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Preface	  

I have always been fascinated with time and memory. As a young child, my 

best friend was my grandmother - a 90-year-old woman born in the Ottoman Empire. 

As an immigrant to America who was witness to a particularly tumultuous 20th 

century, she was woman who saw a variety of cultural eras evolve and change, and 

had an intimate acquaintance with the complexities of time and the myths and stories 

that surround it.  My earliest memories are her storytelling of bygone days. These 

stories transported me to impossibly unreal near histories and lands across the sea 

bathed in sorrow, conflict, and spiritual beauty. The past was as much a reality as the 

fiction of dreams. 

 I also grew up in an activist environment. As a gay Christian, Palestinian-

American I have had to bridge a number of different identities that put me at odds 

with dominant histories and power systems. Even as a Palestinian – an often maligned 

ethnic group- I am part of a tiny dying culture of Arab-Christians who are set to 

disappear in historical Palestine in the coming century. Even as an American – from 

my mother’s lineage- I am from an increasingly rare family who has history dating 

back to the early settlers and pioneers of the pre-revolutionary American South. And 

today, growing up in the post 9/11 world, out of necessity sometimes rather than 

choice, I am a participant in a variety of countercultural narratives because of my 

numerous juxtaposed identities.   

My personal art practice has delved into issues of counterculture narratives 

dealing with memory and change over time. In conjunction with Ali Ribelli – a global 

art collective - I presented a series of colleges that purposely defaced currency with 
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countercultural narratives. This culminated as part of an exhibit titled “the Art of 

Rebellion” hosted by The Museo del Brigantaggio in Itri, Italy. My series “Of 

Refugee, Of Home” presented at the Al-Quds Gallery in Washington, DC presented a 

series of collaged portraits, paintings, and installations using found materials as the 

primary material. Accompanying the art were personal narratives of family members 

and their overlapping and juxtaposed American and Arab narratives delving into the 

contradictions of memory and myth.  Surrealism and otherworldly art has entered my 

repertoire in a series of paintings based on the idea of dreaming and formulation of 

future myths at “Palestine: Memories, Dreams, Perseverance, United Nations 

Northeast Gallery” presented at the United Nations Northeast as a part of solidarity 

with the Palestinian people. 

 Lastly, my interest in this topic is completely indebted to my undergraduate 

education in sociocultural anthropology and fleeting career objective in pursuing a 

PhD on the subject.  In my coursework, I not only did ethnographic fieldwork that 

allowed me to encounter issues of conflicting ideas of time, memory, and place but I 

also investigated the relationship between how urbanization conflicts of memory –

like right to the city arguments and gentrification- are as much about actual 

displacement as they are about conflicts of memory. Accompanying this was 

coursework that explored how societies and nations formulate myths, religion, and 

belief systems at the individual and collective level to arrive at their idea of what their 

community and city represents.  

In a sense, this entire thesis is a visualized reflection of this deep interests in 

anthropology layered with my artistic practice and my own personal narrative dealing 
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with memory, myth, and preservation of countercultural memory. What may at first 

appear as a detached, academic translation of memory into architectural form is, in 

reality, a deeply personal journey trying to come to terms with what it means to be 

part of a variety of countercultures and alternative histories that perhaps will one day 

be lost to time. In this way, the memory collector is a lens into my earnest hope that 

such memories and stories of my own unusual countercultures and stories do not fade 

away and disappear but instead have a voice to inspire, teach, and reflect into the 

present and future.   
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Figure 2: “The 

New Palestinian 

Shekel”. A 

mixed media 

work that 

juxtaposes 

national 

narratives in a 

hybrid new 

currency 

Figure 1: A work present an "Of Refugee, Of 

Home", exhibits dealing with personal memory and 

myth 

Figure 1: The Cranes, a mixed media 

work reflecting upon dreams, memory, 

and future worlds presented at the 

exhibit Palestine: Memories, Dreams, 

Perseverance at the United Nations 

Northeast Gallery 
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Introduction	  

The following document carries fourth and begins the discussion of memory, 

adaptivity, and evolution of time in architecture through a series of short theoretical 

investigations and case studies. Ultimately, the body of theoretical research and 

experiment in design seeks to develop an architecture that can look to the past, 

activate the present, but also evolve with a changing city.  The process of research 

and investigation did not begin with this thesis. As evidenced in the preface, it is the 

culmination of decades of personal and academic exploration on the topic.   

The thesis however is not an exhaustive entre into the entire field of memory 

and adaptivity- rather it is a culling and focused investigation that brings us ever 

closer towards a process of utilizing the process of time architecture.  As the future is 

often times unknowable, much of the research focuses on how we bring the past in 

the present. It asks how do our memories and architectural materializations of time 

reinterpret the past in the present. This focused study not only reveals how to 

reinterpret the past but also how the future might reinterpret the present.  

 

Chapter one- “Why Memory?” is a primer that investigates memory across 

current academic and cultural disciplines. Chapter two “What is Memory?” explores 

the range of current theoretical thoughts related to the concepts of individual memory, 

collective, and collected memory. It also provides a case study of the confluence 

project in the Pacific Northwest as a way of understanding art and urban planning 

approach to designing memory sensitive spaces that begin to reconnect environments. 

Chapter three “Materiality, Memory, and Change” – investigates how specific 
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architectural techniques and approaches can cultivate memory spaces. The case study 

of the Steilneset memorial provides a lens into application of  the approaches. Chapter 

four “Social Approaches to Memory and Change” surveys how memory spaces form 

in the absense of designers and through the lens of anthropology, political science, 

and cultural theory. The chapter uses original analysis of two informal memorials 

produced in Washington, DC as a case study to understand how these memory spaces 

are architecturalized.  Chapter five, “Typology, the City, and Memory” analyizes the 

role of typology and archetype in the formation of the memory spaces. The use of 

typology and archetype are demonstrated through the work of Le Courbusier and the 

case study of the Ghost House by Venturi  and Scott Brown.   

Chapter seven, “Towards an Architecture of Memory”, takes lessons from the 

previous theories and case studies to formulate a methodology to approach memory 

spaces that can adapt over time.   Chapters eight is a lengthy chapter that explores my 

thoughts about the city of Fort Worth, it’s collective memory, and the identity of the 

site. Chapter nine explores the concept of the grid as a design tool and places its 

centeral importance as a design motif in translation of memory into the landscape 

Chapter Ten explores the overall site and programmatic approach. Chapter 11 looks 

at the program element of the Memory Field and overall site design. Chapter 12 

investigates design of the Memory Collector and Timecapsule Wall. Chapter 13 looks 

at the final programmatic element of the regeneration studio. Finally chapters 14 and 

15 offer final conclusions and reflections. and nine explore application of the 

methodology to a site while ten and eleven demonstrate application towards an 
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architectural design. Finally, chapter twelve provides lessons learned and conclusions 

from the process.  

Below is a diagram that explores the research, theoretical background, and 

personal exploration that has culminated in the choice and approach to this thesis 

document. 
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Figure 3: This thesis has built upon a large body of earlier research. 
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Chapter	  1:	  Why	  Memory?	  

“Memory has its own special kind. It selects, eliminates, alters, exaggerates, 
minimizes, glorifies, and vilifies also; but in the end it creates its own reality, its 
heterogeneous but usually coherent version of events; and no sane human being ever 
trusts someone else's version more than his own.”  
― Salman Rushdie, Midnight's Children1 
 

Defining and exploring the concept of memory has become intimately 

intertwined with the zeitgeist of the past few decades. Biologists, psychologists, and 

neuroscientists refer to memory as a faculty by which sensations and ideas are stored2 

and have systematically researched issues from traumatic brain injury to Alzheimer’s 

disease.  From Gabriel Garcia Marquez’s One Hundred Years of Solitude to Marcel 

Proust’s multi-volume In Search of Lost Time, 20th century literature has investigated 

memory through the lens of complex personal narratives, national memory, and 

collective identity.   

 

                                                

1 Rushdie, Salman. Midnight's Children:. New York: Knopf, 1981. Print. 

2	  For	  Dorland's	  Medical	  Dictionary:	  Memory	  (psychology).	  (n.d.)	  Dorland's	  Medical	  Dictionary	  for	  

Health	  Consumers.	  (2007).	  Retrieved	  April	  9	  2015	  from	  http://medical-‐

dictionary.thefreedictionary.com/Memory+(psychology)	  
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Figure 4: Amelie wanders into Parisian metro in Le Fabuleux Destin d'Amelie 

Poulin (2001)3 

 

Political theorist Edward Said described “memory and its representations” as 

touching “very significantly upon questions of identity, of nationalism, of power and 

authority4” In contemporary films, works like Memento (2000) and Mr. Nobody 

(2009) explore the unreliability of personal memory while Le Fabuleux Destin 

d'Amélie Poulain (2001) use nostalgic cinematography to connect individual romantic 

narratives to the historical romantic imagery of Paris5. Finally, with the emergence of 

the Internet, the relationship between permanence and memory has been intimately 

challenged with the fast transference and storing of data and mass communication.    

                                                

3	  “NTF”	  (Name	  That	  Film)	  by	  m	  anima	  https://flic.kr/p/eiYmG	  s	  licensed	  under	  CC	  BY	  2.0	  

4	  Said,	  Edward	  W.	  "Invention,	  Memory,	  and	  Place."	  CRIT	  INQUIRY	  Critical	  Inquiry	  26.2	  (2000):	  242.	  

Web.	  

5	  Gervasio,	  Darcy	  I.	  "Digital	  Nostalgia	  in	  Jean-‐Pierre	  Jeunet’s	  France."	  Thesis.	  Oberlin	  College,	  

2006.	  Digital	  Nostalgia	  in	  Jean-‐Pierre	  Jeunet’s	  France	  (2006):	  n.	  pag.	  Prints	  
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 Mediating this world, artists like Evan Roth have explored the relationship 

between memory and identity by revealing computer caches that register all of our 

movements in digital space6. Simultaneously, new digital communication platforms 

like Snapchat – a messaging application that deletes photos, text messages, and 

videos shortly after the viewer has seen them – have become critically successful 

because of their dependence on temporality, challenging the idea of permanent 

memory in the digital age.  

What, then, is memory in the late 20th and early 21st century? What is 

architecture’s role and relationship with memory, and how is architecture forming a 

dialogue with the zeitgeist of the era? The question is explored by a rich and 

                                                

6 Roth, Evan. "Memory." Evan Roth” 5. N.p., n.d. Web. 09 Apr. 2015. 

	  

Figure 5 Mixed media artwork by Evan Roth titled "Memory"  
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exhaustive number of scholarly works and projects. Perhaps memory, in the broadest 

of terms, can be understood as that facet of human consciousness in which we 

connect to past experiences and understand them in the present. It is not precisely 

permanent or always accurate.  Instead, memory forms a relationship between a 

temporal state of re-imagining, occurring in the present, by reflecting upon the past.  

Memory is also the physical process of deciphering neural sequences encoded in the 

human mind, the intellectual and emotional process of cultural, political, and social 

digestion, and even a personal and psychological process of self-narration.  To some, 

memory seems quite static but, in reality, it exists within a fluid continuum of 

multiple interpretations.  

Inherent in these contrasting definitions with multiple interpretations and 

dynamism, memory is unquestionably adaptive and transformative. This is because 

memory is made in the present. That is, we reflect upon, reinterpret, rewrite, and 

rethink memories not in the past but in a constantly shifting day. These artist, writers, 

scientist, and biologist all seem to point to memory not being a solid “Truth” that 

references that past but instead a constantly shifting way that we interpret the past 

from a present lens. Moreover, a study of the past can perhaps reveal what futures 

might think of us now.   That is, our present day reality will be someone’s memory. A 

careful study of how people reflect upon the past can provide a lens into how future 

designers and thinkers will reflect upon the present.  

I will explore a variety of concepts ranging from the psychological concept of 

priming to the political concept of imagined communities and case studies of 
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memory, adaptation, and their relationship to architecture and urban space to 

understanding this relationship between time, adaptivity and memory.  
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Chapter	  2:	  What	  is	  Memory?	  

 

 

 

 

 

Priming and Individual Memory 
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Beginning in the 1970s, psychology theorists and researchers began studying the links 

between memory and knowledge. Early research saw a link between words and 

knowledge.  If the word  “pencil” were uttered, a host of related words such a “pen” 

or “paper” would be activated in subjects’ minds7. Ergo, our ability to remember and 

understand is deeply rooted in connecting similar terms and creating context. This 

idea later became known as priming.  Priming was found by researchers to be a 

powerful concept; even after a person had forgotten word, unconscious priming 

effects seem to have an impact on word choice.8  Priming became an important 

concept for researchers in explaining a host of circumstances from amnesia or 

Alzheimer’s to subconscious bias in racial stereotyping.9 

 In terms of architecture, theorist Shelley Hornstein alludes to priming in the 2011 

book Losing Site: Architecture, Memory, and Place when she and other contributors 

explore the “relationship between memory 

and place and [ask] how architecture 

                                                

7	  Tulving, Endel; Schacter, Daniel L.; Stark, Heather A. (1982). "Priming Effects in Word 

Fragment Completion are independent of Recognition Memory". Journal of Experimental 

Psychology: Learning, Memory and Cognition 8 (4)	  
8 Ibid 

9 Bargh, John A.; Chen, Mark; Burrows, Laura (1996). "Automaticity of Social Behavior: Direct 

Effects of Trait Construct and Stereotype Activation on Action". Journal of Personality and 

Social Psychology 71 (2): 230–44. 

Figure 6:  Can architecture begin at 
a distance, at the monumental view, 
across space and time, in a moment 
of looking at a photograph or 
hearing an anthem?  
Digital collage of antique postcard by 
Adam Chamy 
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captures and triggers memory”10. She gives the example of the Eiffel Tower, where 

the architecture materializes in our mind, not entirely through personal experiences 

but through the countless triggers of postcards and media.  “The constructed, physical 

world, then is supported by the visual and textual imagery that, taken together, enable 

us to ‘transport’ architecture back and forth, from its physical site to locations in the 

imagination”. Priming allows us to explore architecture as both a material physical 

manifestation of an object, but also an experience filtered through visual imagery and 

a host of feelings, historical narratives, and complex memory.  This understanding of 

priming and its relationship to memory begins to beg the question, can architecture 

begin at a distance, at the monumental view, across space and time, in the moment of 

looking at a photograph or hearing an anthem? Can it tickle present day sense to past 

worlds or imagined futures? All architecture, but particularly that which seeks to size 

or be monumental, must consider this question. Framing, monumental vistas, and 

promenade sequences become more than the immediate sensation of fostering a 

distinctive place but also about the photographic and cinematic moments that will be 

reproduced, the analog and digital experiences that may convey as much meaning 

about the sites as the building itself. Priming and the research by Hornstein suggests 

that representation, and the image of the site in the mind’s eye, trumps reality.  

                                                

10	  Hornstein,	  Shelley.	  Introduction.	  Losing	  Site:	  Architecture,	  Memory,	  and	  Place.	  Farnham,	  

Surrey,	  U.K.,	  England:	  Ashgate,	  2011.	  N.	  pag.	  Print.	  
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Figure 7: There are a variety of ways we internalize individual memory. 

Illustration by Adam Chamy 

 

Priming and Collective Memory 

Memory, then, becomes an allusive term. It is immediate, individual, and perceptual. 

No longer is it grounded in the stereotype of reliability and continuity. What happens 

when these primed images and memories coagulate, weave together, or amass? What 

is the role of the collective narrative and does this have a role in the formulation of 

architecture of memory? Recent research in the emerging field of epigenetics has 

begun to suggest that environmental factors—particularly traumatic experiences—

could affect not just an individual's genes and hormones but also those of their 
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offspring11 12.  In other words, traumatic events like the Holocaust rest in not only the 

memory of individuals and cultural histories but also in the actual biology and genetic 

code of human beings. Memory, therefore, could be considered to be a biologically 

adaptive response to life tragedies, events, and occurrences. Places of significance are 

perhaps not just a psychological response to understanding the past but, a spatial 

reflection of a human biological condition to stress.  

 French philosopher Maurice Halbwachs first developed the term collective 

memory in Les cadres sociauc de la mémoire (1925) and La mémoire collective 

(1950) to describe the fact that even the most personal thoughts are actually 

responsive and part of larger social narratives13. He contends that these larger social 

narratives are what makes memories appear so stable and unchanging despite their 

ephemeral nature14.  The process of this memorialization is apparent in our traditions, 

symbols, and, at times, built environment. Anthropologist Keith Basso explains this 

when he says, “Building and sharing place-worlds… is not only a means of reviving 

former times but also of revising them…. For what people make of their places is 

closely connected to what they make of themselves as members of society… they are 

deeply joined in practice. If place making is a way of constructing the past, a 

venerable means of doing human history, it is also a way of constructing social 

                                                

11	  Angela	  Saini,	  Angela.	  "Epigenetics:	  Genes,	  Environment	  and	  the	  Generation	  Game."	  The	  

Guardian.	  Guardian	  News	  and	  Media	  Limited,	  6	  Sept.	  2014.	  Web.	  10	  Apr.	  2015.	  

12	  Rodriguez,	  Tori.	  "Descendants	  of	  Holocaust	  Survivors	  Have	  Altered	  Stress	  Hormones."Scientific	  
American	  Global	  RSS.	  12	  Feb.	  2015.	  Web.	  10	  Apr.	  2015.	  
<http://www.scientificamerican.com/article/descendants-‐of-‐holocaust-‐survivors-‐have-‐altered-‐stress-‐
hormones/>.	  
13	  Bastea,	  Eleni.	  Memory	  and	  Architecture.	  Albuquerque:	  U	  of	  New	  Mexico,	  2004.	  8.	  Print.	  
14	  Ibid	  
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traditions and in the process, personal and social identities. We are, in a sense, the 

place-worlds we image.”15    

 

Figure 8: Collective memory as a matrix of individual memories. Illustration by 

Adam Chamy 

                                                

15	  Basso,	  Keith	  H.	  Wisdom	  Sits	  in	  Places:	  Landscape	  and	  Language	  among	  the	  Western	  Apache.	  
Albuquerque:	  U	  of	  New	  Mexico,	  1996.	  Print.	  Cited	  in	  Bastea,	  Eleni.	  Memory	  and	  Architecture.	  
Albuquerque:	  U	  of	  New	  Mexico,	  2004.	  8.	  Print.	  
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Figure 9: A territorial memory space: The Confluence Project. Illustration 

by Adam Chamy 
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Collective Memory and Narrative at the Confluence Project 

The Confluence project is an ongoing territorial scale design on the Columbia 

River between Washington state and Oregon that reflects upon the journey of Lewis 

and Clark, the histories of the native peoples, and the past and emerging ecologies of 

the area.  Washington state and Oregon are politically and physically divided by the 

Columbia River and yet that same river is a point of shared historical, ecological, and 

cultural heritage.  The two states and a number of cities, tribal entities, and cultural 

groups joined together to form a series of small 

architectural and landscape interventions along 

Lewis and Clark’s route to expose this shared 

connection and begin to reflect upon a shared 

collective origin story for the states and peoples in 

the region.  

This confluence project is a “place-world” 

in the making.  Each intervention attempts to 

reveals a part of the collective identity of the area 

while pragmatically healing an urban or 

ecological condition. For example, the Vancouver 

Landbridge, a pathway intervention by Jones and Jones Architects, provides a link 

across a highway that broke the ecological landscape16 while resurrecting the pathway 

                                                

16 “Vancouver has global appeal for Australians” (2010, February 25). Retrieved May 17, 

2015.  

Figure 10: Jones + Jones: Vancourver 

Land Bridge (2008) .  
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of Lewis and Clark17.  Other interventions like the Elliptical Bird Blind at the Sandy 

River Delta by Maya Lin utilize the materiality of invasive species—noting the 

changing ecological habitat while constructing a screened installation to allow visitors 

to connect to the sounds described by Lewis and Clark in their memoirs as they 

journeyed through the landscape (below).  The site plan offers views connecting to 

the ongoing ecological changes of the Columbia River region.  

 

Figure 11: The Elliptical Bird Blind, Sandy River Delta by Maya Lin (2008)18 

The weakness of the project is in its ambiguity; with a number of different 

designers, the interventions lack an immediate sense of interconnection despite 

starting from relatively similar narratives.  As the project is ongoing, it has yet to be 

                                                

17 Jones, J. (2008). Vancouver Land Bridge. Retrieved May 17, 2015, from 

http://www.jonesandjones.com/work/pdf/natural/Vancouver_Land_Bridge.pdf  

18	  The	  Confluence	  Project,.	  An	  Exterior	  View	  Of	  Maya	  Lin's	  Elliptical	  Bird	  

Installation.	  2015.	  Web.	  18	  Dec.	  2015.	  
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seen if it will move beyond the typical idea of a heritage trail towards an architecture 

encompassing territory.  Yet its ambition—to reflect upon the collective heritage of a 

region and simultaneously ecologically and spatially heal a landscape—is 

noteworthy. It calls for the creation of placeworlds that connect the present to the 

memory of the past landscape.  

Figure 12:  Site Plan of Elliptical Blind Bird by Adam Chamy adapted from concept plan 

by Maya Lin Studio 
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Chapter	  3:	  	  Materiality,	  Memory,	  and	  Change	  

Walter Benjamin, a 20th century philosopher, explored the idea of history and 

its role in architecture.  Approaching the idea of history from a Marxist perspective, 

he claimed that history was told through the lens of the bourgeois and, therefore, was 

a reconstruction of fragmented events that was ultimately counterfeit19: “Historical 

objects from the past such as the debris to be found in flea markets or discrete 

historical events such as the construction of the first arcades must be allowed to 

violently collide, so that the present may achieve insight and critical awareness into 

what has been.”20 This suggests memory—with a facet for fostering a dialogue 

between the collective and the individual—becomes meaningful architecture when it 

has the ability to contrast, collide, or expose.  

As a technique and process of designing, Rodolfo Machado reinforces Walter 

Benjamin’s suggestion by using the allegory of palimpsest to describe the process of 

remodeling old buildings.  Machado tasks designers with engaging in a process of 

addition and subtraction where existing contexts function as time capsules of past 

historical narratives and memories and must be layered with newer, more complex 

narratives, programs, and aesthetics21.  In terms of landscape and urbanism, Italo 

                                                

19	  Boyer,	  M.	  Christine.	  The	  City	  of	  Collective	  Memory:	  Its	  Historical	  Imagery	  and	  

Architectural	  Entertainments.	  Cambridge,	  MA:	  MIT,	  1994.	  Print.	  	  3	  	  

20	  Ibid	  

21 Machado, R. (1976) ‘Old buildings as palimpsest. Towards a theory of remodeling’, Progressive 

Architecture, 1976/11: p. 46-49 
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Calvino in Invisible Cities warns of denying the palimpsest of the landscape, 

revealing the role of layering of history and memory when approaching urban design: 

"Beware of saying to them that sometimes different cities follow one another on the 

same site and under the same name, born and dying without knowing one another; 

without communication among themselves.22 

Landscape, clearly, becomes critical in the dialectic between historical 

memory and present approach to site.  Anita Berrizbeitia in Deep Time Made Visible 

studied the work of landscape architect Charles Eliot’s 1892 plan for a Metropolitan 

Park system for Boston.  Here landscape engages the idea of geology and time at a 

scale beyond human comprehension—erosion, topographical shift, and the cycle of 

ecology—and becomes a way to connect to the imagined memories of the territory.23  

Geology, then, is the natural world’s palimpsest, revealing layers of the past and 

change. Eliot, as a landscape architect, used geology to “reimagine the city with a 

new and novel form of urbanization which he called the federalized metropolis—

defining the city on geographical limits rather than political ones.” Moreover, his new 

park system linked the city using the metaphor of geology, trying to harness the idea 

of memory to evoke an almost spiritual notion of deep time on the landscape.  

The idea of deep time and ground are the hinge between palimpsest and 

weathering, another technique that can be used in channeling memory on the city and 

urban space. “Finishing ends construction, weathering constructs finishes,” assert 

                                                

22	  Calvino,	  Italo.	  Invisible	  Cities.	  New	  York:	  Harcourt	  Brace	  Jovanovich,	  1974.	  30.	  Print.	  
23	  Berrizbeitia,	  Anita.	  (2012).	  Deep	  Time	  Made	  Visible:	  Charles	  Eliot	  and	  the	  Metropolitan	  Park	  
System,	  Boston	  (1892-‐93).	  [PDF].	  Presented	  "Landscapes	  in	  Time	  Symposium	  2012",	  Harvard	  
Unviersity,	  Boston	  
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Mostafavi and Leatherbarrow in On Weathering: The Life of Buildings in Time24. 

Beginning with this assertion, they point out that buildings are not eternal but instead 

weather, evolve, and ultimately disappear.  Like Elliot in his exploration of geology, 

they challenge the architect and designer to harness the forces of nature as an 

aesthetic element that can begin to relate the memory of the place. 

An alternative definition of how time can be understood by the landscape is 

given by Robin Drips in Groundworks. Drips studies the concept of ground in 

contrast to site. She contends that site is a defined, controlled, space to be designed– 

often in contrasts with the architecture or landscape intervention placed upon it. 

Ground metaphorically refers to the “various patterns of physical, intellectual, poetic, 

and political structures that intersect, overlap, and weave together to become a 

context for thought and action”25. These moments literally register in the landscape 

through topographic, ecological, or architectural conditions, which suggest past and 

present usage, socio-economic modes, ecologies, and geologies. Palimpsest, 

weathering, and deep time, tend to be methods of understanding objects on a site – a 

weathered building; a layering of built forms, or deep time evidenced through 

geology for example.   Grounds suggest a unifying, more indefinable principle of an 

entire totality of site in flux. It is more of a verb, describing the movement of time 

through the landscape as it alters the objects and absorbs everything from weather and 

environment to human history.  

                                                

24	  Mostafavi,	  M.,	  &	  Leatherbarrow,	  D.	  (1993).	  On	  weathering:	  The	  life	  of	  buildings	  in	  time.	  
Cambridge,	  Mass.:	  MIT	  Press.	  
25	  	  
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Sensation	  and	  Memorialization	  at	  the	  Steilneset	  Memorial	  

The Steilneset memorial by Peter Zumthor and artist Louise Bourgeois in 

Vardo, Norway (2011) is first a memorial to the victims of the witch-hunts of the 17th 

century. More subtly – Zumthor fosters an architecture that more subtly connects to 

the landscape of Vardo itself- engaging Berrizbeitia’s concept of deep time.  The 

memorial is expressly meant to narrate and reflect upon the death of 91 persons 

wrongly accused of witchcraft in the 17th century in Vardo- a remote hamlet in 

Norway.  The site is a desolate stretch of land outside the town where the victims 

were burned at the stake. 

 

Figure 13: Sketch of Section Perspective of Steilneset Memorial by Adam Chamy 

 

Zumthor creates an immediate analogy to the deep time of the landscape in his 

choice of materiality and form of the memorial. The site, near the Arctic Circle, is a 
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place of contrasts, with entire days of darkness or light. The dark walls with punched 

out windows and exposed filaments of the interior begin to resemble the night sky 

while the brightly lit exterior is analogous to the daylight. The form of the building 

itself shifts and moves with the changing of seasons, becoming hidden in the 

landscape during daytime snow and vibrantly lit at night. And like the springtime 

flowers, colors of wood and fabric re-emerge in the thawing snow. The building itself 

exhibits a strong since of horizontality. Zumthor describes the building as a line and a 

dot26, reflecting the long craggy coastline it abuts.  The diagram begins to echo a 

landscape manipulated by geology and reinforces a materiality of darkness and 

contrast.  

 

Figure 14: Comparison of Fishing Rack and Memorial, drawing by Adam Chamy 

The form of the building itself is directly analogous to the local fishing drying 

rack. Here Zumthor ties the idea of the building to the idea of vernacular. He does not 

simply copy the form but reimagines it as a modernist, reflective construction. The 

building then, despite its seemingly unconventional form, actually resonates with the 

history of the place. In this way, the form of the building is a type of palimpsest, 

                                                

26	  Karissa	  Rosenfield.	  "Steilneset	  Memorial	  /	  Peter	  Zumthor	  and	  Louise	  Bourgeois,	  photographed	  
by	  Andrew	  Meredith"	  01	  Mar	  2012.	  ArchDaily.	  Accessed	  23	  Sep	  2015.	  
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building upon the history of the place while violently colliding and propositioning 

something new.  

 

Figure 15: Site Plan of Steilneset Memorial in Vardo, Norway. Drawing illustrated by 

Adam Chamy, adapted from a site plan by Peter Zumthor Studio 

 

Figure 16: Parti diagram illustrated by Adam Chamy 
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Figure 17: Plan, Section, Elevation. Drawing by Adam Chamy; adapted from Peter 

Zumthor studio 

How then does he connects to the actual event of the witch hunt itself? By 

tapping into the high contrast of the landscape and the vernacular form of the fishing 

drying net, a double meaning emerges. The women and men accused of witchcraft 

were killed at the site, tied to wooden piers in the evening along the dark desolate 

coastline. The form of simple wood and tensile structure suddenly becomes analogous 

to the victims themselves, their clothing moving in the wind as they are tied to large 

pieces of wood. The windows in the building—projecting light and views upon the 

landscape—become those 91 fires that extinguished the victim’s lives.  Finally the 

building itself—its endless perspective, dark and light materiality, and changing 

form—begin to reflect on those last moments those victims must have felt as they 
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gazed onto the icy Arctic Sea.  Narrative, sequence, promenade, and materiality 

subtly combine to create an experiential reflection upon memory and time.  

 

 

Figure 18: Time and the Landscape27 28 29 

 

                                                

27 Meredith, Andrew. "Steilneset Memorial by Peter Zumthor and Louise Bourgeois - Dezeen." 
Weblog post. Steilneset Memorial by Peter Zumthor and Louise Bourgeois Comments. Dezeen, 03 
Jan. 2012. Web. 23 Sept. 2015. Photograph, at night glowing. Part of an article by dezeen online 
magazine. 
 
28 Riesto, Bjarne. "Photograph: Steilneset Memorial Vardø. Frozen Solid." Weblog post. ZTH. 
Zumthor Tumblr, n.d. Web. 23 Sept. 2015. Photograph, posted on blog. 

 

29 "The Steilneset Memorial." Web log post. Gessato Blog. N.p., 7 June 2012. Web. 23 Sept. 2015.  
Photograph in Summer, Alive 
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Chapter	  4:	  Social	  Approaches	  to	  Memory	  and	  Change	  

	  

Palimpsest, deep time, and weathering each provide the designer with a 

methodology for tackling the idea of memory and public space through engaging the 

materiality of the built form. But is materiality the only facet that can translate 

memory into the designed environment? What are the roles of the community and 

transformation and adaptation of buildings in time? James Young, in his studies of 

Holocaust memorials, suggests the primacy of the individual above that of the 

collective30. In his view there is no collective memory, only collected memory—

moments where a variety of individual memories coincide. Young contends that the 

memorial is less important than the need the community has for memory and, how the 

memorial itself will evolve over time as the memories or use of the space change31.  

Similarly, Benedict Anderson coined the term “imagined communities” to describe 

explain how people reimagine themselves as a community or nation through the 

creation of symbols and shared memories32.  Under Anderson’s framework, symbols 

like flags and memorials are a way for individuals to express themselves as a 

collective. These symbols are a framework for communities to reinterpret past events 

in the present. The symbolism can take something from the past and make it relevant 

in the present, and perhaps future, if the symbol survives.  

                                                

30	  James	  E.	  Young.	  The	  Texture	  of	  Memory:	  Holocaust	  Memorials	  and	  Meaning.	  New	  Haven	  and	  
London:	  Yale	  University	  Press,	  1993	  
31	  Ibid	  
32	  Anderson,	  Benedict	  R.	  O'G.	  (1991).	  Imagined	  communities:	  reflections	  on	  the	  origin	  and	  spread	  
of	  nationalism	  (Revised	  and	  extended.	  ed.).	  London:	  Verso.	  p.	  7.	  ISBN	  978-‐0-‐86091-‐546-‐1.	  
Retrieved	  15	  March	  2015	  
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Memorial and spatial expressions of memory, under the framework explicitly 

discussed by Young and referenced by Anderson, is that hinge between individual 

memory and collective or collected memory. Anthropologist and folklorist Jack 

Santino explored how folk “assemblages” of yellow ribbons comment on and rejected 

issues of war and politics, and that mediated individual opinions and community 

expression33. In these assemblages of war we see the creation of tradition out of 

elements of folk, popular, and mass culture and the dynamic use of traditional forms 

in society.34 

Through this lens of memorialization and adaptation, I explored two studies—

the ephemeral memorial and the activist memorial—as types of informal folk 

assemblages in my community to begin to understand how people naturally create 

memorials in the absence of a designer. These informal folk assemblages also 

interpret the idea of imagined community outlined by Anderson. They also connect to 

Young’s concept of the importance of adaptability in process to monument or 

memorial creation.  In memorials like these, communities are continuing a tradition of 

hijacking urban infrastructure and spaces to reflect upon the past and comment upon 

the present with hopes of shaping the future. 

My conclusions reveal the importance of user interfaces, site selection, and 

fluid translation of the past to the present spatially by informal communities. 

Designers must look beyond allegories of deep time or of materiality of artifacts but 

                                                

33	  Santino,	  Jack.	  "Yellow	  Ribbons	  and	  Seasonal	  Flags:	  The	  Folk	  Assemblage	  of	  War."	  The	  Journal	  

of	  American	  Folklore	  105.415	  (1992):	  19.	  Web.	  

34	  Ibid	  
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also imagine and suggest moments for the memorial be interacted with, lest it lose its 

importance and the memory become forgotten.  More importantly, these informal 

architectures suggest that a designer must not be absent for fruitful memory 

reflection. Rather, the designer must be the archeologist and artist who ultimately 

mediates and activates cultural landscapes and imagined communities to help them 

become actualized, gain permanence, and create a broader dialogue. At times, the 

designer must also be the activist and memory gatekeeper in translation of these 

moments to the present and beyond.  

 

Figure 19: Designers as Archeologists and Artists, diagram by Adam Chamy 

 

 

The	  Activist	  Memorial:	  The	  Ghost	  Bike	  

Ghost bikes are a recent global memorial phenomenon that has been 

employed to allow populations to grieve for bicycle riders’ deaths and raise 
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awareness about bike safety. In my spatial analysis I explored the idea of the street 

signpost used by the population as an infrastructure or appendage to create a 

memorial.  The sign, which was created only as a way finding device, has been 

transformed to become the primary structure of the parasitic memorial.   Structurally, 

this informal memorial structure relies upon a simple bike lock as the main 

connective device. Ornamentation and design are made through repurposing an old 

bike and finding cheap informal floral decorations.  The structure is ad-hoc and 

hijacks the public space.  That the ghost bike phenomenon has been observed around 

the world suggests the concept of a memorial as a meme. Thus, the ghost bike 

becomes a spatial manifestation of global anxiety of the dangers of urban biking, and 

in this way, a typology for memorials towards bike safety. Lastly, the memorial is 

incredibly small and thin. Its presence in the public space is not that of a landmark but 

that of a sign or icon.  Later, in retaliation to possible removal, activists littered the 

neighborhood with ghost bikes across a variety of spaces.  Suddenly, the idea of the 

memorial began to allude to the idea of a spatial sequence or territorial architecture. 
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Figure 20: Photograph of the Ghost Bike Memorial in Dupont Circle, Washington, DC35 

 

                                                

35	  Jantzen,	  M.	  V.	  Urban	  Bicycling:	  Risky	  Business?	  Digital	  image.	  Laura	  Hautala	  Blog	  and	  

Portfolio.	  N.p.,	  6	  Mar.	  2012.	  Web.	  5	  Mar.	  2015.	  <http://www.laurahautala.com/wp-‐

content/uploads/2012/03/bike1.jpg>.	  
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Figure 21: Plan, Site Plan, and Elevation of Ghost Bike Memorial by Adam 

Chamy 
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The	  Ephemeral	  Memorial:	  Flowers	  for	  Mr.	  Oh	  (2014)	  

 Henry Oh was a 

storeowner in a 

community in upper 

northwest Washington, 

D.C. His murder led to 

public outpouring at his 

store and was 

documented by 

photographer Lloyd Wolf 

in his blog “Washington’s 

Other Monuments”36.  

The neighbors used the 

architectural qualities of 

the door to embed 

demonstrations of 

sympathy—flowers, 

stuffed animals, candles, 

                                                

36 Wolf, Lloyd. ""A Light in the Neighborhood" Memorial for James Oh, 5500 Block of Colorado 

Avenue NW." Washington's Other Monuments. DC Shrines, 11 July 2014. Web. 23 Sept. 2015. 

	  

Figure 22: Photograph of Flowers for Mr. Oh memory space 

from the blog: Washington’s Other Monuments 
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notes, and photographs. The frame and bars become a moment to weave and attach 

items.  In effect, this memorial is a study of the door as a scaffold.  Memory is tied to 

the physical space of an event.  

 Spatially, the memorial is thin—only 9 inches projecting from the door— and 

is most often viewed in elevation.  This suggests the framing of the memorial as a 

signpost or billboard. It is also a space continually accessed, altered, and remade by 

new passersby. Ephemeral and temporary, the memorial nevertheless is an 

architectural moment where the community can reflect upon events of crime, 

appreciation, and connection. The infrastructure of the space—the bars of the 

windows and small step to the door—provide the right framework for easy 

intervention by the user. Furthermore, the spatial arrangement of the memorial on the 

face of the building that faces a prominent intersection indicates the importance of 

placement and view shed in the creation of the informal memorial.  
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Figure 23: Elevation and Plan: Flowers for Mr. Oh for Mr. Oh by Adam Chamy 
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Figure 24: Site Plan for Flowers for Mr. Oh by Adam Chamy 

 

 

 

 

 

 

 

 

 

Chapter	  5:	  Typology,	  the	  City,	  and	  Memory	  
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Perhaps the best way to understand memory and its relationship to the urban 

form is through the lens of typology. Culture, expressed in the individual through 

priming, fosters a stereotypical image of a building or a city in the form of typology.  

History, tradition, and functionality to combine to form a platonic form, a module, or 

scaffold that would be both recognizable by the culture and useable. A church, for 

example, is pre-conceived to have a steeple. The typology of buildings and places can 

help us orient ourselves in cities and understand our environment, in an immediate 

intuitive way 37.   More importantly, the genesis of design is often that tension 

between creative reinvention and conformity to historical typology.38 Due to its 

intrinsic and intuitive connection to the memory of the user, architects and urban 

designers must reconcile and understand typology if they are to channel collected 

memory.  

Given the aforementioned processes of memorialization and the 

accompanying spatial practices, I suggest typology has a role. Typology orients 

people to spaces and helps them understand its significance. However, typology has 

its limitations when applied to simply replicating historic norms. Too often, historic 

plazas are used as public spaces, but the significance is lost—or worse, the space is 

unsuitable in the context—repelling persons rather than bringing them together. 

Historic iconography and typology are not enough to properly make a space 

                                                

37	  Hinson,	  Mary	  Alice	  Dixon.	  Foreword.	  Type	  and	  the	  Impossibilities	  of	  Convention.	  Ed.	  Garth	  

Rockcastle.	  Minneapolis:	  U	  of	  Minnesota	  College	  of	  Architecture	  and	  Landscape	  Architecture,	  

1991.	  5-‐6.	  

38	  Ibid	  
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memorable and important to public memory.  From epigenetics to Anderson’s study 

of “imagined communities,” it becomes clear that memory is evolutionary and always 

in fluctuation. Memory does not just relate to the past, but also the present and future.  

Perhaps the best translation of historical typology to something meaningful in the 

present is the aforementioned case study of Zumthor’s Steilneset memorial.  Zumthor 

converted the typology of a vernacular fishing rack, common in the region the 

memorial was placed, into something recognizable yet new. As designers, memorials 

must use typology but as a transformative tool for form creation, rather than a 

pastiche. 

Typology and its relationship with the idea of archetype can be another lens 

for understanding memory in architecture. Originally developed by anthologists and 

psychologists, the archetype is a constantly recurring symbol or motif found, ideally, 

cross-culturally. Architects have used the idea of the archetype to translate complex 

ideas into symbolically charged architecture. In the mid-20th century, modernist 

architect Le Corbusier channeled the idea of archetype and type to construct a new 

but instantly recognizable language to explains a host of universal concepts such as 

earth and sky39. He “undertook the heroic task of seeking out symbol systems that 

possessed a universal significance, a significance that transcended singular cultures 

and questions of modernity or primitivism, rationality, or emotion, the mundane or 

                                                

39	  Hurtt,	  Steven	  W.	  “Le	  Corbusier:	  Type,	  Archetype,	  and	  Iconography”	  	  Type	  and	  the	  

Impossibilities	  of	  Convention.	  Ed.	  Garth	  Rockcastle.	  Minneapolis:	  U	  of	  Minnesota	  College	  of	  

Architecture	  and	  Landscape	  Architecture,	  1991.	  51-‐89.	  
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the transcendent, the sacred or the profane.”40  This symbol system was meant to 

arrive at the root of typology and ultimately help modernism create a new typological 

language that was relevant to people. Corbusier recognized the world was changing 

and old typologies may no longer hold future relevance, and he used archetype as the 

basis of what this new language would be. This transformative view of typology and 

use of archetype is perhaps most obvious in places like the designs of Le Corbusier at 

the chapel of Notre Dame du Haut in Ronchamp or building of the Indian capital of 

Chandigarh. In both places, he established languages of site-specific architectural 

responses combined with highly charged universal symbolism.  

Typology and archetype reveal how architecture can tap into the universal to 

connect to a larger, subtle collective memory of form, space, color, and pattern.  It is 

taking the general and broad as a form and language that is comprehensible to the 

individual. And for memory, it can be a language from which to connect to cultural 

pasts and presents.  

How do architects resurrect memory when no physical artifact remains?  In 

1974, Denise Scott Brown and Robert Venturi were faced with resurrecting the 

memory of Benjamin Franklin’s house in Philadelphia when no house or even written 

description remained.  Rather than attempting some replica building from the era, 

Venturi and Brown constructed a simple steel structure that approximated the idea of 

a house (see sketches and images).  They referred to the building as a ghost house, 

echoing its ephemeral nature and reference to the past.  

                                                

40	  Ibid	  
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The architects played at the idea of archetype in the American collective 

unconscious.  Children (see Figure 17), oftentimes draw their home as a simple 

rectangle with a triangular pitched roof on top, complete with a chimney. In 

vernacular graphic design lexicon, nearly the same simple form appears as a 

pictogram denoting the idea of a house or home.  Venturi called this “ghost 

architecture,” perhaps echoing a mere mirage of what remained in situ.  

  What little knowledge of Franklin’s house that was known could be found in 

scattered remnants of the foundation.  At the ground plane, Venturi and Brown subtly 

altered pavement patterns to suggest the best approximation of the floor plan. Then, 

they created portals with framed views that allowed a snapshot into the excavated 

foundations of the house. Here, Venturi and Brown take the visitor from the 

archetypical house to the specific reality of a history that time has lost.  Memory, in 

this case, is only fragments and our own cultural framework—buoyed by a steel 

frame archetypical house—helps us reconstruct and connect to something forgotten.  

Where Corbusier channeled archetype in all its complexity, Venturi and Scott Brown 

investigated the idea of archetype at its most minimal. More importantly, their design 

has revealed a strategy of translation of archetype into reflective architectural 

memory.  
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Figure 27: Sketch of Venturi Scott Brown's design of the  

Ghost House by Adam Chamy 

 

 

 

Chapter	  6:	  The	  City,	  the	  Site,	  and	  Cultivation	  of	  Memory	  Spaces	  

 

Figure 25: Children's drawing of a house   Figure 26: Typical graphic icon for a 

house 
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Memory can be spatially expressed in terms of processes like palimpsest, 

weathering, and deep time as well as processes of user manipulation.  These 

principles, while perhaps more succinctly imagined in the building, are easily 

translatable to the urban form as well. Spiro Kosof best explains the relationship of 

the city and the processes of memory and time in the City Assembled:  

“In the process of layering, nothing much of the beginning may 
survive in the end, but the city is still there where it started (site), and 
its present form is the last phase of many major and minor 
readjustments, each one of which has to work with what was there at 
the time even if what was there was only building foundations. The 
survival is often fragments of spatial structure- a modern avenue that 
runs over an ancient path, or the central plaza that geos back to the 
form of the Roman period. Not building over a spot through many 
centuries may prove as significant as super imposed layers of 
construction.”41 

 

Cities and their public spaces, like buildings themselves, are made meaningful 

and complex in part through their layering of the past that gives them visual form to 

memory. Norburg-Schulz likens the idea to the genius loci – the spirit of the place by 

which the character and uniqueness of the place is christened42.   

The city itself has been referred to as a form of an archetype by leading researchers at 

the Archive for Research in Archetypal Symbolism43. Tellingly, they refer to cities as 

made up of “layers of history”, “incorporating the visible landmarks and invisible 

spirits of another time”.  “Cities are pictures of our conscious attainments and cultural 

                                                

41 Kostof, Spiro. The City Assembled: The Elements of Urban Form through History. Boston: Little, 
Brown, 1992. 
42 Norberg-Schulz, Christian. Genius Loci: Towards a Phenomenology of Architecture. New York: 
Rizzoli, 1980	  
43 Ronnberg, Ami, and Kathleen Martin, eds. The Book of Symbols: Reflections on Archetypical 
Images. Cologne: Tascehen, 2010. 614 
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evolution, and every city contains the means of its own demise,”44 And our oldest 

cities were often archetypical symbols in and of themselves, “hierarchically realized 

around the idea of a cosmic center”45.    

The city and site of a project is critical. The relationship of collective memory 

and urban environment fosters memorial spaces that are also meaningful.  The 

precedent studies and literature review begin to suggest three main types of time-

sensitive or memorials sites: event-based spaces, urban-based spaces, and emergent 

spaces.  All cases reflect upon the collective and individual memories of the people 

who live there, but in subtly different ways.  

Event-based spaces reflect upon a historical occurrence that occurred in situ. 

In the above case studies, this is most immediately demonstrated in the ghost house, 

which celebrates where Benjamin Franklin’s house once stood; in the Steilneset 

memorial, reflecting upon the witch hunts in Vardo; and the Confluence Project, 

territorially attempting to reflect upon the journey of Lewis and Clark.  The site, in all 

these cases, is designed as sacred ground. Sacred is not used lightly. This is 

contentious memory space where the event that occurred in the specific site has 

altered public perception of the space to such a degree that there is a demand for 

approaching the site with a high level of sensitivity. Moreover, memorialization could 

likely not occur elsewhere- even in the absence of an architecturalized design the 

space itself is meaningful.   

Urban spaces do not reflect on an event but rather reflect the image of the 

memory of the city itself.  The clearest examples are wayfinding monumental forms 
                                                

44	  Ibid	  
45	  Ibid	  
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like the Eiffel Tower or Washington Monument. Either commemorated events or 

people—the World’s Fair and a president, respectively yet their importance is rooted 

in their ability for a city to self reflect and imagine itself differently.  The Washington 

Monument and the views it creates have shifted architectural forms to prioritize 

viewpoints in the city of Washington. In effect, the monument not only way finds but 

also alters the form of the city itself.  Urban-based memorials like these are less about 

a specific memory than about a static, collective memory that works as a comforting 

icon to understand a city immediately and in its entirety. Their relationship to site is 

broad and includes an entire district, city, collective region, or even state.  

Emergent spaces are perhaps the most enigmatic. These are spaces where the 

meaning or history exists but is perhaps untapped or evolving. They are memorials in 

the making with neither the salience of a major event to make the site sacred nor a 

monumental form that helps them gain relevance as a symbol of a neighborhood, 

region or place.  Instead, they rely upon ongoing relationship with the visitors 

themselves to construct their meaning.  Informal memorials like the Ghost Bike 

memorial or Flowers for Mr. Oh are obvious examples, but they are ephemeral. The 

following two case studies of Mauer Park in Berlin and Fresh Kills in New York City 

uncover how more permanent time-sensitive and memory sensitive infrastructure can 

emerge through user interaction or macro economic and political interactions. Both 

these cases draw from the past but ultimately draw from the present so that they can 

evolve and be reactivated by users throughout time.  
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Adaptability and Emergent Memory at Mauerpark, Berlin 

 

Figure 28: The voids of Berlin are literal erasures of the urban fabric46 

Mauer Park in Berlin is one of the most salient case studies of an evolutionary 

emergent memory space. The site began as a cleared landscape outside the city of 

Berlin that served as a military encampment and railway in the 19th century. Later, 

during the Cold War the space became appropriated as the site of the Berlin Wall and, 

as the city grew, it became a void in the city.   After the Cold War, the area was 

redesigned as a park, complete with vistas of nearby neighborhoods and heavy 

                                                

46	  Pingel,	  Jan.	  "Projective	  Cities."	  Projective	  Cities.	  Architectural	  Association	  Graduate	  	  School,	  21	  
Mar.	  2012.	  Web.	  29	  Mar.	  2015.	  
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landscape interventions. Critics and the community at large quickly deemed the park, 

deemed too formal by some and not formal enough by others, a failure. With a lack of 

maintenance and a high degree of public neglect, the site returned to a barren 

landscape only to become meaningful to Berlin’s subcultures, which used graffiti, 

public events, and other forms of appropriation to claim the space.47 The park ruin 

became intervention by the counterculture and the expressed choice to preserve the 

destroyed rawness of the Berlin wall.  In effect, “Mauerpark has developed gradually 

into one of the most creative and attractive subcultures of Berlin”48 precisely because 

it connected to the memory of the place. It offers the intriguing possibility that 

Mauerpark’s success was rooted in the city of Berlin itself, which needed a 

countercultural void space to reflect upon the unique history of division and protest.  

It also is important because it shows the role of site and the ability of users to 

appropriate urban spaces to become meaningful over time. Mauerpark also serves as a 

broader lesson in the power of the void- it demonstrates how careful user-led 

interventions within significant void spaces can stitch cities back together.  Moreover, 

informal architectural moves like Mauerpark are constantly reinterpreted, and often 

reveal countercultural narratives that often go untold by history. These moves tend to 

be ephemeral in nature due to their constant adaptation. Perhaps, the role of the 

designer is to identify and cultivate these significant but neglected spaces and help 

engage and elevate them with the evolving narrative of the city.   

                                                

47	  Girot,	  C.	  (2004).	  Eulogy	  of	  the	  Void.	  DISP	  -‐	  The	  Planning	  Review,	  35-‐36.	  
48	  Ibid,	  	  36	  
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Figure 29: Mauerpark over time, diagram by Adam Chamy 

   

 

 

Figure 30: Community altered space at Mauerpark49 

                                                

49	  Antonaccio,	  Daniel.	  Mauerpark.	  Digital	  image.	  Wikipedia,	  9	  Mar.	  2008.	  Web.	  17	  
May	  2015.	  
<http://en.wikipedia.org/wiki/Mauerpark#/media/File:Mauerpark0.jpg>.	  
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Figure 31: Inhabiting the void. Speculations on an urban 

design project that would memorialize a city through the 

erasure space of the void. 
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Emergent	  Memory,	  Waste,	  and	  Collective	  Amnesia	  at	  Fresh	  Kills	  

Where and when do our collective memories coalesce into emergent spaces? 

Mauerpark, shows one case of a society needing a place to reflect and informally 

creating it. The current transformation of Fresh Kills from a massive 2,200-acre 

landfill in New York City into an urban park provides a case study in the emergence 

of a significant place-space, and then, a more intentional revealing of significance by 

designers and planners.  My analysis focuses on what makes the site unique and 

obvious as a place that fosters memory reflection. 

Over the second half of the 20th century, Fresh Kills served as a highly 

engineered landscape that fostered a unique micro-ecology while also containing the 

waste from the city of New York50.  While it was responsible for an estimated 2% of 

the world’s methane emissions51, it simultaneously served as a nesting habitat for 

migratory birds.  It was the largest manmade structure in the world, surpassing the 

Great Wall and Great Pyramids, collecting the construction and municipal waste of a 

city that grew and evolved throughout the 20th century. In this way, the site became 

important because of its enormity and connection to the memory of New York City 

and its connection to global economic and waste flows.  

As a site of waste, economy, and ecology, Fresh Kills served as a “memory 

vessel” for the city of New York – that both revealed “a less popular vision of the 

workings of the capitalist economy” while serving as a repository for life’s prosaic 

                                                

50	  Fresh	  Kills:	  From	  Landfill	  to	  Landscape.	  Issue	  brief.	  City	  of	  New	  York,	  Department	  of	  Planning,	  
n.d.	  Web.	  14	  May	  2015.	  <http://www.nyc.gov/html/dcp/pdf/fkl/about_fkl.pdf>.	  
51	  Popson,	  Colleen	  P.	  "Museums:	  The	  Truth	  Is	  in	  Our	  Trash."	  Archeology	  55.1	  (2002):	  n.	  pag.	  
Print.	  Digitally	  Accessed:	  http://archive.archaeology.org/0201/reviews/trash.html	  
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items, from forgotten Coney Island flip-flops to old report cards and toothbrushes.52 

While still a landfill, the space became an emergent memorial for the things forgotten 

by society, from global pollution transfer to the migration of birds. In a sense, it was a 

“hidden” process that had yet to be considered relevant of being remembered or even 

recognized. 

In 2011, with eminent closure and being conceived as a future park, the space 

was used a place of recovery zone for 9/11 of everything from personal artifacts to 

human remains.53 The unidentified remains, in effect, became some of the highly 

controversial last additions to space54 55 – suddenly transforming the maligned landfill 

into a highly charged sacred ground.  The emergent memory space had the ability to 

become transformed into an “event-based” memory scape.  

While the thirty-year transformation of Fresh Kills into an urban park is still 

ongoing, the conundrum of its existence begins to solicit questions about the role of 

memory in the neoliberal and capitalist America.  Can our places of waste and 

environmental degradation transform into repositories of collective memory?  

Looking to the discipline of archeology, the sites of waste or middens are oftentimes 

the most critically important sites for understanding the broader culture56.  What is 

                                                

52	  Scarpino,	  Cinzia.	  "Ground	  Zero/Fresh	  Kills:	  Cataloguing	  Ruins,	  Garbage,	  and	  Memory."	  Other	  
Modernities	  (2011):	  237-‐53.	  Print.	  
53	  Hartocollis,	  Anemona	  (24	  March	  2007).	  "Landfill	  Has	  9/11	  Remains,	  Medical	  Examiner	  Wrote".	  
New	  York	  Times.	  Retrieved	  26	  November	  2009.	  
54 Ibid  
55 Depalma, Anthony. "Landfill, Park ... Final Resting Place?; Plans for Fresh Kills Trouble 9/11 
Families Who Sense Loved Ones in the Dust." The New York Times. The New York Times, 13 June 
2004. Web. 14 May 2015. 
56 Hurst, K. (2015). Midden - An Archaeological Garbage Dump: An Archeologists Favorite 
Discovery. Retrieved May 20, 2015.  
	  



 

 52 

 

digested by a culture is directly correlated to what is ingested and processed.  Then, 

perhaps there is also a dark irony of the twin towers—iconic and recognizable 

symbols of American capitalism—being ultimately deposited in Fresh Kills, a 

despised environmental consequence of that very system.  The subsequent slow 

transformation of the site fosters a narrative of an emergent memorial to the age of 

capitalism and globalization that considers flows of politics, economy, and ecology as 

much as place making and history. Perhaps Fresh Kills and the analogous 9/11 

memorials capture a zeitgeist of unfathomable complex interdependence and 

environmental and political instability.  

Lastly, Fresh Kills demonstrates the important role of the designer, planner, 

and architect in producing cultural landscapes.  The flows of waste and enormity of 

the site made Fresh Kills important to the culture of our time- yet without the 

designer that role would not be recognized Careful design and intension by planners 

and Field Operations, the lead designer, has focused on its role in the broader context, 

revealed its sublime socio-political and ecological importance, and educated visitors. 

This has begun to elevate Fresh Kills from a maligned place that a culture would 

prefer to forget, to a place of reflection.  

Fresh Kills has begun to reveal how collective memory and the elevated 

significance of a place can be rooted in the forgotten items of the everyday of a 

landfill just as much as the highly charged events of larger political events of a 

nation’s history. The site describes an emergent memory site, still in formation, 

combined with an event-based space of 9/11.  
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Figure 32: Amnesia City: Hidden flows of waste, ecology and memory at Fresh 

Kills 
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Chapter	  7:	  Towards	  an	  Architecture	  of	  Memory	  

Figure 33: Types of Memory Spaces 
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From these case 

studies and theories a new 

framework for designing time 

sensitive spaces emerges. 

First, the space or 

architectural design must 

exhibit strong adaptability 

through user interaction. This 

can foster a design that is 

relevant in the present, has 

the possibility to evolve into the future, and begins to foster a design that works at 

both the individual and collective level.  Second, the form of the space and memorial 

is critical—it is the key to relating to the collective memory of the visitor, the city, or 

the site.  From the Eifel Tower to the Steilneset memorial, the form becomes the 

clearest way to prime the individual to the environment, history, or place.  

Furthermore, this form must relate through materiality, sequence, or narrative to the 

memory explored. Lastly, as is evidenced in Mauerpark and Fresh Kills, any time 

sensitive or memory responsive intervention must be integrated with the context and 

be spatially specific in relation to site to hold power or deep meaning.  

 

Figure 34: Strong adaptability through user interaction. 
Illustration by Adam Chamy 



 

 56 

 

The case studies and theoretical background begin to suggest a multifaceted 

approach to creating architecture of time that can project the past into the present and 

future.  Through priming and understanding of individual memory, wayfinding and 

the image of the place can be as significant as a cultural artifact itself.  Studies in 

collective memory suggest that reflection, to be broadly applicable, must focus on 

meaning and broader cultural, political, or environmental systems in play. The 

Confluence Project suggests that that collective memory can take many forms, from 

the small installation and pathway of connection to a territorial scale intervention. 

Figure 35: The Form must relate to collective(ed) memory and prime the individual. Illustration 
by Adam Chamy 
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Architectural theories in deep time, weathering and palimpsest make clear that 

materiality and form become critical components of any time sensitive intervention.  

Like the Steilneset Memorial, a technique of critical, experiential focused design can 

connects the visitor to the memory of the place on an educational and deeply 

psychological level.  Social analysis, and cultural artifact formation in the absence of 

the designer, suggests that memory places are successful because of their adaptability 

and ability for highly intuitive user interaction.  From small temporary interventions 

like the Memorial to Mr. Oh and the Ghost Bike Memorial, the user and their ability 

to alter the site can make a site relevant and alive rather than a static landmark.  

 

Figure 36: Site integration through larger societal flows and spatial specificity 
important. Illustration by Adam Chamy 

Moreover, site has a clear and profound impact on creation of memory and 

time-sensitive architecture.  Mauerpark, with it’s user created and manipulated void 
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space, and Fresh Kills, with its complex socio-economic, political, and ecological 

cultural artifact creation interface, provide examples of how memorial spaces can 

emerge through either programmatic need by a community or consequence of large 

global systems at play.   

Perhaps most importantly, the precedent studies reveal how memory spaces 

can be highly designed, curated, or informal. Highly designed spaces include the 

Steilneset memorial, the Ghost House, the Eiffel Tower, and other more traditional 

“memorials”- where a history, commemorative event, or person is glorified- typically 

though a historical narrative. Curated memory spaces like Fresh Kills or the 

Confluence Project use specific architectural or landscaped moments to reveal the 

history or allow it emerge. The spaces are unquestionably designed but typically take 

a more relational tactic.  Finally, more informal or emergent collective process, as in 

Mauerpark, Ghost Bike, and the Memorial for Mr. Oh utilize the collective and 

individual narrative to spontaneously create memory space. Informal architecture 

urges a view of design as a canvas and demonstrates that even in seemingly mundane 

circumstances, memory can emerge.  What these case studies reveal is that memory is 

everywhere and design- through a range of monumental to subtle tactics- can 

cultivate it. Moreover, all the case studies, reveal how memory is a process of 

collective identity formation. Sometimes a memory space helps us understand and 

remember our national narratives, our individual visits to a city or place, or they can 

be more active and expose a forgotten history.  
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I will begin to test out a time-sensitive memory space using the parameters 

.described by these theories and case studies. These three parameters begin to suggest 

a very specific idea of what a memory space can and should be to a society. Below is 

a table describing the direction of the built form that summarized different tactics, 

diagrams, scales, and thematic narratives of memory. The second chart shows how at 

times these tactics and diagrams are related despite the distinct nature of the case 

studies.  
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Figure 37: Photography taken during high school near the chosen site in the 

historic Northside of Fort Worth by Adam Chamy 
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Figure 38: Collaged map showing major areas of thesis investigation in Fort 

Worth 

 

 

 

 

 

 

 

Chapter	  8:	  Collected	  Memory,	  Site	  Identity,	  and	  Fort	  Worth	  
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To investigate these theories and their opportunity to cultivate memory- a site 

adjacent to downtown Fort Worth was chosen for investigation. The site was initially 

investigated due to its’ connection to my individual memory. As a teenager I was 

attracted to the site- a seemingly strange moment in the city. Weathered by time, it 

was littered with a few abandoned buildings and larger fields of vegetation. The site 

sits along a levee-protected floodplain of the Trinity River between the downtown 

and the Stockyards – a Latino neighborhood rich with southwestern frontier history.  

Adjacent to the plain is a high, 100’ bluff. The camp that became the city of Fort 

Worth was founded upon the bluff in 184957. While the camp was the namesake and 

built form of the city- four live oak trees known as Traders Oak was the spirit. The 

Four Oak trees- settled just across from the site on Samuel’s avenue historically 

served as the place where pioneers would swap stories, Indians would trade food and 

goods58. To this day, the oaks trees still stand as both a compliment and foil to the 

built urbanism that now defines the city.  

                                                

57	  Nichols,	  Mike.	  "Entrepreneurs."	  Lost	  Fort	  Worth.	  Charleston:	  History,	  2014.	  	  125.	  Print.	  

58	  Ibid,	  126	  
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Figure 39: People still bring horses to ride recreationally within eyeshot of the 

skyline59 

In later years, I visited after acquiring an architectural education and noticed 

the baroque axis to the courthouse, which led from somewhere to nowhere. I noticed, 

with some surprise, the cattle grazing on fields that look upon a skyline dotted with 

global multinational companies. Agro-urbanism- an urban planning theory- seemed 

almost incidentally in vogue in my hometown- an often forgotten second tier city.  I 

noticed informal dirt pathways where families walked with their kids along the 

                                                

59  Oliver, Nick. Beyond the Stockyards: Horseback Riding Through Cowtown. Digital Image.  

Streams and Valleys | Saving, Sharing and Celebrating the Trinity River in Fort Worth. Web. 

25 September 2015 
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polluted Trinity River bounded by foundations of buildings of yesteryears and rusty 

industrial artifacts the litered the landscape. The site seemed suddenly even more 

enigmatic- why does it exist?  

 

A	  State	  of	  Contrast:	  The	  Site	  as	  Texas	  

The national narrative of a place is critical to understanding the collective 

memory and identity of the place. How does Fort Worth identify itself? What is the 

dominate narrative. To study to memory of Fort Worth, it is critical to understand the 

collective national narrative that is Texas.  I say national because Texas’ identity is 

uniquely peculiar and oftentimes thought of in the language of a nation. Texas flags 

are raised at equal mast with the United States flag while the Texas oath of allegiance 

is said before the United States oath. Its peculiar short-lived independence as a 

nation-state is still residual in the institutional and cultural identity of the place.  

It is a state, often lampooned- maligned as a symbol of backwardness by 

liberal Americans- and seen as a cultural Luddite among the educated. Texas is all but 

excluded from the cultural identities shared by citizens of the Old South, Midwest, 

and West – yet squarely could be located in any of these places.  

In 1995, Naim June Paik, the post-modern video artist, revealed a glimpse of 

the current collective identity of Texas in his famous work- Electronic Superhighway. 

The installation piece is a series of videos on televisions bound by neon outlines of 

the American states. On each video, Paik takes footage that reveals his view of each 

American state’s identity through the American media of film. In his design, Texas is 

a collage of frenetic video clips. Flashes of flames in Waco and the 1990s Branch 
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Dravidians cult are spliced with cowboys, vast empty plains, and references to oil. 

Fort Worth, and by extension the site, exists in this context. Cowboys are the symbol 

of both extraction of the land through cattle and unbridled libertarian American ideal 

of independence. Texas oil places the collective identity within the framework of 

extraction where the process of discovery literally fuels the current neoliberal and 

global environment of the present day America.  

While Paik’s choice of the Branch Dravidians as a symbol of the state perhaps 

taps more closely to the zeitgeist of the 1990s, it also points to a unique paradox of 

Texas identity. It is a place of extreme tradition- religion, exposed in racial 

discrimination, and historicism – that simultaneously harbors extreme radicalism and 

countercultures.  It is a state that harbors the avante-garde music scene of Austin, the 

minimalist art lovers of Donald Judd, and religious cults from New Age Branch 

Dravidians to extreme right Christian groups. Perhaps the image of the cowboy- 

simultaneously traditional and independent- is what harbors this state of contrast. 

Steinbeck perhaps describes Texas collective identity as a state of contrast 

with the most clarity in the 1962 Travels with Charley, a rambling memoir of a 

journey across America.  He begins with the bold assertion that “Texas is a state of 

mind” or perhaps “more than that. It is a mystique closely approximating a 

religion”60. The religion consists of a “tradition of frontier cattlemen” and a 

population that “holds to the dream of the longhorn steer and unfenced horizon”.  It is 

a place where rich global businessmen “buy ranches” and “wear healed boots that 
                                                

60	  Steinbeck,	  John.	  Travels	  with	  Charley:	  In	  Search	  of	  America.	  New	  York:	  Viking,	  1962.	  227-‐34.	  

Print.	  
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never feel a stirrup” simply to nostalgically “try to keep their association with the 

strength and simplicity of the land”.  This is a land of contradiction “where 

everything in Texas is likely to be canceled by something else” – from the “blue 

jeaned ranchman in Neiman-Marcus buying Japanese jades” to “voting 

conservative… in national elections while electing liberals to city and country and 

post”.  He goes on to conclude that, “by nature and its size Texas invites generalities, 

and the generalities usually end up as paradox”. 

 

Figure 40: Naim June Paik's Electronic Superhighway 

The site, a vacant brownfield bounded by skyscrapers and former cattle yards- 

is exactly this contradiction.  A city boy, growing up in fort worth, my youthful 

curiosity about the place – with its unexpectedly open horizon with longhorn grazing 

juxtaposed against a global skyline- was perhaps tapping into that contradiction of a 

the sophisticated, placeless, neoliberal, and global adjacent to a ground, landscape, 
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and place squarely historical, unaltered, and place-full. The site then, perhaps is an 

allegory for Texas itself.  

 

Extraction:	  Economic	  Memory	  of	  Fort	  Worth	  

 The site that I chose to investigate is not only a microcosm of the 

contradiction and peculiar historic moment that is Texas. The ground and its’ layered 

history also is squarely a part of Fort Worth’s history.  Prehistory extended almost 

into the modern era.  Little to nothing is written of the site before settlement and 

written documentation in 1840s. What is known is that the site was a grazing place 

for buffalo and quite possibly the confluence of the small village cultures of the 

Indian Caddos and the east and the more warlike expansive horse oriented plain 

Indian cultures61. While most archeological evidence for the region is sorely lacking, 

the site- with its location along the fertile creek bed undoubtedly was visited to some 

extent. 

 The historical record begins with the story of pioneers and invasion. The city 

was founded as a military encampment along the Trinity River, on a high 100 foot 

bluff overlooking my site.  This defensive and military history and mentality extends 

to the present day. “Camp Worth” overlooked the site and served an Indian trading 

post and defensive settlement for early pioneers against the native population.  The 

history of the city, similar to that of the state, was a place of extraction. The early 

                                                

61	  Selcer,	  Richard	  F.	  "Frontier	  Beginnings."	  Fort	  Worth	  a	  Texas	  Original!	  Austin:	  Texas	  State	  

Historical	  Association,	  2004.	  Print.	  
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history involved extraction of buffalo in the landscape – until their extinction- and of 

the land and resources of the native peoples – until they too were driven out. By the 

1880s, the extraction of buffalo was replaced with the cowboy – leading thousands of 

cattle to extract energy from the vast prairies and drive it to markets north and east. 

The millions of cattle traveled through Fort Worth in a journey north to feed the 

appetites of growing American capitalism. Later, Fort Worth was the meatpacking 

town where cowboys drove their cattle to vast industrial meatpacking plants. The 

physical site under investigation at once hosted grazing pastures for the cattle and rail 

yards to ship the meat across the nation to larger metropolises east and north.   

Steinbeck noted “Texas is a military nation62” and perhaps Fort Worth is the 

genesis of that national moment. Fort Worth’s military origins remained unbroken 

from it are founding. The landscape and ground of the region- with its vast prairie- 

was the genesis of this moment. The vast prairie served as prime national training 

ground for private and governmental aviation enterprises from the Navy’s lighter-

than-air craft program to the Royal Canadian air force63.  To the west of the site, the 

later neighborhood of Camp Bowie was founded as a training ground for over 25,000 

World War I cadets. This emphasis on military and aviation would continue to the 

present day with General Dynamics and Lockeed Martin choosing Fort Worth as it’s 

primary site for manufacturing Cold War aircrafts. Private airlines like American 

                                                

62	  Steinbeck,	  230	  

63	  Ibid,	  55-‐71	  
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Airlines- would make Fort Worth the headquarters of an equally important modern, 

global aviation industry.  

Simultaneously, oil was found east and west of the city. Fort Worth, a sleepy 

remote military and cattle outpost became the hometown of million and, later 

billionaire, oil barons and eastern educated financers. Time and geologic depository 

of fuel was extracted fourth from the earth to fuel the growing appetite of the growing 

global economy. The oil identity of the city continues as Fort Worth has one of the 

largest urban fracking enterprises in the country- with large wells adjacent to the 

downtown skyline. 

Steinbeck noted that Texans have an energy that in earlier epochs “permitted 

whole people to migrate and conquer”. Today that energy is felt in the “restless 

movement of Texas capital” which through a “conquest of purchase” – has had 

adventures in the “oil deserts of the Near East”,  “factories in the Middle West”, and 

“lands of South America”.   This powerful capitalist energy has led to Fort Worth’s 

deep connection with 21st century neoliberal capitalism.  Fortune 500 companies 

continue to flock to the city in search of cheap land and labor and a libertarian vision 

of capitalism.  But like neoliberal visions across the world, oftentimes it comes at a 

social cost.  
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Figure 41: Diagram showing relationship of fracking and the watershed 

 

Forgotten:	  A	  Social	  History	  of	  Fort	  Worth	  

The social history of the city has always been secondary to this economic 

vision of extraction.  The cowboy and independent oil tycoon have trumped the 

African-American, Latino, and even German-Irish collective narratives of the city.  

Visions of the white, male Butch Cassidy or outlaw Sam Bass cloud a vision of 

hidden diversity. Segregation – formal and informal- separated first native peoples, 

then African-Americans, and finally Latinos and new immigrants while the narrative 

of the city- collected in flags, historic districts, and public monuments is deeply 

rooted in a glorified, triumphant Anglo-American vision of industry and neoliberal 

modernism. In a vast literature review of the city, there is only mere pages devoted to 

the African-American roots of the city and only one, quite recent publication 

exploring the deep Latino history of the city. Until the late 20th century, Fort Worth 



 

 72 

 

was really two communities (or more)- the white one sitting uncomfortably beside it’s 

black mirror image64. Today the city is a diverse, minority majority city with Latin 

Americans consisting of 35% of the population and African-Americans at 20%, and a 

smaller but rapidly growing east and south Asian community. Recognizing this, the 

city has begun to evolve and assert it’s diverse heritage through empowering Latino 

business leaders, black cultural institutions, and assertive attempts at fostering mixed-

race and income neighborhoods.  

 

Figure 42: Collage exploring the varying economic generators of the site 

Thus far, no published work features a narratives of the site from an African-

American perspective. Fair-minded white historians have taken the time to expound 

and promote the under-researched history. The only mention of the specific site come 

                                                

64	  Selcer,	  45	  
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from a mention by one such historian of the site once being called “Buttermilk 

Flats”65 and hosting a poor, derelict community of black factory workers and farmers 

in the early 20th century. 

The “Northside” neighborhood adjacent to the site is more deeply articulated 

from a Latino perspective in a recent publication Stories from the Barrio by Carlos 

Cùellar. The author relates a narrative of the primarily Mexican-American population 

arriving in the city in the 1880s as low-income workers facing both discrimination 

and segregation but, also moments of intense innovation and integration. His 

conclusion is that Mexican-Americans and Latinos ultimately “transformed the 

skyline and allowing the economy to grow and prosper” and culturally changing the 

city forever.  

Culturally, all people in Fort Worth regardless of race see Mexican-Texan or 

Tex-Mex cuisine and many aspects of Mexican culture as a part of their heritage. It is 

no coincidence that the initial Mexican-American resturaunteers lived near to the site 

in the dynamic zone of the meatpacking factories where whites, blacks, and Latinos 

would meet at the point of industry.  Since the 1980s a large dual heritage Chicano 

middle class has begun to emerge throughout the city defying the notions of a low-

income Latino class employed by the older white elite.  Indeed, what the Latin 

American perspective reveals is that global environment of meatpacking and cattle 

brought the variety of communities together. The site itself- deeply connected to this 

                                                

65	  Selcer,	  Richard.	  "Fort	  Worth,	  Texas,	  Where	  the	  West	  and	  the	  South	  Meet:	  A	  Brief	  History	  of	  the	  
City's	  African	  American	  Community,	  1849-‐2012	  |	  The	  Black	  Past:	  Remembered	  and	  Reclaimed."	  
Fort	  Worth,	  Texas,	  Where	  the	  West	  and	  the	  South	  Meet:	  A	  Brief	  History	  of	  the	  City's	  African	  
American	  Community,	  1849-‐2012	  |	  The	  Black	  Past:	  Remembered	  and	  Reclaimed.	  Blackpast.org,	  
2015.	  Web.	  25	  Sept.	  2015.	  
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history of meatpacking, cattle, and rail – has a social memory of integration and 

explosive cross-cultural invention.  

Indeed, these alternative narratives are critical in understanding the memory 

making of the city and site. The chosen site is at an important physical place in this 

evolving social context of the city. It serves as a void that paradoxically divides and 

unites the varying social and economic narrative of the city. Today, to the north lies 

the primarily middle and working class Latino “barrio” and tourist neighborhood of 

the “Northside” and, to the east a diverse mixed ethnicity but historically black, 

latino, and low-income neighborhood of “Rock Island”. The west is the white and 

highly educated arts district and medical school. To the south lies the modern 

business district equipped with global corporate headquarters, tourist plazas, hotels, 
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and expensive condos.  This site is where all paths of life cross. 

 

Figure 43: Layered Sanborn Maps and narratives over an existent figure ground 

of the site 

 

While never highly developed because of the floodplain, Sanborn maps and 

narratives reveal a layered history where “Refinery Street” produced pipes for the oil 

history, rail yards serviced the cattle industry, and informal settlements in the 19th 

century housed African-American and Latinos who worked in the slaughterhouses 

along side German-American biergardens. In a sense, the site- forgotten by the formal 
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city with it’s tall, modern skyline- is the embodiment of a what one author calls Fort 

Worth’s “Forgotten” Builders66.   

As a designer, the user-manipulated adaptable approach to the memory spaces 

must occur to allow these “forgotten” builders to have a voice now and into the 

future. A variety of my design proposals therefore, are curated rather than deeply 

designed to allow for community voice- regardless of the ethnic, gender, or social 

background to be expressed.  While in some ways they must tap into the larger 

collective memory of the city, region, and nation- they must also become sites of 

collected memory to allow for other voices and future unknown memories. Moreover, 

aforementioned theories reveal that memory is paradoxical and always viewed from 

the present. Therefore, an architectural design meant to be an allegory towards 

memory is perhaps best suited in such a layered, contradictory, contrasting and 

temporary aspects are best suited in a site and design that can accommodate a variety 

of perspectives. 

 

Physical	  Memory	  and	  Landscape	  of	  Fort	  Worth	  

In terms of the built an environment, a never completely occupied grid plan- 

developed in the early 19th century hugs the middle of the site along a wide 

ceremonial access that leads directly to the courthouse. The site then is a place where 

the city, despite its best efforts, never expanded.  For much of its history the noxious 

industrial uses of the slaughterhouses combined with flooding kept anything besides 

                                                

66	  Selcer,	  35	  
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industrial uses from the site. Moreover, the ever-present Latino population to the 

north perhaps prevented white capital from choosing to invest. Even early in the cities 

history, the wealthier white population almost exclusively looked to streetcar suburbs 

or distant ranches over the complex social environment of the city as a place to reside. 

The city often chose to annex nearby small towns rather than grow organically- 

creating a constellation of interconnected downtowns- rather than an urban centrality. 

While the city profited from the saloon-town atmosphere of the cattle drives and the 

speculative boom of oil – it’s middle class and wealthy citizens ultimately attempted 

to retreat to Steinbeck’s “dream of the longhorn steer and unfenced horizon” 

 Environmentally, the site is a place of cataclysmic contrast. Geologically, the 

area is littered with fossils – revealing a sense of deep time. Amplifying this is the 

contrast of a high bluff bordering the site from the cretaceous period adjacent to a 

flood plain is filled with modern-day silt and clay.  Climatically, it oscillates between 

extreme floods and the arid grassland of the local ecosystem and thickets of timber. 

This complex geology and climatic condition reflects in many ways Berrizbeitia’s 

concept of deep time found naturally in the environment. The site itself is an 

immediate relic of bygone epics in the earth’s history. 

The complex social and economic history perhaps more eloquently matches 

Robin Drip’s concept of Ground. Imprinted on this void in the city are physical 

evidence complex layers of social, ecologic, and geologic histories. Littering the 

landscape are vacant patches of concrete where the foundation of buildings once 

stood and abandoned industrial equipment to the reemergence of old railroad tracks 

from the neglected roadways.  The topography and larger patterns in the landscape 
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formed by these layered patches of urbanism and geology begin to reveal a sense of 

complexity (figure 44). This complex layered system of activity and ecology in what 

initially appears as a vacant depository begins to suggest a site that is emergent in 

memory and rich in potential for a design that can reveal it.  

In a sense, this abandonment begins to call to mind the case study of 

Mauerpark where a ground abandoned begins to slowly relive its’ earlier existences.  

Also, like Mauerpark, there are moments of countercultural expression with informal 

dirt paths littering the landscape so that families can enjoy the unique views of 

downtown or graffiti artists claiming abandoned buildings as their canvas. 
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Figure 44: Stories from the ground Condition in Fort Worth- Patterns 

 

Figure 45: Stories from the ground condition in Fort Worth-  Pathways 
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Figure 46: Stories form the ground condition in Fort Worth - Forested Areas 
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Figure 47: Diagram showing the variety of existent ground conditions 
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Figure 48: Informal Path on the levee with views of the downtown skyline 
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Figure 49: Countercultural Expression 
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Figure 50: Historical flag of Fort Worth revealing an early identity deeply 

rooted in goals of attracting global capital. "We're for Smoke" was part of an 

early marketing campaign to attract global factories and become a "Modern" 

American city. 
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Figure 51: Extract // Deposit: Growth, evolution, and change in the city of Fort 

Worth 
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Chapter	  9:	  The	  Grid	  as	  a	  Design	  Tool	  

Underlying the approach to site, architecture, and detail is the concept of the 

grid. Rosalind Krauss in the article “Grids” notes that the grid emerged in the early 

Figure 52: Geologic History of the Site 
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modern era as a way of flattening and silencing history67. Attacking the artistic motif 

found in artists such as Joseph Cornell, Mondrian, and others – she claims that the 

regularizing, monotonous power of the grid silences history by containing it and not 

allowing it to fully express the diversity of actual narratives. Rather, the grid 

simplifies, contains, and digests. Indeed, it seems that Krauss views the grid as a tool 

of high modernism – meant to silence metis or local knowledge.  

My work directly challenges Rosalind Krauss assertion. While I do not doubt 

that the grid has been used to silence and flatten, the grid can be used a tool to silence, 

it can be used just as easily to elevate.  Harkening back to Vitruvious and classical 

design – the grid was used to put order and compositional clarity into what oftentimes 

was a harsh and difficult world.  Moreover, I found that Krauss’ assertion that the 

grid may flatten narratives and compositions by placing them in a regular or 

contained order does not always hold true. Indeed, order- even rigid order in the form 

of a grid- can be a necessary and profound tool of art and design. Organization and 

curation of objects, things can at times be given higher meaning. A written work 

without compositional order is simply rambling words. An art piece without 

composition is paint on a wall. The grid therefore, in it’s power to simplfy, also 

elevates, layers complexity and dynamism 

A creative example of this is the work of Austin Radcliff. Radcliff- an award 

winning blogger, curator, and photographer crafted a blog titled 

“Thingsorganizedneatly”. In this body of work, he takes his own photographs as well 

                                                

67 Krauss, Rosalind. "Grids." October 9 (1979): 50. 
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as gathers curated submissions by people online of objects assembled in 

compositional grids.  While at time, the works are purely compositional- echoing 

Kraus’ assertion of the totalizing silencing grid- other times they fashion narratives 

that would otherwise cease to exist. One anonymous submission to his curated blog is 

Figure 53: Stages of Banana Ripeness. This fetishization of scientific analysis takes 

the mundane banana and elevates it to a color wheel and symbol if weathering and 

age through clear and articulate grid like compositions.  Other works curated by 

Radcliff such as Figure 54 and 55, reveal narratives of which people are by the 

objects they carry with them. Figure 54 perhaps reveals a romantic - interested in the 

Arts and Crafts movement, vintage items, and travel.   Figure 55 reveals a German 

hunter or perhaps reveals an archetype of a classic conservative.  

What is most striking about this body of work is the way the grid- through it’s 

power of compositional simplification- can tell a story about objects that otherwise 

would be narrative-less to the native eye.  The works are also startling because it 

suggests that grids can be moments of generation and creativity. This artistic 

validation of the grid echoes urban design and architectural theory where time and 

time again fairly rigid grid-like compositions whether it is the Farnsworth House or 

Greek temples – are moments of intense beauty and sagacity.  

 Due to its clear power to articulate, create, and curate narratives that otherwise 

might prove impossible to convey- I have chosen to use the grid as a major 

compositional tool.  Moreover, my work seeks to use Kraus’ assertion of the power 

that grids can flatten history and time.  Indeed, the simplistic power of the grid, is 

used in my work as a way of balancing the layered ecological, economic, and social 
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histories of a complex site with the pragmatics of an architecture. Like Radcliff’s 

work, I also use the employ the grid as a tool in the creation of architectural details 

that can help house narratives.  Lastly, the grid due to its ubiquity and functional 

simplicity, also provides a canvas and motif from which the architecture can evolve 

throughout time.  

 

 

Figure 53: Stages of Banana Ripeness68 

                                                

68 "Things Organized Neatly." Things Organized Neatly. Ed. Austin Radcliff. Web. 16 

Dec. 2015. 
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Figure 54: Anonymous submission to thingsorganizedneatly by Evelyn410169 

                                                

69	  Ibid	  
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Figure 55: Anonymous submission to thingsorganizedneatly70 

 

 

 

 

 

 

 

                                                

70	  Ibid	  
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 Chapter 10:  The Site and Program as a TimeScape 

The city of Fort Worth is on the trajectory for rapid growth.  As the fastest 

large city in America, it weathered the Great Recession with an astounding growth 

rate. From 2000 to 2010, Fort Worth’s total population increased by 206,512 

persons71.  While historically, the city has mostly followed the route of suburban 

sprawl in expansion, in recent years it has turned to new urbanism ideas of creating 

new walkable communities to density a variety of corridors in the city72.  In keeping 

with the zeitgeist of the times, the city is moving towards a more dense, sustainable, 

and multimodal future – leaving its sprawling suburban history behind.  

Panther	  Island	  

The site chosen is part of that grand strategy with a vision for a dense new 

community of 30,000 people alternatively called Panther Island and Trinity Uptown73.  

The master plan involved carving up the landscape with a series of canals, damns, and 

bypass channels to deal with the flooding and creating a terraced edge to allow new 

residents to interact with the waters edge74.  Then, densfying the environment with a 

mixed-use urban environment emphasizing recreation along the water and access to 

the community college and other educational institutions along downtown75.  I 

generally am supportive of this multiyear vision that, while slowly being 

                                                

71 Population." Demographics of Fort Worth. City of Fort Worth, 2015. Web. 24 Sept. 2015. 

72	  "Urban	  Villages."	  City	  of	  Fort	  Worth,	  Texas,	  2015.	  Web.	  24	  Sept.	  2015.	  
73 Trinity Uptown Plan. Fort Worth: City of Fort Worth, 2004. PDF. 
74	  Ibid	  
75	  Ibid	  
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implemented, could be a game changer for the identity of the city- creating an urban 

walkable core that it hardly ever had.  

Where the site is visionary and laudable in its ambitious for a greener, more 

sustainable city- it could be enhanced by a thorough understanding of this layered 

complex history of Fort Worth to be more contextual. Moreover, the plan is ambitious 

and may never come to fruition. An economic bust or ecological catastrophe could 

lead the city to contraction. Lastly, the plan does not engage the social history of the 

neighborhood as a meeting ground for the variety of ethnic groups in the city.   

 

Site	  Approach	  

 My project begins with several assumptions. First, the approach towards the 

site assumes the community college will continue with its current plans to cross the 

river with a new facility designed by Bing Thom architects. Phase one, on the other 

side of the river is an award winning architectural design that has become a fixture in 

the city.  While this near future may never come to pass, it is the future of which I 

prefer for the site.  Phase one, which has already been completed is of fantastic design 

quality, has a strong design intention to bringing people to the water from downtown 

and an undoubtedly environmental aesthetic. It has quickly become an iconic point of 

pride as a new architectural gem in the city.  

Second, my approach for the site assumed ownership and sponsorship by the 

city of Fort Worth and the Community College. These two institutional groups are the 

principal owners of the land and have exposed visions recently of wanting to cultivate 

narratives from historically maligned minority groups, highlighted the progressive 
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importance of strong environmental design, and have the capital to theoretically 

produce the ambitious and, slightly avant-garde approach towards architecture 

entailed in the design of this thesis.  

My theoretical lens draws from the variety of approaches outlined in the 

previous chapters. Throughout the approach to the site plan I use a process of 

excavation and archeology to pull out old memories. Following this process is one of 

adaptation, translation, and artistic interpretation of what those past events could be as 

a present day reality. Also, as I am trying to project from the past, into the present and 

future- my site proposes a number of alternative futures rather than a singular phased 

approach.  

 

Programmatic	  Approach	  

 The program and the entire site is meant to be an allegory for time and 

memory. The power plant is renovated into the “regeneration studios” with an 

allegory for the future and serves as the southern anchor of the site towards 

downtown. Here, items from the past and present are erasure, at times forgotten, and 

many times transformed into new art objects and ideas of the future. Finally there is 

the regeneration studio- the renovated former power plant where a community college 

student repurposes materials in the landscape or in the memory collector into new 

objects for the future.  Across axis from the “Regeneration Studios” is a proposed 

new building called the memory collector. This building is an allegory for the present 

where past memories and temporary ideas are collected, interpreted, and stored. The 

memory collector is a building that serves as a public repository for the collective 
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narrative in formation. It contains a second skin or installation that evolves and serves 

as a time capsule of people’s memories. Finally, uniting the site is the landscape 

known as the “memory field”. This is a collection of green spaces, follies, water 

elements, and artifacts that reference the history of the site. The memory field is 

anchored by the historic Paddock Bridge which serves as a loggia on the east end and 

a solar canopy which serves as a loggia over the sidewalk to the west.   Its northern 

boundaries roughly end at the memory collector and southern boundaries halt at the 

Trinity River.  

Unlike typical monuments or memorials, the architecture does seeks to reflect 

the past, consciously engage the present, and project into the future as an active 

memorial and building in the making. With its massive population growth, growing 

diversity, and increasing densification- Fort Worth as at the cusp of a new chapter of 

memory making. How will Steinbeck’s independent cowboy evolve and adapt? What 

will become of the vacant landscape of the site reflective of the open frontier?  
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Figure 56: Major Programmatic Elements  
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Figure 57: Master Vision for "Trinity Uptown" by City of Fort Worth and Bing 

Thom Architects and Planners76 

 

 

                                                

76 Trinity Uptown Plan. Fort Worth: City of Fort Worth, 2004. PDF. 
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Chapter	  11:	  	  Site	  and	  The	  Memory	  Field	  	  

 The approach towards the creation of the site and memory field followed the 

extensive site analysis referenced in previous chapters.  First, the grid of streets - 

proposed in past master plans and evidenced in property lines found in Sanborn 

maps- reemerges as the main circulation body for this new neighborhood. At times, it 

is at times widened to allow for two way driving and street parking on either side. It 

also tapers and curves following the geography of the landscape near the powerplant.  

Similarly, lot sizes were adapted from the existing plans to allow for a variety of 

possible building types. The soil conditions dictate only mid-rise buildings for the 

site. As the aim of the plan is to foster an intimate community the lot sizes were 

restricted to encourage small apartment buildings as the largest possible building for 

each individual lot.  

 

Figure 58: Lot Sizes 
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While flooding is being mitigated regionally accommodations for the edges 

are still programmed as a soft, landscaped edge that could absorb the flash floods that 

are common in the region. This not only echoes the history of the site as a lowland 

prone but also through selective species choice of phragmaties as a dominant plant 

species – opens the potential for the site to be used as a place to harvest biofuels. 

While the levees are selectively maintained in key moments, they are mostly 

removed. The decades old path is remade either paved or, in areas where there is a 

soft edge, as an elevated boardwalk for visitors. 

	  

The	  Historic	  Paddock	  Bridge	  

The historic Paddock Bridge is adapted into a major artery and pathway (see 

Figure 60). To make the pathways palatable during nighttime hours a number of 

programmatic elements are added. First, the entirety of the bridge is lighted with a 

changing light display to welcome viewers. Second, two small kiosks are added. The 

large is placed on one end of the bridge. It houses a small café pavilion and is 

adjacent to the community college buildings and the Regeneration Studios/Former 

Powerplant. On the other, opposite end, a small postcard kiosk concludes the pathway 

where the bridge suddenly drops to only 10’ clearance. This is adjacent to the 

memory collector and proposed parking.  This postcard kiosk directly translates to the 

idea of priming- that is the vision of the interventions is recreated and articulated 

through a reproducible image that can be embodied in the memory of the visitors. The 

café serves a more straightforward programmatic element of serving the community 

college students near the regeneration studio. Both elements – glassy and transparent- 
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are inserted between columns and bays within the existing bridge structure.  In this 

way, they are meant to recede and be boxes or objects placed into a larger historical 

grid.   

Connecting the Trinity River, the regeneration studio, and the memory 

collector is a long axis articulated by a long water slender water element and 

pathway. The overall shape and form of the landscape was derived from my ground 

and historical analysis (see figures below).  The white circles shown in the site plan 

and circular elements found in the rendering (see figures below) are moments left 

undesigned. There the ground condition as I saw it on various site visits is kept and 

maintained. That is, no new grasses, plants or landscaped elements are placed there 

and the space is left to change without explicit maintenance (or not). Every other 

design element is sourced from some moment of historical narrative but also has a 

speculative future. Rather than articulating the entirety of the design of each 

individual landscapes element, the following diagram explains the transformation of a 

particular bosque of trees located on the west side of the site plan ( see figures below) 

When this one simple moment is articulated towards the entire site plan. Another 

series of transformations occurs. This is shown as followed as a series of alternative 

futures for the site as a whole (see figures below).  

 

 

 

The	  Utility	  Pole	  
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Throughout the site is the ubiquitous and oftentimes forgotten idea of the 

utility pole. Given the case studies of the Ghost Bike and Memorial to Mr. Oh- these 

points of utility are critical for not just the pragmatic functioning of the city but have 

become spaces of cultural reflection.  The site plan harnesses the idea of the utility 

pole as point of constant adaption and transformation. This series of objects on the 

landscape both harnesses the idea of the grid to regularize and flatten the historic 

landscape but also provides a platform for a variety of possible futures to occur. The 

structural system – using an easy to assemble kit of parts that includes fixed steel ring 

lock. The ring lock is both inexpensive and flexible- allowing for a variety of steel 

rods to be reconfigured into a variety of programmatic possibilities from transit 

shelters to lighting. Moreover, the ringlock could theoretically allow a number of 

different informal applications for people able to hook, weave, lock, or embed 

materials into the system (see the figures to understand programmatic 

transformations).   
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Figure 59: Major Existing Elements on Site  

 

Figure 60: Informal applications 

Weave Laminate

Hook

Embed
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Figure 61: Site Plan 

 

Figure 62: Current Tree Cover 
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Figure 63 : Landscape and ground Memory 

 

 

Figure 64: Figure Ground showing all existent buildings and narratives in the 

historical record 
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Figure 65: Existing Landmarks on the Site 

 

Figure 66: Kit of Parts for the Utility Pole 
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Figure 67: Utility Pole's Functional Urban Application 
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Figure 68: Prehistory: Mesquite and Oak Forest 

 

Figure 69: Deforestation and Settlement 
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Figure 70: Transformation to Storage Warehouse 

 

Figure 71: Informal Park and Powerplant infrastructure 



 

 109 

 

 

Figure 72: Bosque of Oak trees 

 

Figure 73: Solar Canopy 
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Figure 74: A New Neighborhood 

 

 

Figure 75: Current Ground Condition 
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Figure 76: Near Future, Community College Expansion 

 

Figure 77: Alternative Future as a Productive Landscape 
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Figure 78: Alternative Future as a Solar Farm 

 

 

Figure 79: Alternative Future of a Dense, Walkable Neighborhood 
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Figure 80: Water element defining the key axis between the memory collector, 

the regeneration studio, and the Trinity River 
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Figure 81: The Bridge 
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Chapter 12:  The Memory Collector and Time Capsule 

Wall 

 The landscape -through the memory field and site plan - is largely driven from 

the past- though moments like the utility pole pepper the present in it’s theoretical 

formulation. These momentary points on the landscape where ritual is captured 

become fully realized in a series of buildings called the memory collector. The 

memory collector is a series of architectural and programmatic moves meant to 

absorb ongoing countercultural dialogues and tangible artifacts as they appear in the 

landscape. The concept of the building is indebted to the informal case studies of 

Mauerpark, the Ghost Bike, and the Memorial to Mr. Oh. It also engages the 

surrealistic vision of architectural formmaking echoed in Zumthor’s Steilneset 

Memorial and architects like Emilio Ambaz who engage building formulation as a 

surrealistic, though at times site-driven exercise.  

 The Memory Collector is formulated as a complex of buildings and pavilions 

each with a different programmatic function. In some ways, it programmatically 

serves as an archive. This, however, is not an archival space in the traditional sense.  

One pavilion houses a library and study rooms. Here, there are no protected storage 

areas with fireproof walls and decontaminated spaces. Instead, it is a small 21st 

library that collects local oral and video histories, digital scans of family memoirs, 

and all manner of books related to regional identity. Unlike a traditional library, the 

collection would be community curated with all stories held with equal value and 
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categorized accordingly. The second building collects oral histories and fosters on 

going dialogue about contemporary issues in the community – therefore reflecting 

upon memory in the present tense.  In the center is a small social space and reflective 

garden where the two spaces converge.  

Spatially, the memory collector is conceived of a moment where the landscape 

meets the grid. Indeed, here the adaptable grid with its ability to absorb narratives is 

given priority. The materiality of the buildings is creamy whitewashed Texas 

limestone with intensive green roofs. This solid, earthy materiality allows it to 

become spiritually tied to the ground condition and connects back to the local 

heritage of the region due to the prominence of Texas limestone in major civic 

buildings. Due to Texas’ limestones aesthetically soft, almost minimalist material 

nature the more dominant feature is a built form known as the time capsule wall.  

 

The Time Capsule Wall 

 The time capsule wall is a thick double skin façade element that has 

programmatic elements relating to capture present memory and projecting it into the 

future.  This theoretical structure is an ephemeral steel construction that contains 

boxes that will be surrounded with an installation element that is user generated and 

could grow over time. The architectural element is constructed with a steel scaffold – 

echoing the industrial uses of the site- that would hold literal boxes that contain 

physical artifacts of people’s lives. Visitors to the memory collector donate and add to 

the time capsule wall and curators scour the memory field and the poles in the 

landscape for objects to place in it.  While the grid-like structure of the wall would 
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remain static, the boxes could be added, change and manipulated over time. This 

would contribute to it allowing it to grow overtime as almost a second skin to the 

building.   

 Physically, the wall is four feet thick and has two configurations – a fixed and 

flexible – depending on whether it is connected to a conditioned space or in the 

landscape. The fixed state does not move and is rooted into the ground with concrete 

footers- following the same materiality of the utility poles. Larger lateral support is 

given by fixed connections. The flexible memory wall is kinetic- the bottom of the 

poles have wheels that allow the entire stack of “boxes” to be moved out for better 

user experience. The memory boxes are made in a variety of sizes that correspond to 

an infinite number of opportunities for curating. Structurally, each box must 

correspond with the width of the box below to allow the entire wall to remain 

structurally viable. Two horizontal steel datums with fixed steel connections begin at 

12’ which also begin to strengthen the structure and help it resist bending for the 

kinetic boxes.   

 Every 16’ feet there is a main structural member that helps support the entire 

time capsule wall. This structural member is the same form as the utility poles but 

with a 10” diameter base rather than 8” – allowing for more structural stability. 

Projected outward from the main steel structure is a curtain wall. At the points of 

connection to the steel frame, small LED lights are hidden that emit a golden glow to 

the entire façade. This golden glow gives the discordant vertical bars of the memory 

boxes more consistency and paints a consistent tone to the artifacts as if they are 

fossils captured in amber.  
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 The boxes and the frame that surrounds them are 4’ thick. At select moments 

in the thickened condition is exploited to make small booth-like rooms that are 

programmed as recording studios for outside visitors. Here visitors record stories and 

oral histories about their artifacts and memories. When not in use as a recording 

space, other visitors can come there and see what other people have recorded via 

video or stories. These same stories are then exposed to the entire site through the 

utility pole – which is outfitted with wireless amplifiers. In this way, visitors to the 

site can immediately grasps histories where they happened or casually listen to stories 

about past times as they meander through the landscape.   
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Figure 82: Timecapsule Wall 

 

 

Figure 83: Site Section AA: Memory Collector and Bridge 
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Figure 84: Courtyard Level Figure Ground 

 

Figure 85: First Floor Figure Ground 
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Figure 86: External and Internal Circulation of First Floor 

 

Figure 87: External and Internal Circulation of Courtyard Level 
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Figure 88: Memory Collector | Ground Level 
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Figure 89: Memory Collector | Courtyard Level  
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Figure 90: Daytime: Memory Collector and Field 
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Figure 91: Dusk // Memory Collector and Field 
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Figure 92: Night // Memory Collector and Field 
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Figure 93: Time Capsule Wall and Recording Booth 
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Figure 94: Utility Pole as a Time Capsule Wall 
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The Grid is used as a tool to collect 
memories in formation. 

EXPOSE

CONTAIN

The Grid is connected by the TIME CAPSULE 
WALL that locks the ephemeral memories in 
time. 

The “L”  shape of the wall  creates two spatial 
conditions: CONTAIN and EXPOSE

Two buildings emerge. 

CONTAIN holds the library and reading rooms 
where histories have already been collected. 

EXPOSE reveals the recording studios and 
lecture halls where hidden narratives are ex-
posed.

 A third pavillion emerges named  CONVERGE 
at the inner sanctum and serves as a social 
space and cafe. 

The MEMORY COLLECTOR sinks into the 
earth. Some stories will ineviteably be lost to 
amnesia and be forgotten but perhaps the 
ground can collect them. 

New Memories are added, the TIME CAPSULE 
WALL grows and the buidling expands up-
wards.

 The grid is maintained carving our circula-
tion and frames views to the surrounding 
landscape

CONVERGENCE
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Figure 95: Parti of the Memory Collector 

 

Figure 96: CONVERGE: Section showing terraced landscape into Memory 

Collector 

 

 

Figure 97: DECENT: Section of Memory Collector showing bridge, sunken 

courtyard and streetscape 

 

 

 

 

 

Chapter 13:  The Regeneration Studio 
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The Regeneration Studio 

The final major programmatic element is the regeneration studio housed in the 

former power plant. The regeneration studio is founded on a core idea of time 

embodied in the case studies: ultimately memories can be erased, transformed, or 

reconstituted. Like the memory collector, the regeneration studio is conceived of 

being a part of the community college. Here, students come and reconfigure found 

materials found in the landscape. Sculptors find recycled material and make art. 

Engineers develop new methods of recovering or recycling. Designers work on 

projects of adaptive reuse.  In the rear, at the place of the former smoke stacks, tiny 

energy efficient waste to energy incinerators. Here, some artifacts are completely 

destroyed but their death then brings energy generation to the nearby buildings.   

Minimal interventions are done to the power plant. In the section “Bridge and 

Regeneration Studio”, the main intervention is shown where the building is spliced 

through. This splicing of the building is to allow a continuous, transparent outdoor 

axis from the memory collector, through the memory field, to the Trinity River. The 

existing stairways up to the top of the bridge are renovated to allow easy axis from 

Main Street to the renovated building and the rest of the campus. Likewise, the earlier 

intervention of the café becomes an integrated element connecting the power plant to 

the rest of the campus. Otherwise, the building is environmentally mitigated and 

restored to allow for the new educational uses. On the second floor of the former 

power plant, the 18’ foot tall ceilings are taken advantage of to create a grand studio 

space. Here the utility poles take a final incarnation as an interior lighting and power 

source element for the students.    
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The regeneration studio is housed in the power plant as a form of the allegory. 

If the regeneration studio represents the future and the power plant is an artifact of the 

past then, its’ transformation is emblematic of the future remaking, transforming and 

reflecting upon the past. Lewis Hyde in his book “Trickster Makes this World: How 

Disruptive Imagination Creates Culture” refers to the creative force of humanity as 

typified as a trickster in the collective unconscious and myth of many cultures in the 

world77.  Hyde references how these artists and creators are but tricksters play with 

boundaries as creators and destroyers. The powerplant as an old/new thing is that 

creator and destroyer and with the program of innovative interdisciplinary studio- it 

creates new worlds and leaves other, past worlds, behind.  

 

 

 

Figure 98: Site Section BB: Bridge and Regeneration Studio 

                                                

77	  Hyde,	  Lewis.	  Trickster	  Makes	  This	  World:	  Mischief,	  Myth,	  and	  Art.	  New	  York:	  

Farrar,	  Straus	  and	  Giroux,	  1998.	  



 

 133 

 

 

 

Figure 99: Memory Collector to the Trinity River | Section  

 

Figure 100: Memory Collector to the Trinity | Section Continued 

 

 

Figure 101: Programmatic Parti of the Regeneration Studio 
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Figure 102: Grand Studio Space in the Regeneration Studio 

 

 

 

 

 

Chapter 14: Conclusion 

The ultimate test in design uses the variety of ideas to create an allegory about 

time. The historical landscape is elevated to the memory field- a series of designed 

landscape moments that are inspired form past built structures and forms. The present 

is revealed through both the constantly adapting power of the utility pole and the 

memory collector – a place where present reflections of the past are cultivated. 

Finally, the allegory for the future is found in the former powerplant reimagined as 

the regeneration studio- a place of creative destruction. A cycle of memory creation, 

adaptation, and destruction becomes exposed and part of the fabric of the 

neighborhood and city.  
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Chapter 15: Reflections 

 

The overall research phase of the project was highly successful in the fact that 

I learned a lot in a relatively short period of time. The main methodological difficulty 

in the thesis process was in translation. The research and design provided me with an 

important realization that this is not a subject well suited to a simple architectural 

thesis. It is a lifetime pursuit and in some ways it’s complexity requires more than 

nine months of exploration. This large scope proved it difficult in design conception 

and translation. I added a level of difficulty to the translation by including urban, 
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architectural, and detail scaled applications of memory. This ambitious approach 

afforded me a better education but perhaps fostered a confusing and muddled thesis.    

  Architectural thesis are often thought of in loose terms of 1) methodology 2) 

research and 3) translation.  A fourth aspect could be called “articulation” or 

“explanation”. In the course of a thesis, you become the expert on a subject matter. 

The subject of time and memory is so esoteric and complex that more time should 

have been devoted to clear, articulate translation of specific design intents – from wall 

sections, plan diagrams. Better explanations would have garnered better critique, 

reevaluation, and design. Ultimately, it also would have led to better reception that 

could have perhaps furthered architectural discourse into the subject matter in a more 

articulate and thoughtful manner.  

 

 

 

 

 

 

 



 

 137 

 

Bibliography 

Anderson, Benedict R. O'G. (1991). Imagined communities: reflections on the origin and 
spread of nationalism (Revised and extended. ed.). London: Verso. p. 7. ISBN 978-0-
86091-546-1. Retrieved 15 March 2015 

 
Angela Saini, Angela. "Epigenetics: Genes, Environment and the Generation Game." The 

Guardian. Guardian News and Media Limited, 6 Sept. 2014. Web. 10 Apr. 2015. 
 
Antonaccio, Daniel. Mauerpark. Digital image. Wikipedia, 9 Mar. 2008. Web. 17 May 2015. 

<http://en.wikipedia.org/wiki/Mauerpark#/media/File:Mauerpark0.jpg>. 
 
Basso, Keith H. Wisdom Sits in Places: Landscape and Language among the Western 

Apache. Albuquerque: U of New Mexico, 1996. Print. Cited in Bastea, Eleni. 
Memory and Architecture. Albuquerque: U of New Mexico, 2004. 8. Print. 
Bastea, Eleni. Memory and Architecture. Albuquerque: U of New Mexico, 2004. 8. 
Print. 
 

Bargh, John A.; Chen, Mark; Burrows, Laura (1996). "Automaticity of Social Behavior: 
Direct Effects of Trait Construct and Stereotype Activation on Action". Journal of 
Personality and Social Psychology 71 (2): 230–44. 
 

Berrizbeitia, Anita. (2012). Deep Time Made Visible: Charles Eliot and the Metropolitan 
Park System, Boston (1892-93). [PDF]. Presented "Landscapes in Time Symposium 
2012", Harvard Unviersity, Boston 

 
Boyer, M. Christine. The City of Collective Memory: Its Historical Imagery and 

Architectural Entertainments. Cambridge, MA: MIT, 1994. Print.  3 
 
Calvino, Italo. Invisible Cities. New York: Harcourt Brace Jovanovich, 1974. 30. Print. 
 
Depalma, Anthony. "Landfill, Park ... Final Resting Place?; Plans for Fresh Kills Trouble 

9/11 Families Who Sense Loved Ones in the Dust." The New York Times. The New 
York Times, 13 June 2004. Web. 14 May 2015. 

 
Gervasio, Darcy I. "Digital Nostalgia in Jean-Pierre Jeunet’s France." Thesis. Oberlin 

College, 2006. Digital Nostalgia in Jean-Pierre Jeunet’s France (2006): n. pag. Print 
 

Girot, C. (2004). Eulogy of the Void. DISP - The Planning Review, 35-36. 
 

Hartocollis, Anemona (24 March 2007). "Landfill Has 9/11 Remains, Medical Examiner 
Wrote". New York Times. Retrieved 26 November 2009. 



 

 138 

 

 
Hinson, Mary Alice Dixon. Foreword. Type and the Impossibilities of Convention. Ed. Garth 

Rockcastle. Minneapolis: U of Minnesota College of Architecture and Landscape 
Architecture, 1991. 5-6. 

 
Hornstein, Shelley. Introduction. Losing Site: Architecture, Memory, and Place. Farnham, 

Surrey, U.K., England: Ashgate, 2011. N. pag. Print. 
 
Hurst, K. (2015). Midden - An Archaeological Garbage Dump: An Archeologists Favorite 

Discovery. Retrieved May 20, 2015. 
 
Hurtt, Steven W. “Le Corbusier: Type, Archetype, and Iconography”  Type and the 

Impossibilities of Convention. Ed. Garth Rockcastle. Minneapolis: U of Minnesota 
College of Architecture and Landscape Architecture, 1991. 51-89. 

 
Jantzen, M. V. Urban Bicycling: Risky Business? Digital image. Laura Hautala Blog and 

Portfolio. N.p., 6 Mar. 2012. Web. 5 Mar. 2015. <http://www.laurahautala.com/wp-
content/uploads/2012/03/bike1.jpg>. 

 
Karissa Rosenfield. "Steilneset Memorial / Peter Zumthor and Louise Bourgeois, 

photographed by Andrew Meredith" 01 Mar 2012. ArchDaily. Accessed 23 Sep 2015. 
 
Krauss, Rosalind. "Grids." October 9 (1979): 50. 
 
Kostof, Spiro. The City Assembled: The Elements of Urban Form through History. Boston: 

Little, Brown, 1992. 
 

Meredith, Andrew. "Steilneset Memorial by Peter Zumthor and Louise Bourgeois - Dezeen." 
Weblog post. Steilneset Memorial by Peter Zumthor and Louise Bourgeois 
Comments. Dezeen, 03 Jan. 2012. Web. 23 Sept. 2015. Photograph, at night glowing. 
Part of an article by dezeen online magazine. 

 
Mostafavi, M., & Leatherbarrow, D. (1993). On weathering: The life of buildings in time. 

Cambridge, Mass.: MIT Press. 
 
Norberg-Schulz, Christian. Genius Loci: Towards a Phenomenology of Architecture. New 

York: Rizzoli, 1980 
 
Nichols, Mike. "Entrepreneurs." Lost Fort Worth. Charleston: History, 2014.  125. Print. 
 
Oliver, Nick. Beyond the Stockyards: Horseback Riding Through Cowtown. Digital Image.  

Streams and Valleys | Saving, Sharing and Celebrating the Trinity River in Fort 
Worth. Web. 25 September 2015 
 

 



 

 139 

 

Pingel, Jan. "Projective Cities." Projective Cities. Architectural Association Graduate  
School, 21 Mar. 2012. Web. 29 Mar. 2015. 

 
Popson, Colleen P. "Museums: The Truth Is in Our Trash." Archeology 55.1 (2002): n. pag. 

Print. Digitally Accessed: http://archive.archaeology.org/0201/reviews/trash.html 
 
Radcliff, Austin "Things Organized Neatly." Things Organized Neatly. Ed. Austin Radcliff. 

Web. 16 Dec. 2015. 
 
Rodriguez, Tori. "Descendants of Holocaust Survivors Have Altered Stress 

Hormones."Scientific American Global RSS. 12 Feb. 2015. Web. 10 Apr. 2015. 
<http://www.scientificamerican.com/article/descendants-of-holocaust-survivors-have-
altered-stress-hormones/>. 

 
Ronnberg, Ami, and Kathleen Martin, eds. The Book of Symbols: Reflections on 

Archetypical Images. Cologne: Tascehen, 2010. 614 
 
Riesto, Bjarne. "Photograph: Steilneset Memorial Vardø. Frozen Solid." Weblog post. ZTH. 

Zumthor Tumblr, n.d. Web. 23 Sept. 2015. Photograph, posted on blog. 
 
Rushdie, Salman. Midnight's Children:. New York: Knopf, 1981. Print. 

 
Roth, Evan. "Memory." Evan Roth” 5. N.p., n.d. Web. 09 Apr. 2015. 
 
Said, Edward W. "Invention, Memory, and Place." CRIT INQUIRY Critical Inquiry 26.2 

(2000): 242. Web. 
 

Santino, Jack. "Yellow Ribbons and Seasonal Flags: The Folk Assemblage of War." The 
Journal of American Folklore 105.415 (1992): 19. Web. 

 
Selcer, Richard. "Fort Worth, Texas, Where the West and the South Meet: A Brief History of 

the City's African American Community, 1849-2012 | The Black Past: Remembered 
and Reclaimed." Fort Worth, Texas, Where the West and the South Meet: A Brief 
History of the City's African American Community, 1849-2012 | The Black Past: 
Remembered and Reclaimed. Blackpast.org, 2015. Web. 25 Sept. 2015. 

 
Selcer, Richard F. "Frontier Beginnings." Fort Worth a Texas Original! Austin: Texas State 

Historical Association, 2004. Print. 
 
Scarpino, Cinzia. "Ground Zero/Fresh Kills: Cataloguing Ruins, Garbage, and Memory." 

Other Modernities (2011): 237-53. Print. 
 
Steinbeck, John. Travels with Charley: In Search of America. New York: Viking, 1962. 227-

34. Print 
 



 

 140 

 

Tulving, Endel; Schacter, Daniel L.; Stark, Heather A. (1982). "Priming Effects in Word 
Fragment Completion are independent of Recognition Memory". Journal of 
Experimental Psychology: Learning, Memory and Cognition 8 (4) 

 
Wolf, Lloyd. ""A Light in the Neighborhood" Memorial for James Oh, 5500 Block of 

Colorado Avenue NW." Washington's Other Monuments. DC Shrines, 11 July 2014. 
Web. 23 Sept. 2015. 

 
Young, James E. . The Texture of Memory: Holocaust Memorials and Meaning. New Haven 

and London: Yale University Press, 1993 
 
For Dorland's Medical Dictionary: Memory (psychology). (n.d.) Dorland's Medical 

Dictionary for Health Consumers. (2007). Retrieved April 9 2015 from 
http://medicaldictionary.thefreedictionary.com/Memory+(psychology) 

 
“Fresh Kills: From Landfill to Landscape”. Issue brief. City of New York, Department of 

Planning, n.d. Web. 14 May 2015. 
<http://www.nyc.gov/html/dcp/pdf/fkl/about_fkl.pdf>. 

 
“NTF” (Name That Film) by m anima https://flic.kr/p/eiYmG s licensed under CC BY 2.0 
 
“Population." Demographics of Fort Worth. City of Fort Worth, 2015. Web. 24 Sept. 2015. 
 
“Trinity Uptown Plan.” Fort Worth: City of Fort Worth, 2004. PDF. 
 
"The Steilneset Memorial." Web log post. Gessato Blog. N.p., 7 June 2012. Web. 23 Sept. 

2015.  Photograph in Summer, Alive 
 

"Urban Villages." City of Fort Worth, Texas, 2015. Web. 24 Sept. 2015. 
 

The Confluence Project,. An Exterior View Of Maya Lin's Elliptical Bird Installation. 2015. 
Web. 18 Dec. 2015. 
 

“Vancouver has global appeal for Australians.” (2010, February 25). Retrieved May 17, 
2015. 
 
 

 


