity stems 

from an intuition of what qualities define a successful or interesting space. 

Seeming as the environment is a result of previous actions, it is intuited that 

whatever it is that defines a place is a result of the past, a historical notion, 

and hence the interest in preservation. The development of this interest leads 

to an exploration of several texts that delve into context as a generality, deal-

ing with specific ideas of regionalism, the experiential (phenomenology), the 

political and economic paradigm (governmentality) and, with it, the actors 

(stakeholders) that influence the change in the environment.
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Preface (or “Why am I here?”)

As a sort of pseudo manifesto, I believe architecture is about design, but 

I also believe that it needs a why, a narrative, a certain discourse with hopes 

of it not only being a vane aesthetic exercise or a manifestation of capital. 

When designing, it is necessary to define who the project is for, what it can 

contribute to the place, and what purpose it must fulfill in order to address the 

form of the architectural object. The foregoing seeks to condense the mani-

festation of a particular interest in the way in which an architectural project is 

approached.

However, having the architect confer some character to the project being 

created, does not imply that architecture should impose a particular iden-

tity upon a place. Architecture should hold a transparent stance, remaining 

objective through its universality and anonymity; the less subjective it is, the 

more authentic, and, as such, more capable of contributing to the formation 

of personal identity. Space is subject to temporality; an intervention should 

acknowledge the history of a place by grasping its meaning and fostering its 

continuity. Extrapolating this idea, my career as an architectural designer is 

the project being assembled, and the decisions in terms of practice and edu-

cation help shape the identity of said career. 
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Collective Memory and Place Identity 
as guidelines for Urban Renewal
Or how to ground an architectural intervention in a contextual manner



“The first responsibility of the architect is always to the inherited landscape 

or urban setting; a profound building has to enhance its wider context and give 

it new meanings and aesthetic qualities. Responsible architecture improves 

the landscape of its location and gives its lesser architectural neighbors new 

qualities instead of degrading them.” 

(Pallasmaa, 2012, p. 20)

The goal of this text, which is nothing more than an articulation of the pre-

occupation on how to responsibly conceive of an architectural intervention, is 

to lay the foundation for a framework, a process for how to tackle an architec-

tural brief. The personal infatuation with collective memory and place identity 

stems from an intuition of what qualities define a successful or interesting 

place. Seeming as the environment is a result of previous actions, it is intuited 

that whatever it is that defines a place is a result of the past, a historical no-

tion, and hence, the interest in preservation. The development of this interest 

leads to an exploration of several texts that delve into context as a generality, 

dealing with specific ideas of regionalism, the experiential (phenomenology), 

the political and economic paradigm (governmentality) and, with it, the actors 

(stakeholders) that influence the change in the environment.

“One can say that the city itself is the collective memory of its people, and 

like memory it is associated with objects and places. The city is the locus of the 

collective memory. This relationship between the locus and the citizenry then 

becomes the city’s predominant image, both of architecture and of landscape, 

and as certain artifacts become part of its memory, new ones emerge.” 

Aldo Rossi in Architecture of the City
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Reflecting on the history of cities, it could be argued that they are evolu-

tionary entities that witness how their inhabitants shape their milieu through 

a series of events, of which the most transcendental go on to compose the 

collective memory. This continuous process of change within the built envi-

ronment appeals to the anti-evolutionary human condition of adapting the 

environment to their needs, which in turn is a manifestation of the historical 

development of society.

The city then serves as a container for collective memory; through the 

preservation of a set of urban pieces that evoke historicism, the physical envi-

ronment is able to convey distinct ideas that identify each place. As a concept, 

place is understood as a mechanism to perceive and understand space, it is 

an emotionally delimited area where an individual or a group maintain a sense 

of connection; it is considered as the origin of identity and human experience 

(Birol Akkurt 2012, 64). In turn, place identity is a way of expressing identity 

through a physical environment, it is a manifestation of both collective and 

individual memory, a psychological structure that arises from the attempts of 

each individual to regulate their environment (Birol Akkurt 2012, 64). The ac-

cumulation of individual identities into a shared space is what comprises the 

construction of collective memory, of society. A lack of, or a detachment from, 

a common identity results in a place which no one claims, no one protects, 

no one cares for. The focus is then on understanding that a space is subject 

to temporality, an intervention should acknowledge the history of a place by 

grasping its meaning and fostering its continuity (Pallasmaa 2012, 20).

Bearing this in mind, the need to regenerate urban sectors that have de-

teriorated over time appeals to the contemporary necessity of consolidating 

compact and denser cities, for reasons of sustainability and efficiency, to  

improve environmental and social quality. In accordance with this, an archi-

tectural intervention must increasingly deal with issues of urban renewal to 

adapt the existing structure, or fabric, to the needs of its time. Among several 
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preoccupations that arise from waging redevelopment against preservation 

and place identity, the destruction of the urban image through a disconnection 

with the context in which the intervention is carried out is of great concern. An 

abstraction of the place may result in a generic response, which can lead to 

disorientation, alienating the inhabitants of an area, itself leading to a process 

of gentrification (Burdett 2012, 93). 

By intuition, it is then only normal to try to relate an architectural interven-

tion to its site first through a mimetic response. This instinct, which alludes 

to the romantic character of regionalism, must be challenged as to avoid a 

merely nostalgic evocation of the past (Colquhoun 2007). The intent would be 

more closely related to the notion of critical regionalism (paraphrased from 

Tzonis and Lefaivre in Alan Colquhoun’s text) which aspires “to create resis-

tance against the merely nostalgic return of the past by removing regional 

elements from their natural contexts so as to defamiliarize them and cre-

ate an effect of estrangement” (Colquhoun 2007, 18). Having attempted to 

delve into the practice of abstracting contextual references, as explored in 

some of the projects presented in the appendix of this work (especially in 

the DRAMA studio project), when thinking of how to allude to a contextual 

condition, it is challenging to strike a balance between the nuanced and the 

anecdotical. Therefore, it might be best to somehow focus on one element at 

a time, acknowledging the dangers of reductionism, but attempting to clarify 

and strengthen the main concept. Whether that be an idea pertaining to scale 

(as explored in the Drama studio project), form (as attempted in the rural Arts-

cape studio with the gabled roofed structures), or in exploring the possibilities 

of materiality (something which I have not attempted). 

The aforementioned preoccupations are then condensed into a question: 

How should urban renewal (redevelopment, regeneration) be approached 

from a perspective of conservation and or enhancement of place identity that 

would facilitate a coherent intervention towards the character of a place? 
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To address this, secondary questions arise: What is interesting about a 

place? What do people associate with it? What about it is it worth preserving? 

What effect does the redevelopment of a particular place have on another 

one (e.g., when gentrification occurs, a population relocates affecting a sec-

ond place)? Leading to, how can new activities be generated to complement 

the dynamics of a place, in such a way that the appearance of a new popula-

tion is encouraged, without it alienating and displacing the original inhabitants 

of the site?

In order to employ place identity as one of the determining factors to con-

sider for an urban intervention (regardless of scale), it is necessary to be able 

to conceive an objective process for its analysis, therefore it is proposed to 

expose (through bibliographic research) different points of view that allow the 

concept to be broken down into its basic characteristics. 

Through his text titled “Reconstitution of the Place Identity within the Inter-

vention Efforts in the Historic Built Environment”, Birol Akkurt seeks to break 

down and define which factors constitute the connection between people 

and place; the first one comprises place attachment, while the other is col-

lective or cultural memory. Place attachment comprises six symbolic forms 

that connect people with their space: historical connections or through family 

legacy, connections due to loss or destruction of land, economic connections 

such as property, inheritance or politics, universal connections through re-

ligion or spirituality, connections through festivities or cultural events, and 

connections through stories or oral traditions (Birol Akkurt 2012, 64-5). The 

analysis of these components allows an assertion of the position of people 

towards their environment, through which it is possible to explain the reason 

for the situation of the site, either its decline or its success as an urban image.

On the other hand, cultural or collective memory is broken down into three 

groups of variables: socio-demographic, emotional ties to the place, and 

the presence of urban reminders. The socio-demographic variables include 
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education, age, residence time as well as its extension (referring to the gener-

ations that inhabited the place); this is intended to illustrate the multicultural 

past of the site. Emotional ties, such as place attachment and place identity, 

are distinguished by ethnic, national, and local identity, appeal to interest in the 

historical past of the place and individual experiences. Finally, urban remind-

ers make up the built environment, they offer knowledge and establish links 

with the historical past, inciting to know it to recognize the collective memory. 

The main function of these urban reminders is to serve as visual references 

that shape the feeling of place. (Birol Akkurt, 2012, p. 65). The identification of 

these concepts allows an approximation to some qualitative guides for the 

creation of a process of valuation of the urban environment.

The urban environment is then a piece of primordial character within the 

social and historical system, for which it is constantly undergoing a process 

of change. The change or evolution of the urban fabric occurs through three 

main types of intervention: renovation, transformation, and demolition. In 

turn, these change processes occur under different approaches such as cul-

tural strategies, sustainable development, and economic growth (Birol Akkurt, 

2012, p. 66). However, whatever the approach, it must consider the continuity 

of the identity of the site and the conservation of the collective memory that 

grants it its meaning.

From these positions it is intended to obtain knowledge to generate a 

method of analysis that serves to define a proposal for the sustainability of 

an urban image. To start addressing these concerns, a few guidelines for the 

challenges that a regenerative intervention must dwell upon are laid out:

• Avoid the practice of telescopic urbanism, which is defined as one that 

seeks rupture and instantaneous intervention instead of supporting itself in 

the assimilation of the character of the place (Burdett 2012, 93) . It refers to 

the abstraction of the space to intervene and therefore to the disconnection 

from the context that evokes a feeling of disorientation (non-place).
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• Maintain the population group that inhabits the region in hopes of avoid-

ing a process of gentrification. Who is the intervention for? Urban regeneration 

seeks to solve the problems of the environment, not to avoid the problem by 

modifying the daily dynamics of the site and the population group in question.

• Urban renewal seeks a heterogeneous character for the city that allows 

a reading of the historical processes that make up the collective memory and 

thus enrich the identity of the site. An urban regeneration project must pre-

serve the heterogeneity of the city.

These challenges relate to the main issue identified as the rupture or de-

struction of the identity of the place. The research seeks to argue how this 

may be one of the most determining factors for the success or failure of the 

intervention: the fact that the users are not able to identify with the place can 

result in its abandonment and deterioration. Thus, what makes people claim 

a place as their own?

This preoccupation leads to a reflection on which are the actors who 

shape space (or cities), personal inquiries had previously centered on an ex-

periential side, regarding a perception of space by evaluating its qualities and 

their effects on the individual as a part of society. The focus had been limited 

to the effect of the architect over the built environment, and the implications 

of their actions over an individual as part of a larger group. In attempting to 

delve into this a bit further, professional practice exemplifies how the architect 

is just one of the actors in the broader process, most of the time not being 

involved until the last stages. When an issue is identified, and a program that 

could address it is selected, most of the time, it goes through several players 

which ultimately transform it into the brief that reaches the architect. Several 

political, economic, and cultural factors influence the built environment.

Likewise, a notion of plurality and contested narratives which evolve 

into disputes over space is also present. By considering the larger groups, 

the question might turn on its head; maybe some spaces do not shape the 
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identity of people, instead a group wants to imprint their own identity into a 

new development, and the process by which a consensus is reached is an-

other topic of evaluation. An alternative question then might be: how can a 

notion of collective memory be employed for the development of a site and 

the creation of place identity?

The conclusion to this reflection provides a series of questions as a start-

ing point for a method to start addressing an architectural brief:

• What is important about this site and for whom is it important, what 

works here?

• What aspects are considered to be valuable (aesthetic, historical, contex-

tual ...)? What is the cultural significance of the piece or the site?

• How are the urban reminders of the site defined, what makes them 

special in their environment? Are there pieces that seem out of context and 

therefore act as an obstacle to a possible urban renewal?

• Is the part or environment still relevant in terms of functionality? Has it 

become obsolete in terms of its original use? Could it be modified to enhance 

the present and future dynamics of the place?

• What is the role of the site within an urban scale context? Are there prob-

lems of connectivity, activity, etc?

• Is there a renovation plan in place for the site? What are your inten-

tions (approaches: cultural strategies, sustainable development, economic 

strengthening)?

• Is the urban image at risk, what problems does it face? What would 

happen if it were affected (results such as gentrification, deterioration of the 

physical environment due to lack of life dynamics)?

This open reflection only attempts to serve as a conscious reminder of 

how to approach an architectural project, it is certainly not the only valid way, 

but it could be stated that it is a responsible way.
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Appendix of projects

The following selection of projects represent a range of explorations com-

pleted during the extent of my Master of Science in Advanced Architectural 

Design at Cornell University’s College of Architecture, Art, and Planning. In an 

attempt at achieving a notion of objectivity, trying to counter the fallacy of the 

author and the subjective lens (intentional fallacy or authorial intent), each 

project seeks to ground its narrative through research to address their topic 

through a consideration of the theme of identity and the general question of 

“for who”. Whether this be from the history of the place or the environmental 

qualities, each project attempts to foster an imaginary of the identity of the 

places being intervened.
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Fall 2021 / Option Studio
Instructors: Florian Idenburg, Karilyn Johanesen
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A dramatic mediation between the mimetic and the megalomaniacal 
(context versus program)

Dichotomies of the Dramatic



The studio titled “DRAMA” proposed an exploration of dramatic techniques 

with the purpose of extrapolating them into the construction of an architec-

tural intervention. 

The first exercise consisted of finding a site where one could stage a 

performance coherent with the character of a certain theater genre. The in-

tervention was based on Brecht’s epic theater principles of alienation and 

subversion of expectations for social commentary, which are abstracted into 

a ritual bound to an architectural gesture. 

The site of St. John’s Park in TriBeCa is selected as an example of limin-

al space; inherently alienating but paradoxically bound by the activity of the 

traffic. Seeing as the park is currently inaccessible, a ramp which emerges 

from the middle of the existing pedestrian bridge is implemented to bring the 

audience into the circular space of the park. Once in, they are then prompted 

to turn around an realize that the surface they just walked on to get there is 

the stage where the play will be performed. The act of having the audience 

stepping on the stage is meant as an alienating device in reference to Brecht, 

to call attention to the ritual of the play.
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SW Axonometric view of the “Framing” exercise for an “Epic Theatre” play in an urban environment

Santiago Vasquez Carvajal
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NW Axonometric view of the “Framing” exercise for an “Epic Theatre” play in an urban environment

Dichotomies of the Dramatic
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Collage perspective of the intervention

Dichotomies of the Dramatic
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The second exercise was a reversal of the logic of the first. A site in Fort 

Greene was now assigned and a story would have to be proposed to repre-

sent in three frames. The staging of the narrative would convey the moods 

of three moments of the story selected, in this case (and purposely keeping 

on with theme) Bertolt Brecht’s Mother Courage and her Children is selected.

The first frame portraying the intervention of the site is meant as a repre-

sentation of what could’ve been there once in allusion to the constant struggle 

of Mother Courage. The idea is to speculate on the morphological composi-

tion of what was there before the vacant plot of the gas station, referencing 

mother courage’s loss of her son to the war effort.

The second setting has the audience looking back towards the corner of 

the site, towards the exterior context and seeing a mesh, a form of scaffold-

ing representing a condition of entrapment, the outside is visible but veiled. 

This is intended to convey the feeling Mother Courage experiences as her 

second son is murdered while she tries to come to terms for his release with 

the opposing army.

The third setting, with the flame in the background and the now dark atmo-

sphere (alluding to night, as this is open space), is meant to convey a sense 

of general dread among the destruction. The non-resolution of Mother Cour-

age’s narrative is evident when her daughter is killed while trying to save the 

town in which they’re housed from an attack. The story ends with mother 

courage now pulling her cart on her own while at the beginning she had the 

help of her children.
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Representation/allusion of the past Progression/Entrapment
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Progression/Entrapment

Triptych of the Staging exercise

Destruction/Sacrifice

Dichotomies of the Dramatic
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Images of the model employed to produce the Triptych of the Staging exercise

Dichotomies of the Dramatic
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The third act prompted to condense the techniques of the previous two exercises into 

an architectural program. A mixed used complex comprising a theater, a new home for 

the Soho Repertory company, and artists residences. 

In attempting to arrange the program in the given site, the mimetic intuition is predom-

inant, however it is confronted with the megalomaniacal implication of the program. An 

exploration into Magritte serves to define the mimetic intention as: 

“Everything we see hides another thing, we always want to see what is hidden by what we see. 

There is an interest in that which is hidden and which the visible does not show us. This interest can 

take the form of a quite intense feeling, a sort of conflict, one might say, between the visible that is 

hidden and the visible that is present.” Magritte referring to his painting “The Son of Man”

 Soho Rep. throughout its history has appropriated a space which has informed their 

performances and practice, what would they be appropriating here? Pondering how to 

inhabit a notion of the historic, the inclination to somehow complete the missing piece of 

the block is manifested only through a frame that would provide a sense of scale, a mask 

that could conceal, catering to the curiosity of those who attend the ritual of the theater, 

but also trying to blend into the quotidian character of the place. The frame, and its mesh, 

are meant to diffuse the image of the orb like structure behind it, attempting to present 

conflicting perceptions of depth as depicted in Magritte’s painting, “The Blank Signature”. 

The second condition is a reference to the painting, “The Listening Room”, where an ob-

ject has been blown out of scale inside a room with the intention of portraying the tension 

of the scale and hence convey a megalomaniacal theme. The dramatic artifact of trying 

to subvert the audience’s expectations arises as the general concept for the intervention:

“If one looks at a thing with the intention of trying to discover what it means, one ends up no lon-

ger seeing the thing itself, but of thinking of the question that is raised.”  

The interpretation of the image was a denial of its mystery, the mystery of the invisible. 

Magritte’s images are to be looked at, not into. The same intention is meant for the theater 

at the corner of Myrtle and Vanderbilt, a nuanced reference to a contextual condition that 

then presents a conflicting internal situation for the ritual of going to the theater, Brecht’s 

alienation effect condensed into an architectonic gesture.
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West part of the site

North part of the site
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Sanborn map of the site issued 1884 - 1936, taken from NYPL digital collection

Dichotomies of the Dramatic
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“The Listening Room”, 1952 - Rene Magritte

“The Blank Signature” - Rene Magritte
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General Site Plan

Dichotomies of the Dramatic
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Corner perspective in context

Santiago Vasquez Carvajal



32

Ground Floor - Lobby, Café, Box Office, Community room

Dichotomies of the Dramatic
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Alley perspective denoting the tension between the object and the room
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Mezzanine level - Green Room, WC, offices

Dichotomies of the Dramatic
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Alley perspective from Vanderbilt, residences and object
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Theater level - pre-function, stage, offices

Dichotomies of the Dramatic
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Perspective from pre-function space showing the intended light distortion of the facade
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Theater void level - control/projection booth, offices

Dichotomies of the Dramatic
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Perspective from pre-function space showing the intended light distortion of the facade
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Theater void level - control/projection booth, offices

Dichotomies of the Dramatic
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Longitudinal Section through theater

Dichotomies of the Dramatic



Fall 2020 / A+D Studio
Instructor: Jeremy Foster
With: Demetri Lampris
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From a monumental to a memorial narrative,
or what to do when monuments are no longer wanted, 
or how to re-purpose a memorial for a reinterpretation of history

Monument(al) Afterlives



History is constantly being maintained, curated, reinterpreted through the lens of the 

present, continually influencing how society perceives the past. This notion has reached 

the mainstream through the debate about how to deal with the monuments to the con-

federacy, itself intensified in light of the protests for racial justice brought upon by the 

murder of George Floyd in May of 2020. As local governments scrambled to remove 

most of the monuments to appease the sentiments of the protestors, the issue remains: 

What should be done with an artifact of remembrance (a monument) when the histori-

cal narrative it is alluding to is being contested? 

Most of the monuments to the confederacy have just been dismantled in a way, their 

statues removed and stored in non-descript locations; while their pedestals, podiums, 

the architectural components that associated them to a place, remain at their sites, 

damaged in the aftermath of the protests. This sort of profanatory act served as a pause 

in the narrative; while the figures await a decision which will see them either relocated, 

destroyed, or even restored to where they were; the debate does not seem to consider 

what will happen with the physical space (the place) that was usually defined by the 

presence of these monuments.

As an attempt to address this hole in the discussion, this project inclines towards 

preservation as a means of shaping the narrative; removal and destruction, even reloca-

tion, might result in an erasure or de-escalation of history.

In contrast, the proposal attempts to re-signify the image of the monuments by sup-

pressing the monumentality from their compositions, and its celebratory connotation, 

to transform them into memorials, artifacts which do not celebrate an idea, but seek to 

provide remembrance to a contested present in hopes of preserving place identity.

In pondering how to re-purpose the monuments, burying them seeks to recall both 

the haptic implications of memorials, embodying the death of the ideas these figures 

represented, while creating a place of remembrance. This newly defined place would 

address the necessity of preservation for the next generations, and, maybe, for a second 

life for the statues.
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“Stonewall” Jackson
The soldier’s tombstone

“Stonewall” Jackson
The soldier’s tombstone

Jefferson Davis
The Modern Ruin

Jefferson Davis
The Modern Ruin

Matthew F. Maury
The Water Grave

Matthew F. Maury
The Water Grave

Robert E. Lee
The Pedestal-Sarcophagus

Robert E. Lee
The Pedestal-Sarcophagus
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J.E.B. Stuart
The vantage point

J.E.B. Stuart
The vantage point

Robert E. Lee
The Pedestal-Sarcophagus

Robert E. Lee
The Pedestal-Sarcophagus
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Monument(al) Afterlives
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Initially intended as a catalyst for urban development, the monument boasts the largest pedestal, as well as 
the biggest statue. A legal battle between local residents and the governor delayed the removal of the last con-
federate statue on Monument Avenue, as the land where the monument rests was given to the state under the 
condition that “she will faithfully guard it and affectionately protect it”. 
The proposal seeks to keep that promise by re-purposing the material and elements of the pedestal into a sort 
of sarcophagus that would preserve the statue while keeping it on site. The footprint of the pedestal would be 
inverted into a gravestone for people to walk on the hollow floor, implying that something is beneath them. This 
intervention speaks to the necessity of preserving the history of the place while re-signifying the monumen-
tality into remembrance, as what was once used to hold it up, would be transformed into what holds it down. 

ROBERT E. LEE -The Pedestal-Sarcophagus

Santiago Vasquez Carvajal
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Image of the monument in the aftermath of the protests

Proposed intervention as a memorial and place of manifestation above the Pedestal/Sarcophagus

Monument(al) Afterlives
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J.E.B. Stuart was a cavalry commander recognized as “the eyes and ears of the confederate army”, a title 
which alluded to his reconnaissance work. His statue was the second one to be placed on Monument Avenue, 
marking the beginning of the morphology of the street, as he was meant to gaze upon incoming traffic from 
downtown Richmond. In a reinterpretation of his title, the statue is rotated to look towards his superior and 
lowered, almost buried, but allowing his “eyes and ears” to remain above ground. As a finishing gesture to the 
green median of the street, the geometry and materials of the monument’s pedestal are converted into a slope 
that provides a vantage point for pedestrians to look over the statue and enjoy the view towards the city center. 

J.E.B. STUART - The vantage point

Santiago Vasquez Carvajal
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Image of the monument and site before the protests

Proposed intervention as a memorial, the “Vantage Point”

Monument(al) Afterlives
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JEFFERSON DAVIS - The Modern Ruin

Jefferson Davis, who served as the president of the Confederate States, boasts the most spatially complex 
monument on the avenue. Besides his own statue, the shrine is composed by thirteen Doric columns arrayed 
in a semicircle representing the eleven seceding states, and two that sent delegates but did not. One more 
massive column, located in the middle, supports Vindicatrix, a female figure meant to represent the emblem 
of Southern womanhood. 
The proposal consists of deconstructing the architectural elements into a ruin to symbolize the idea of the lost 
cause. The large column is spread on the ground in pieces, while only one of the thirteen columns remains 
standing, symbolizing the state of Virginia. The other twelve have been repurposed to give shape to a prison-like 
tomb for Jefferson Davis’ statue, alluding to his real-life imprisonment.

Santiago Vasquez Carvajal
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Image of the monument and site before the protests

Proposed intervention as a memorial, the “Modern Ruin”

Monument(al) Afterlives
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STONEWALL JACKSON - The soldier’s tombstone

Thomas Jonathan Jackson was the best known commander of the Confederate army after Robert E. Lee. 
He earned the nickname “Stonewall” after the First Battle of Manassas on July 21, 1861, due to his tenacity in 
standing his ground in the face of the enemy. Shot at by mistake by a group of soldiers from another regiment 
while returning to camp, he would die of complications from his injuries eight days later. The intention is then 
to construct a reinterpretation of a soldier’s grave where he is contained, much as his superior, in a hole with 
the geometry of the pedestal. As a sign of respect, he is exposed on the top in a sort of open casket memorial, 
signaled by a gabion tombstone (a literal “stone wall”) with the word “Jackson” laid in front.

Santiago Vasquez Carvajal
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Image of the monument and site before the protests

Proposed intervention as a memorial with the stone wall tombstone.

Monument(al) Afterlives
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MATTHEW F. MAURY - The Water Grave

Matthew Fontaine Maury, the “Pathfinder of the Seas”, served as an officer in the Confederate navy, but he was 
best known for his research in oceanography, meteorology, and cartography before the Civil War. His work 
though is inseparable from his vision of a pan-Caribbean empire based on slavery, an enticing notion for those 
evaluating the viability of an independent Confederate nation. 
This Monument has the statue seated below a globe nestled in swirling waters depicting figures who are suf-
fering the storm; Maury is supposedly pondering ways of alleviating their troubles. The proposal consists of 
putting him underwater so he can dwell on the problems while experiencing them himself. For this, he is placed 
at the bottom of a fountain composed by the footprint of the pedestals, while the globe is partially submerged 
allowing him to look more closely at the ocean and the winds he once wanted to rule.

Santiago Vasquez Carvajal
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Image of the monument and site before the protests

Proposed intervention as a memorial with the fountain and the globe sunk in the water.

Monument(al) Afterlives



“We erect monuments so that we shall always remember, and build memorials 
so that we shall never forget.” [...] “Monuments commemorate the memorable 
and embody the myths of beginnings. Memorials ritualize remembrance and 
mark the reality of ends.”

These words, stated by philosopher of art Arthur Danto in an article ad-

dressing the Vietnam Veterans Memorial in Washington, speak to the main 

idea of this project which acknowledges that these figures should no longer 

be celebrated, but they shouldn’t be allowed to be forgotten. Instead, they 

could be repurposed, as what may happen to a historical building, to convey a 

new interpretation of the past, one that may try to mark the end of an era, like 

that of white supremacy. 

Bearing in mind that this is the result of ten days of work, we are aware of 

the implications of such strong (sometimes blunt) gestures towards a very 

delicate subject, and agree that the best path, for now, is to dwell on the pause 

and let time guide the outcome. However, this is an idea which we feel should 

move forward, the removal of historical pieces from a place should be con-

sidered in the terms of the wider narrative, but keeping in mind the identity of 

the place. As Marshall states in her article “Making Sense of Remembrance” 

(itself quoting others in p.43): “Place is closely bound up with remembrance. 

It is the site where the past and the present meet and it is the terrain through 

which ideological and symbolic struggles are played out”.

The proposals presented here subscribe to this idea of remembrance be-

ing tied to a site and, as such, they seek to address a matter of preservation 

of history as a means of shaping the narrative, removal and destruction, even 

relocation, might fall into the trap of erasure or deescalation. In contrast, this 

project attempts to resignify the image of the monuments by suppressing the 

monumentality of the composition, while alluding to the historical features of 

the subject being portrayed. 
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Edit of Robert Venturi’s and Denise Scott Brown’s, “I am a Monument” drawing from “Learning from las Vegas”, 1972

Monument(al) Afterlives



Spring 2021 / Option Studio
Instructor: Alessandra Cianchetta
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Dichotomies of the Modern and the Vernacular for reinterpreting an 
urban domesticity in the countryside

Countryside Artscape



 Urban vs Rural (semi-rural, there’s only extended urban in the Anthropocene?)

Located north of Millbrook amongst the rolling hills of Dutchess county, 

the 100-acre site which features open fields, dense forests, stone walls, rock 

formations, ponds and lakes; as well as distant views to the Catskills and the 

Hudson River, dwells between the dichotomy of the idyllic rural life and the 

grip of the highest exponent of urban society that is New York City. 

The plot is speckled with some existing structures: a colonial farmhouse, 

originally built in 1830 which has had an interior remodel with open spaces; 

a studio barn on the highest point of the property, currently used as a library 

and workspace; and a red farm barn, currently being used as a car garage 

and for storage. The owner is also building a new residence of approximately 

4,000 square feet, single floor, and flat roof. The house will have a long hall-

way (approximately 30 feet) for displaying art, as the owner has an extensive 

art collection, as well as a furniture collection, and needs significant storage 

space and exhibition space. He is also thinking of expanding his current Stu-

dio Barn on the hill into a broader structure for artist residencies.

Vernacular vs modern (materials, forms…)

In analyzing the site, an insinuation of the axiality of the urban cardo-de-

cumanus grid is perceived by the placement of the existing buildings with 

their gable-roofed faces in a parallel way to each other. Visually, this provides 

a sense of location as well as scale to the site. There is a visual relationship 

that reminisces an urban condition, even if the physical relationship remains 

characteristic of the countryside. 
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The Masterplan (axialitity vs geography)

The masterplan then proposes an expansion of this concept of the frag-

mented domesticity by adding more “rooms” on the extension of these axis to 

accommodate the program of the art collection. The idea then tries to dwell 

between the dichotomy of the vernacular (representing the domesticated na-

ture of the rural landscape and the act of escapism from the urban and into 

the self), and the modern (representing the urban condition of human society).

A formal allusion to the vernacular is made through the adoption of the 

gabled roof as the main image of the proposed structures. The opposition 

to the flat roof seeks to manifest spatially the denial of the urban condition 

where it is common to stack spaces on top of each other for the sake of den-

sity. In contrast, the idea of the rural is expressed through the lack of adjoining 

spaces; architectural elements are employed mainly to mediate between the 

inside and the outside.

Analytical site model
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Master Plan - Composite

Artist Studios Gallery Storage Feast / Event

Countryside Artscape



The conceptual intention of the gallery is to produce a promenade that 

mediates between the exhibition of the artwork in an optimal condition, while 

reminding the audience of the surrounding rural setting by providing snippets 

of the exterior landscape. The images displayed on the drawings are excerpts 

from an exhibition proposal titled “African Photography from Colonialism to 

Today” meant for the Circulo de Bellas Artes in Madrid. The gesture concen-

trates in not having intersecting exhibition walls to provide a visual release 

towards a view of the landscape at each end of the space. The circuit of the 

exhibition culminates in an expansive view to the north were the visual rela-

tionship of the axis between the gallery and the existing buildings is evident.
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Gallery

Gallery - Ground Floor Plan

Countryside Artscape
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Gallery Building - Front View

Santiago Vasquez Carvajal
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Gallery - Isometric view - SW

Gallery - Isometric view - NW

Countryside Artscape
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Gallery - Transversal Section Cut

Gallery - Interior View - To West

Santiago Vasquez Carvajal
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Gallery - Longitudinal Section Cut

Gallery - Interior View - To East

Countryside Artscape
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Gallery - Interior View - To South

Gallery - Interior Elevation - East Wall

Santiago Vasquez Carvajal
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Gallery - Interior View - To North

Gallery - Interior Elevation - North Wall

Countryside Artscape



The second structure, intended as a storage space, is placed near the 

main road for ease of use. The gabled face is placed perpendicular along the 

axis of the existing residence and red barn, with which it interacts by its place-

ment in a diagonal condition.  Towards the back the storage area rotates 45 

degrees to align with the road while revealing a smaller volume employed for 

administrative spaces.

The third structure, located at the top of the lake, is a pavilion meant to be 

used as an event space, a feast folly or for informal exhibitions. The gabled 

face is equally placed perpendicular to the main axis while the base and roof 

separate horizontally along an arc towards the back. This creates a covered 

exterior space facing the lake.

The last structure would consist of a library with artist studio spaces 

placed at the opposite end of the East-West axis, in a more private area of 

the site.
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Storage Building - Ground Floor Plan

Storage

Countryside Artscape
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Storage Building - Back View

Santiago Vasquez Carvajal
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Storage Building and Existing Barn - Isometric view - SW

Storage Building and Existing Barn - Isometric view - NE

Countryside Artscape



Undomesticated nature vs domesticated nature

The conception of the countryside then comes from the understanding of 

domesticated nature, of landscape as a construct. The Anthropocene has re-

duced the idea of nature to an act of retreat from action, from the urban, from 

society. This quality of escapism manifests in how land that was previously 

used for farming now resembles a deconstructed urban dwelling, consisting 

of a series of “rooms” scattered on a maintained landscape.   

77



78

Countryside Artscape



Fall 2020 / Architecture and Urbanism Studio
Instructor: Jesse LeCavalier
With: S. Atwhal, C. Chen, I. Crouch
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The Journey of Coffee and a Food Hub for Rochester NY
Alimentary Infrastructures



The infrastructure of the food system resides between invisibility and 

monumentality. The commodification of products pushes processes to their 

limit. This results in over scaled buildings informed only by profitability and 

efficiency. The infrastructure of the food system remains invisible because 

we do not want to see what it houses; it satiates the human primal needs in 

the most inhuman ways. How can we begin to incorporate these logistical 

chains into an urban dynamic? How can we understand and assimilate these 

processes into a quotidian notion, accepting them as a part of our culture?

The logistical chain of coffee is analyzed to provide an example of an al-

imentary infrastructure that could be integrated into an urban dynamic by 

re-appropriating unused infrastructure, such as the waterway of Richmond 

with the historic bridge. The goal of the speculative exercise is to re-distribute 

coffee profits more equitably to include the growers and reduce the ecologi-

cal impacts of the coffee infrastructure by centralizing the coffee distribution 

process following the import stage.

To accomplish this the program is placed in the required order & combined 

into linear plan components, with areas growing or shrinking as required via 

circular forms in plan. The section is comprised of a series of separate ele-

ments with programs occupying both the volume and resulting void space. 

The logic of the separate volumes enables further growth through the addi-

tion of new/different elements. The intersection of the plan and section logics 

result in specific forms that complement the program and promote synergies 

between different zones of the building.
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Axonometric Diagram depicting the journey of Coffee

Alimentary Infrastructures
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Urban Plan - River Connection between the two sites
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Axonometric section of the Coffee Hub

Coffee Lab Bean Bank Roastery Barge Loading Food Hub

Alimentary Infrastructures



Fall 2021 / Architecture and Discourse elective
Instructor: Elisa Iturbe
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Overcoming Carbon Form through sacrificial nature
A Post Carbon St. John’s Park



To overcome is to “succeed in dealing with a problem or difficulty.” Understanding the 

implications of dealing with carbon form, the idea behind the intervention is to subdue 

the logic of the carbon paradigm by reclaiming the space that was surrendered to ac-

commodate it. St. John’s Park is currently only a park by name, a remnant of its history. A 

formal intervention to reclaim it could be considered as an idea to overcome the carbon 

logic that modified the morphology of the area.

The first signs of development into what the area is today hark back to the 1700s, 

when the land was leased to Trinity Church who used it as farmland until the early 1800s. 

The first attempt of urbanization was when Trinity Church decided to create a square, 

a private park for the neighboring high end residences they were trying to lease for 99 

years and ended up selling (think of it like Gramercy at some point). To attract buyers, 

in 1803 Trinity began building St. John’s Chapel, on the east side of the square (Varick 

Street). The park was introduced to entice the possible residents into moving there, open 

space as an instrument of capital.

The decline began in the late 1840s and early 1850s when many neighborhoods 

around it and in nearby Lower Manhattan lost their wealthy residents, who began to 

move uptown. In particular, Cornelius Vanderbilt laid railroad tracks for the Hudson Riv-

er Railroad along the west side of the square in 1851, St. John’s Park owners began to 

leave in large numbers. In 1866 Trinity sold the park to Vanderbilt for $1 million, in 1867 

he started construction on “St. John’s Park Freight Depot”. The 1867 train depot was 

razed in 1927, and was used as a truck yard before becoming the eastbound exits of the 

Holland Tunnel.

The intervention attempts to subvert the extractivist/productive logic of the carbon 

paradigm by claiming the open space as a contemplative area. The idea of creating a 

wild oasis, off limits to human intervention is a reference of the concept of the third land-

scape, as explored by Gilles Clement. The intention is to take the piece of land out of the 

market dynamic as an act of sacrifice, a memorial to the carbon paradigm that perpetu-

ated its condition through the onset of the anthropocene. 
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Classified Green Spaces of lower Manhattan

Santiago Vasquez Carvajal
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Post Carbon St. John’s Park

Figure ground diagram of the flow of traffic into and out of the tunnel
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Axonometric section of the Coffee Hub

Post Carbon St. John’s Park
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Post Carbon St. John’s Park
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Post Carbon St. John’s Park
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