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ABSTRACT
TRANSFORMATION OF AN URBAN MONUMENT
BY
JOHN C. MORREL

One of the most important issues for architects
practicing in the post-Modern era concerns how we deal with
our past.

Of primary concern are monuments and memorials,

which are intended as significant cultural markers yet
often do not survive then era which created them.

These

structures provide an opportunity to develop a critical
dialogue between a community's past and future through
their transformation, honoring the memory which they were
built to embody.

The writings of contemporary

architectural theorists provide the basis for understanding
the dramatic displacement of the monumental language during
the Modern Movement.

In addition, works by Edward Hopper,

Walker Evans, J.B. Jackson, and H.L. Mencken provide
valuble insights on the American city.

The thesis design

project involves the transformation of Memorial Stadium in
Baltimore, Maryland to include program elements which
reinforce the community and the structure's original
conception as a memorial to the World War dead.
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"Monuments are human landmarks which men have created
as symbols for their ideals, for their aims, and for
their actions* They are intended to outlive the
period which originated them, and constitute a
heritage for future generations. As such, they form
a link between the past and the future."
-Sert, Leger, Giedion, from
Harvard Architecture Review 4, p. 62
In their role as a link to significant events and
actions of a community, public monuments seek to embody
memories which speak of man's highest cultural needs.

The

urban monument, then, is the result of a desire to create a
form which is given meaning by the collective co-memoration
of an ideal, aim, or action of a community.

Monumental

architecture achieves this end by affixing an importance to
built form which influences and shapes lives within the
community.

The value of these structures goes beyond the

program contained within them and results primarily from
the cooperative effort of a city to hold up certain ideals
as worthy of admiration.
It is this lasting civic value which must be kept in
mind when contemplating the fate of monuments from bygone
eras.

In the United States during the post-World War II

period it became all too easy for architects and
bureaucrats alike to dismiss these as relics of an urban
history which had to be erased.

We should view these

instead as dynamic urban artifacts which are capable of
being transformed to suit the changing needs of the
contemporary city.

These transformations can adapt
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existing monuments to the evolving values of the community
and further the critical historical dialogue between the
monument and the city.

As long as these transformations

occur within the context of important social issues,
program is perhaps the least critical aspect of the
architectural monument, and also the aspect most easily
changed.

What is critical is the memory which the

structure embodies; the scale and proportion of it to the
surrounding fabric; the collaboration of planner,
architect, sculptor, and landscapist; and perhaps most
significantly the heritage left to future generations who
will call that community home.
The architectural landscape which forms the fabric
surrounding the monument is an extremely valuable indicator
of the social values of the community.

In the common

landscape may be found tremendous evidence of a cultural
heritage.

Symbols of these common objects and institutions

provide the basis for architecture which builds upon
tradition and acts as a critique of it.

Very often,

monuments found among these 'ordinary' objects contain as
much or more meaning to the community as the County
Courthouse, City Hall, or Public Library.

Because of

everyday contact with activities such as occur at markets,
stadia, theaters, gymnasiums, and the like, these buildings
take on an importance in the lives of citizens and
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therefore contribute to a cultural identity.

By

understanding local traditions and values, transformations
become meaningful by creating images which alter and
enhance the monument.
The hypothesis which I will investigate is concerned
with the role of the monument in the contemporary American
city.

By establishing the monument as a dynamic urban

artifact which is capable of being transformed, I hope to
show that these transformations are valuable as a critique
of the original structure as well as the memory which the
building embodies.

As an object which has value beyond

function, economics, and aesthetic beauty, the monument and
the memory which it symbolizes is celebrated by
rejuvenation and continued use by the community.
"In this sense a historical building can be understood
as a primary urban artifact; it may be disconnected
from its original function, or over time may take on
functions different from those for which it was
designed, but its quality as an urban artifact, as a
generator of a form of the city, remains constant."
-Rossi, p.87
Support of this theoretical position regarding the
city and monument will involve the collection of literary
and visual images which give substance to the ideas of city
and community.

A great deal of scholarly work has dealt

with these issues over the past twenty-five years since the
Modern conception of the city began to be seriously
challenged.

Although Aldo Rossi and Leon and Rob Krier
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have dealt almost exclusively with the European city,
Robert Venturi, Alan Colquhoun, Colin Rowe, and others have
examined the American city and the forces which have made
it unique.

In addition to these theorists, others such as

J.B. Jackson, H.L.

Mencken, Edward Hopper, and Walker

Evans have produced equally important bodies of work which
speak of the nature of the American city and landscape.
From these can be gathered powerful images of the nature of
public and private lives acted out within the 'traditional'
American urban environment.

The theme which ties these

works together is a concern for the city as the ultimate
expression of society's values and the memory which its
monuments embody.

The transformation of the monument

attempts to address this memory by honoring its original
intent while acknowledging the dynamic nature of the city
and its institutions.

To alter the monument "helps free us

from a conscious or unconscious dependence on a mythical
past" (Lowenthal, from Meinig (ed.), p.125).

Our past

becomes perceptible in the city, and because of the
longevity and importance of certain buildings, it provides
the opportunity to display the evolution of institutions
and values as represented by the monument.

Many recent

works deal with such transformations of symbolism, and
begin to suggest strategies for approaching the site.
Projects such as Missaugua City Hall by Jones & Kirkland,
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the Stuttgart Staatsgalerie by James Stirling, and Parc de
La Villette by Bernard Tschumi all attempt to recall
memories and comment on them.

By celebrating collective

values and the importance of a remembered past, a link is
formed between past and future. The primary importance of
this architectural link to our past is to illuminate the
constantly changing nature of the city and our society.
Monuments, as primary cultural markers, contain the ability
to shed light on this change.

Because of its dynamic

nature, however, a problem in any discussion of
monumentality in architecture and urban planning is how to
define it.
"Some architectural terms or concepts are so varied in
their connotations, especially in this century, that
although everybody may sense what they mean in
general, the term cannot be employed with much
precision. Some architectural terms are quite
explicit -space, volume, solid, void, color, surface,
texture, ornament, structure, construction, geometry,
proportion. The meanings of others -style,
functionalism, eclecticism, formalism, meaning,
monumentality - are more difficult to define, in part
because they tend to change or modify over time."
-Collins, from Harvard Architecture Review 4, p.18
The word 'monument' first appeared in Middle English,
deriving from the Latin 'monumentum', a conjugation of
monere (to remind) and -mentum (-more at mind).

Among the

earliest meanings of the word was a sepulcher or burial
vault, an architectural type which existed in the most
ancient civilizations.

Perhaps it is from this source that

the word began to connote a durability of construction,
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since the ancients placed enormous importance on the tomb,
or 'house of eternity' in comparison to their earthly
dwellings.

As early as 2000 B.C. the pyramids and mortuary

temples of Egypt displayed an immense scale and permanence
of construction associated with architectural monuments
throughout the ages.

To the ancient Romans, however, it

meant primarily a legal identifying marker in a land survey
such as a stone, lake, stream, blazed tree, or iron pin.
This meaning has survived to the present day as evidenced
by the 'monumentation maps' which are available from any
city's planning department.
From these ancient origins, the word monument appeared
in Middle English during medieval times.

Aside from its

meaning as a sepulcher or burial vault, 'monument' evolved
to mean primarily a written legal document or record.

With

the increase in literacy of societies, the legal record
obviously became critical to the documentation of thoughts,
events, and actions considered significant to that society.
Both of these meanings express the idea of memory, and
begin to embody an idea of social significance in written
or built form.

Although the literary meaning endured as

well, by the time of the Renaissance, 'monument' had come
to mean a substantially built or designed artifact that
commemorated something.

It is this meaning which we

recognize as close to contemporary usage, although it seems
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to apply principally to symbolic sculptural objects and not
to buildings which contain program.

It was at the turn of

the twentieth century when 'monument', as well as the
adjective 'monumental', began to refer to architectural
issues other than the sepulcher, sculptural monument, or
written word.

Of the ten definitions for monument given in

the current Webster's dictionary, the one which represents
this twentieth century concept is "4: a structure (as a
pillar, stone, or building) erected or maintained in memory
of the dead or to preserve the remembrance of a person,
event, or action."

The words monumentalism, monumentality,

monumentalize, and monumentally seem to have come into use
in this century also, and all have architectural
connotations which tie them to the contemporary meaning of
the word 'monument'.

These words, and the issue of

monumentality as an urban and architectural phenomenon,
came to be recognized as Modernists began to call into
question the implicit role of monumental architecture.
Although many modernists regarded monumentality as
indicative of the depravity of traditional architecture, it
is clear that this was just one aspect of the Modern
Movement which deeply troubled its followers.
Monumentality is an inevitable consequence of the built
environment and must be dealt with in architecture and
urban design.

It cannot be excised from the body of
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architectural knowledge, for it will always be used by
those who wish to express and shape cultural ideals,
whatever they may be.

SP***®

photo by W. Evans

A monument can incidentally be a work of art or a public
facility; it can even give pleasure. But those are secondary char¬
acteristics. A monument can be nothing more than a rough
stone, a fragment of ruined wall as at Jerusalem, a tree, or a
cross. Its sanctity is not a matter of beauty or of use or of age;
it is venerated not as a work of art or as an antique, but as an
echo from the remote past suddenly become present and actual.
One of the most impressive modern monuments is the ruined
church which stands in the center of the busiest part of West
Berlin. It is an enormous ruin, without grace or picturesque¬
ness, but for that very reason it provides a startling reminder
of World War II, and is a monument whose message is not
easy to forget.
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1.

The Monument in the City

The confrontation between the rowhouse block, the
graveyard, and the industrial landscape which forms the
background of this photo points out the extent to which we
interact with the monument in the course of everyday life.
The juxtaposition of the city of the dead and the realm of
the living within the context of the modern industrial city
creates a striking image which reminds one of the power
that monuments contain to link the past, present and
future.

This 'echo from the remote past' is simultaneously

our own footsteps and a foreshadowing of what is to come.
The monument speaks of significant lives and events from
history as it reveals cultural institutions which have
evolved over countless generations.

The individual is

significant only as a part of the greater whole, and exists
between the toil of everyday life and the memory of those
who have gone before.

The edges which divide these realms

are often the most rewarding places to search for the
connections which make the overlay of history and built
form so expressive of a cultural identity.

The city is the

ultimate expression of a society's collective sense of
values and history, and monuments its most premeditated
display of cultural markers.

As such, they provide a vital

educational function by celebrating history rather than
recreating it, standing in the midst of dwellings and
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places of work which comprise the city as a reminder of the
institutions and values important to the whole.

IM ATIi 28
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painting by E. Hopper

The Axioms
The man-made land¬
scape—the ordinary run-of-the-mill things that humans have created and put
upon the earth—provides strong evidence of the kind of people we are, and
were, and are in process of becoming. In other words, the culture of any
nation is unintentionally reflected in its ordinary vernacular landscape.
1. THE AXIOM OF LANDSCAPE AS CLUE TO CULTURE

Our human landscape—our
houses, roads, cities, farms, and so on—represents an enormous in¬
vestment of money, time, arid emotions. People will not change that
landscape unless they are under very heavy pressure to do so. We
must conclude that if there is really major change in the look of the
cultural landscape, then there is very likely a major change occurring
in our national culture at the same time.
THE COROLLARY OF CULTURAL CHANGE
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2.

The Dwelling and the City

Traditional neighborhoods, i.e. ones in which services
are interspersed between residences and institutions, offer
the clearest picture of a common vernacular landscape.

As

such, they tend to demonstrate the character of its
residents because the services and institutions have been
shaped and refined by the people who use them, unlike
single use or planned communities which respond primarily
to economic forces.

This phenomenon of suburban

subdivision development, which is especially evident in
American sunbelt cities such as Phoenix, Houston, and Los
Angeles, distances residents from a sense of community and
promotes isolation and uniformity based not on shared
values, but upon those of real estate developers.

The

isolation of neighborhoods, which inhibits interaction by
requiring automobile transportation to obtain basic
services, also has an urban equivalent within our cities.
In his essay 'The Superblock', Alan Colquhoun discusses the
twentieth-century practice of large scale development by
corporations involving huge parcels of land as a result of
the profitability of urban land.

One key problem which he

raises is the relationship of the individual dwelling unit
to the superblock of which it is often a part.

Since the

superblock is conceived of as a single architectural
entity, the housing or office block abandons completely the
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tradition of these functions taking on a restrained
character distinct from the representational buildings of
the public realm.

The result is not only the coarsening of

the texture of the city, but also the loss of residential
types which formed the fabric of the traditional city.

The

superblock, then, is certainly as valid an expression of
cultural values as the traditional neighborhood.

It does,

however, obliterate the values expressed by individuals and
replaces them with the economically inspired values of the
corporate sector.

The overall effect of the trend toward

'superblock' development has been to enlarge, homogenize,
and monumentalize the grain of the city.

In the modern

city it is more and more difficult to distinguish between
the three basic building types which characterize the
traditional city: the dwelling, the place of work, and the
institution.

Both literally and symbolically, the dwelling

used to bind the city together, and still does in many of
our older cities.

The question at hand is what, if

anything, will serve that purpose in the contemporary city.

photo by J. Delano

In early representations of the city, representational buildings become a syn¬
ecdoche for the whole city (fig. 75). In reconstructions of Jerusalem (fig. 76)
or Rome (fig. 77), the city is depicted as a collection of public monuments. If
any residential buildings are shown at all, single houses stand for whole groups
to provide the minimum context for the monuments. The monuments them¬
selves consist of a typology of elementary forms: cylinders, obelisks, ziggurats,
pyramids, and coliseums—metaphors of collective or ceremonial functions.
Colquhoun,

p„87
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3.

Representation in the Modern City

A second key problem raised by Alan Colquhoun in his
essay 'The Superblock' is that of the implications of the
superblock as a representational element in the city.

He

points out that the past is most tangible in the city,
where our most meaningful and pleasant perceptions of the
urban environment come from living and working among the
structures of the past.

This 'time lag' conditions our

response to the city and results from the durability of
architecture as well as the concept that a building's
ability to represent ideas is more important than its
function.

In the traditional city it was understood that

buildings in the public realm were to be representational
in that they housed activities of a collective nature and .
should symbolize those activities.

The private realm, on

the other hand, was not representational in the public
sense, but was composed of similar aesthetic formulae
which each individual was free to use as one uses everyday
language.
This understanding is clearly shown in these early
representations of the city, yet represents a strange
foreshadowing of the Modern urban condition.

In the Modern

city, however, this typology of elementary forms has been
appropriated by private interests.
inflated and becomes Transco Tower.

The obelisk can be
The pyramid is now
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occupied by an insurance company.

The dome, traditionally

one of the most sacred forms, can now be found atop
suburban shopping malls.

Of these forms, the one that.has

remained closest to its original meaning as a metaphor of
collective activity is the coliseum, probably due to its
unsuitability as office space.

The Modern city has thrown

aside the principle of hierarchy and subordination and
represents instead an inventory of material wealth.
Perhaps this is an accurate commentary on the state of
American culture.

I do not feel, on the other hand, that

this has been accomplished with the complete consent of all
Americans.

There is still a significant portion of our

society who feel that urban life is a valid and rewarding
one and that there are collective values still worth
representing.

It is up to the institutions themselves, and

architects to stand behind the city and restore a sense of
hierarchy to its structure.

painting by E. Hopper

Awareness of History and of Decay
We perceive the past through artifacts, physical traces, and objects in the
landscape that we believe endured from earlier times, or "are old." Things
persuade us of their survival in two distinct ways. One is their resemblance
to, or congruence with, forms, styles, or species that are historically antique
and obsolete—open field traces, vintage automobiles, classical pediments.
This mode of perception might be termed antiquarian; it is essentially huma¬
nistic, requiring historical knowledge. The other is our awareness of pro¬
longed use or decay—a worn chair, a wrinkled face, a corroded tin, an ivycovered or mildewed wall. This mode might be termed senescent, bearing on
aging: it is essentially naturalistic, requiring awareness of organic change.
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4.

Modern Architecture and the Myth of
the Insignificance of History

The past is most tangible in the city because the
built environment provides a sense of causality, identity,
and continuity through time.

It is not a fixed set of

events; contemporary interpretations of past events are
constantly being revised.

Those pieces of the past which

groups of people identify as significant become historical
evidence about themselves.

As a result, history is the

accumulation of memories as seen by our generation, and is
always but a small portion of all possible memories.

In

the process of gathering evidence, some is always lost,
ignored, or altered, and the dynamic nature of the present
always requires new interpretations of past events.
Because objects in the landscape which are old provide
us with a unique perspective on the past is reason enough
to want to maintain them.

The displacement of monumental

vocabulary by the Modern Movement gives us additional
reason to transform and redefine structures from the
traditional city which shed light on the evolving nature of
social values.

The relatively straightforward development

of a monumental vocabulary from the Egyptian pyramids
through the early twentieth century was dramatically
changed by the Modern movement.

Although the 'Modern

Masters' claimed to have completely abandoned the tenets of

20

traditional architecture, buildings such as Le Corbusier's
General Assembly Building at Chandigarh and Mies' Crown
Hall at the Illinois Institute of Technology clearly show a
respect for traditional monumental motifs.

With the second

generation of Modern architects these monumental forms were
in fact no longer honored and resulted in buildings such as
Buckminster Fuller's garage in a dome and Harrison &
Abramovitz's Albany Mall.

These post-war interpretations

of the urban monument are valuable as a record of the past,
but we must also maintain those monuments from the
traditional city which speak more eloquently of a past
which is grounded in ideas held sacred by four thousand
years of civilization.

Our civic institutions should

manifest the evolving nature of our culture, but the
complete denial of historical tradition cannot be used to
achieve that goal.

A far more difficult and meaningful

approach is to honor tradition by transforming it to suit
contemporary ideas, materials, and methods.
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drawing by E. Hopper

How Monuments Affect our Awareness of the Past
Monuments and memorials locate the remembered or imagined past in the
present landscape. Their function is not to preserve the past but to recall
and celebrate it. They seldom point the way to historic localities or struc¬
tures, but stand instead as evocative reminders of some epoch’s splendor,
some persons's power or genius, some unique historical event.
Memorials thus occupy a place in the landscape wholly unlike that of
the signposts and other embellishments described above. Enhancements
alter or add to history on the site; memorials adorn localities that may have
no connection with the celebrated person or event. Memorials are no more
tied to date than to place; few monuments are of the same vintage as the
event or person they commemorate.

— i.owenf hal ,

•fro fît Meinict

( fd , )

p ., 121
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5.

The Monument As Memorial

The monument as memorial combines symbolic civic
functions with a specific memory of an event or action.

In

this way the past is not preserved but celebrated through
daily interaction with this remembered past.

The monument

in the strictest sense of the word is a construction which
does not have functional usefulness.

The obelisk, trajanic

column, and triumphal arch as examples of the traditional
monument act first and foremost as symbols of cultural
achievements and values.

With the expansion of meaning of

the word monument to include any significant building or
space, a whole new class of building (traditionally public)
are seen as capable of representing important social
values.

Architecturally, these buildings convey their

importance through size and scale, function, and their
place within the hierarchy of the city.

On another level

of meaning, it is common practice for these buildings to be
dedicated to a specific memory of a person or event.
Whether it is City Hall dedicated to a civic founding
father, public park dedicated to a generous citizen, or
stadium dedicated to the World War dead, these buildings
act simultaneously as monument within the city and memorial
of a specific person or deed.

In this way the monument

goes beyond its function as a hierarchical ordering device
of urban planners and becomes a method of recording urban
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history on a more intimate level than the strictly
symbolic.

The process of naming pieces of our cities

should carry with it a history lesson which has meaning far
beyond the random cuteness of the subdivision and street
names which populate America's suburbs.
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painting by E. Hopper

Baltimore lay very near the immense protein factory of
Chesapeake Bay, and out of the bay it ate divinely. I
well recall the time when prime hard crabs of the chan¬
nel species, blue in color, at least eight inches in length
along the shell, and with snow-white meat almost as
firm as soap, were hawked in Hollins street of Summer
mornings at ten cents a dozen. The supply seemed to be
almost unlimited, even in the polluted waters of the
Patapsco river, which stretched up fourteen miles from
the bay to engulf the slops of the Baltimore canneries
and fertilizer factories. Any poor man could go down
to the banks of the river, armed with no more than a
length of stout cord, a home-made net on a pole, and a
chunk of cat’s meat, and come home in a couple of
hours with enough crabs to feed his family for two
days.

— ICI

Mencken,

from Cooke., p. b
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6.

The Myth of the Utopian Modern City

Cities must support all ways of life.

One of the most

significant illusions of the Modern Movement was that
society would evolve as a result of Architecture.

There is

grit and unpleasantness in cities which is as much a part
of our experience as grand public places.

The utopian

visions of the Modern city as envisioned by Ludwig
Hilberseimer, Le Corbusier, or Richard Neutra all ignored
this 'dark side' of the city, which other art forms have
used to express social commentary.

It is the subject

matter of Walker Evans' photographs and Edward Hopper's
art, the touch of reality which makes Hugh Ferris'
renderings of New York come alive, and the backdrop for
films such as "Metropolis” and "Bladerunner".

In many ways

this dark side of the city coincides with the ordinary
vernacular landscape which was discussed earlier.

The

spaces between the monuments, the ordinary things which
Americans produce each day give us clues which speak of the
way ordinary Americans think and behave.
As a keen observer and defender of American urbanism,
Baltimore-based journalist H.L. Mencken took great joy in
writing of bot)i the monumental and dark sides of urban
life.

His stance regarding the city was in marked contrast

to the tradition of intellectuals who since the founding of
our nation had expressed a distrust of city life.

He
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reveled in the variety of experiences to be found in the
American city, exposing the weaknesses of its charlatans
and demagogues as well as describing the culinary delights
of Chesapeake Bay seafood.

It is in his vivid sensory

descriptions of the city where his love for the urban
environment comes across most clearly.

Here are images of

interaction with neighbors, impressions of a wintery Sunday
morning, of discovering the city while running errands for
his father as a young boy.

These are the daily experiences

which give life and character to a cultural identity, the
images which are so completely lacking in any utopian
vision of the city which detaches itself from our reality.

photo by D. Lange

American Photographs presents (but does not celebrate] many
views of aggressive industrial society, unyielding before depressiôn
sluggishness. Evans provides us in abundance with automobiles, fac¬
tories, conspicuous clothing, houses both drably identical and osten¬
tatiously unique, and omnipresent advertising signs. These images
are the cultural artifacts of the urban, small town, and rural America
that Evans considers important. In this "contemporary" America
there is a Hopper-like absence of people that makes the settings seem
of a remote past. The suggestions are of a civilization that is a failed
: «...
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7.

The Intellectual and The City

As an artist who calls into question the merits of
American urban life, Walker Evans places himself in a long
tradition of American intellectuals whose response to the
city has been overwhelmingly negative.

From the time of

Jefferson there has existed a longing for the rural ideal
which was represented by the endless frontier of the
American west.

In the writing of Thoreau, Emerson,

Melville, Poe, and Henry James, among others, can be seen a
theme of suspicion and animosity toward the city as a
dominant force in American culture.

The coming of the

Industrial Revolution served only to strengthen this bias
as a distaste for the increasing squalor of the city
distanced it even further from the 'city upon a hill'
envisioned by the founding fathers.

In their 1962 study

The Intellectual Versus the City by Morton and Lucia White,
this trend is chronicled through the post-war era in which
the popular image of the city was of an ungovernable
wasteland on the brink of collapse.

The poverty,

pollution, and violence of New York and Los Angeles were
seen as indicative of the natural decay of the city as it
increased in size.
In the end, however, the city remains an enigma, as
there have been nearly as many, though perhaps not as vocal
supporters of the urban condition.

H.L. Mencken is one of
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the more well known who suggested a more positive tradition
celebrating the metropolitan spirit.

It cannot be denied

that the city contains the centers of cultural, technical,
and educational excellence which provide us with the tools
to grow.

The incredible diversity of forms which these

have taken represent the foundation of many traditions
which in the end define what is American.

photo by J. Delano
The Baltimore of the eighties was a noisy town, tor
the impact of iron wagon tires on hard cobblestone
was almost like that of a hammer on an anvil. To be
sure, there was a dirt road down the middle of every
street, kept in repair by the accumulated sweepings of
the sidewalks, but this cushioned track was patronized
only by hay-wagons from the country and like occa¬
sional traffic: milk-men, grocery deliverymen and other
such regulars kept to the areas where the cobbles were
naked, and so made a fearful clatter. In every wav, in
fact, city life was much noiser then than it is now.
Mnnr I.
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8.

The Case For the Corridor Street

Walker Evans and Edward Hopper would probably agree
that the Modern city is a less noisy place than that of the
1880's, but not only as a result of advancements in vehicle
suspension technology.

We have paid a price for the

convenience of travelling huge distances in our sealed,
air-conditioned automobiles.

That price has been the

gradual strangulation of the pedestrian street, which has
been perhaps most evident in the demise of downtown
commercial districts as a direct result of the rise of
suburban shopping centers.

In areas where automobile

traffic has not destroyed the quality of the street
environment for pedestrians, every effort should be made to
encourage its use.

The traditional city was zoned

vertically, allowing street level shops to coexist with
residences, in contrast to the horizontal zoning of the
Modern city.

This shift has resulted in a drastic

reduction in the overlay of building types and uses which
characterize a vital street environment.

The interaction

of people, in their neighborhoods, engaging in daily
activities fosters a sense of shared community awareness.
The traditional corridor street is characterized by beauty,
hierarchy, and durability, and contributes to the
experience of the city as simultaneously monumental and
domestic, fragile and resilient, ceremonial and ordinary,
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familiar and strange, shared and personal.

This is

accomplished by a dense and complex arrangement of
buildings combining dwellings, places of work and commerce,
recreational facilities, parks and gardens, and
institutions housed in buildings that symbolize important
civic activities, both public and private.

Their formal

arrangement is typically characterized by an architectural
hierarchy which is sometimes pronounced and sometimes
subtle wherein the monumentality and prominence of
buildings, as well as their relative position on streets
and squares represent the purpose and communal significance
of the institutions they contain.

etching by E. Hopper
\ifSht Sh/liln.i

v

Over all the hills is quiet
Over all the dells you can hardly hear a sound.
All the birds are quiet in the woods.
Soon you will rest, too.
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9.

The Case For the Traditional Urban Neighborhood
Life can frequently seem a solitary journey, however

the shared experiences in life; the joyous laughter of a
friend, the warm embrace of a loved one, is the essence of
our existence.
The solitary figure is often the subject matter which
characterizes the work of Edward Hopper and Walker Evans.
Particularly in their examination of the urban condition,
the individual is placed against the backdrop of the city,
and it is their expression, gesture, or position in
relation to the surroundings which creates a meaningful
artistic expression.

The figure frequently seems to be in

a state of desperation or meditation, enveloped in a
silence within themselves which is placed in juxtaposition,
to an attitude about the urban environment which surrounds
them.

This attitude can represent comfort or hostility,

and often includes symbols of both.

In any case the city

is seen as a familiar stage upon which human dramas are
continually acted out.

This familiarity is tempered by an

unusual stillness, or silence which allows the city to be
simultaneously threatening and sheltering.
Perhaps this duality of turban life is what makes the
traditional neighborhood such a gratifying place to live
for so many people.

As desolate as life may appear

occasionally, there is always evidence that we are not
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alone, and are in fact part of a phenomenon which is
greater than the sum of the individual parts.

It is the

close proximity of the public and private realms, and the
expression of ideas and values which creates a community
with a sense of itself.

Hopper repeatedly
paints deserted streets, empty houses, motionless trains, unpopulated
segments of cities and towns, and idle factories. He defamiliarizes the
commonplace by, among other things, requiring us to observe the
most banal features of a society at a time or in a situation when they
are rarely observed; hence they become unfamiliar, as they also be¬
come curiously quiet. The subject matter of many of Hopper's paint¬
ings is the mise en scène of much naturalistic fiction, that of Dreiser
and Dos Passos for example, but in Hopper it is mute and motionless,
and the energies are exclusively latent if they exist at all.

vv 3. V" Q
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10.

The Unfamiliar City

Hopper's art presents the city as a stage set, holding
up the ordinary for contemplation by silencing the activity
which normally energizes the city.

His visual commentary

is akin to J.B. Jackson's literary analysis of our common
landscape; focusing on subject matter which is often
overlooked, ignored, or unrecognized.

If the monument can

be said to speak of cultural values and specific people and
events, then the elements of Jackson's common landscape
whisper.

The message they tell is equally as important but

it often requires much greater patience and effort to
understand than that of the public monument.

These common

landscapes are important because they say something about
who Americans are and who we may become.

For Hopper, as

with Walker Evans and a number of American writers
including James Agee, Hemingway, Henry James, Melville, and
Poe, this aesthetic of silence is a way of seeing their
subjects which emphasizes qualities other than those of
typical American Realism.

In his book American Silences,

Joseph Ward traces this common thread that links these
observers of American life.

He has found that for the most

part these artists of the first half of the twentieth
century have followed the techniques and philosophy of
realism with the exception being the elimination or
deemphasis of sound, whether it be speech or background
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noise.

"The paradox manifested by the various artists of

silence is easily illustrated by the ambivalent status of
dialogue in Hemingway's short stories.

Hemingway's

dialogue is rambling, casual, trivial, often pointless and amazingly lifelike - but the moral and psychological
emphasis of the stories refutes the implied importance of
conversation as a release from isolation or even a way of
communicating opinion." (Ward, p.8)

Implicit in Hopper's

art is that noisy subjects only distract from the meaning
to be gathered from the scene.

Even in the rare cases when

multiple figures appear in his work, their gestures suggest
a stillness between them.

As a critique of the city, his

art portrays some of the skepticism displayed by the other
'artists of silence'.

The lifeless city seems to be a

means of commenting on social values and change, of a
society that is temporarily absent or lost from its
familiar surroundings.
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Figure 26: Shibe Park, Philadelphia, Pennsylvania. Built in 1909 on the Philadelphia grid,
Shibe Park was the prototypical urban ballpark, the first of its generation. (From the "Way
Back When—" ballpark postcard series, courtesy of Ray Madeiros.)

Figure 27: Wrigley Field, Chicago, Illinois. Opened in 1914, Wrigley Field is the only
remaining urban ballpark in the National League. (Courtesy of the Chicago Cubs.)

Common landscapes—however impor¬
tant they may be—are by their nature hard to study by conventional academic
means. The reason is negligence, combined with snobbery. One has no
trouble finding excellent books about famous buildings like Monticello or
famous symbolic structures like the Brooklyn Bridge.20 Curious antique ob¬
jects get a lot of attention too: '“olde" spinning wheels and “Olde” Williams¬
burg. But it is hard to find intelligent writing which is neither polemical
nor self-consciously cute on such subjects as mobile homes, motels, gas
stations, shopping centers, billboards, suburban tract housing design, the
look of fundamentalist churches, watertowers, city dumps, garages and car¬
ports. Yet such things are found nearly everywhere Americans have set foot,
and they obviously reflect the way ordinary Americans think and behave
most of the time. It is impossible to avoid the conclusion that we have
perversely overlooked a huge body of evidence which—if approached care¬
fully and studied without aesthetic or moral prejudice—can tell us a great
deal about what kinds of people Americans are, were, and may become.21
3. THE AXIOM OF COMMON THINGS
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11.

The Corollary of the "Common Monument"

Within the American city there is an incredible
variety of activities that take on an importance in the
lives of people which are not addressed by more traditional
monuments.

The stadium as just one example represents this

type of common monument.

Baseball has been with us every

summer for over 150 years through wars, depression, good
times and bad as a stabilizing and invigorating element of
American life.

It is a daily event which cuts through

every social and economic barrier and in many ways
represents one of the most important communal activities of
contemporary American life.
Until approximately thirty years ago the tradition of
the American baseball stadium was embodied in the urban
ballpark.

In the post-war era, however, the advance of

Modern urban planning theory dramatically changed the
relationship of the stadium to the city.

The vast majority

of modern stadia are suburban in nature, regardless of
where they happen to be located.

Like the suburban

shopping mall, they are completely enclosed (and often
domed), and therefore entirely detached from their
surroundings.

This separation is exacerbated by the sea of

life-giving asphalt which must surround it.

The primary

defects of the Modern suburban stadium are avoided by the
urban ballpark's observance of traditional patterns of
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streets and blocks.

This promotes an aesthetically

pleasing urban environment, helps create neighborhoods with
identity, encourages diverse adjacent economic development,
and vitalizes rather than destroys its immediate
surroundings.

By increasing pedestrian and public

transportation access, the quantity of adjacent parking is
reduced.

Site constraints make the urban ballpark

necessarily smaller than the suburban stadium, and result
in ballparks and playing fields with idiosyncracies and
character.

The contemporary stadium, like other large

scale developments, must resist the tendency toward
'superblock' development which discourages the overlay and
density which makes cities vital and liveable.
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painting by E. Hopper

Such transformations are potentially dangerous, for they can falsify
and destroy the real past. Yet they are also potentially beneficial, for they
help free us from conscious or unconscious dependence on a mythical past.
It may or may not be wrong to alter the past; but it is inevitable. As Orwell
feared, "who controls the present controls the past.’’63 I have tried to show
that this is true, not only for totalitarian societies that deliberately expunge
and alter the past, but for all human beings.
We do require reminders of our heritage in our memory, our litera¬
ture, and our landscapes. But advocates of preservation who abjure us to
save unaltered as much as we can fight a losing battle, for even to appre¬
ciate the past is to transform it. Every trace of the past is a testament not
only to its initiators but to its inheritors, not only to the spirit of the past,
but to the perspectives of the present.

— l.owenthal ,

from Me ini g

( ed „ ) ,

p. I.Udb
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12.

The Displacement of the Monumental Tradition

Not only is it true that the alteration of the past is
inevitable, it is also inevitable that as architects we
reference the past in contemporary buildings.

Although

they professed a complete break from tradition, it has been
shown that the 'Modern Masters' continuously made use of
the past, whether it took the form of a distortion or
inversion.

If the Modern Movement in architecture and

urban design has shown us anything, it is that traditional
forms of symbolism persist, however distorted.

The

symbolic forms of monuments still contain the power to
speak of shared values and the dynamic nature of our
society.

Although it is true that the World Wars and the

advance of technology in general have created an unusually,
large rupture in the traditions that link us to the pre¬
industrial past, the city as the place where history
becomes perceptible will manifest the symbols of
monumentality for generations.

It is understandable that

the utopian visions of a new order were attractive to those
of the Modern era, however it is impossible to immediately,
completely detach a society from customs established over
millenia.

The authored, autonomous landscapes proposed by

Modernists have none of the flexibility required of the
city and contain far less capacity for meaning through the
overlay of built form.

The monumental tradition is not
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dead, it is merely displaced, occasionally awakening from a
forty year coma to contribute to the making of cities in a
meaningful way.

Some portions of our society still care

about a greater public good.

To transform the monument is

to celebrate its memory and the promise of a heritage for
future generations.

^5

photo by author

The monumentaliry of a cicy is dependent on the hier¬
archy of its social conceptions and the hierarchy of its
form.
We suspect that the separation between society’s collec¬
tive aspirations and contemporary architectural prac¬
tice is due in no small part to the degree to which archi¬
tects have bound themselves to the benefits of the city
of the tangible present. The preoccupation with the
individual buildings at the expense of the context that
fosters its creation is an obvious illustration of our sus¬
picion. The city cannot be regarded as, exclusively, the
consequence of the elements that compose it. Rather,
these elements and their composition must be under¬
stood to have implicit collective significance.
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13.

An Order of Monuments

Monuments which do not have a direct physical
relationship to the event which they commemorate rely to a
greater extent on their form to evoke a memory of a remote
past.

The form of a monument, therefore can be used to

reinforce an idea regarding its social meaning.

A solitary

obelisk or column may represent a single person or event,
the ziggurat a ceremonial function, the coliseum a sense of
collective activity.

In this way a hierarchy of social

meaning can be established which structures the creation of
public monuments and places.

Aldo Rossi, in The

Architecture of the City, speaks of these as primary
elements within the city.

This has to do partially with

the location and construction of the object within the
city, the permanence of its plan and materials, and the
natural and constructed artifacts which constitute the
fabric of the city.

These primary elements also tend to be

defined by the 'fixed activities' which are associated with
them. These may be anything from stores to universities to
public buildings, but are always representative of an
important public function.

As with the older understanding

of the word monument, this function is always secondary to
the symbolic power of the structure as a reminder of civic
values.

"Whatever reduction of urban reality we make, we

always arrive at the collective aspect; it seems to
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constitute the beginning and end point of the city."
(Rossi, p.86)

In the most general sense the primary

element is capable of acting as a catalyst for the
acceleration of urbanization.

If conceived of as a

hierarchical order of building in the city, monuments
have the ability to shape the development of the urban
area.

By using the monument and its associated social

meaning in a thoughtful manner, the city is not restrained
but encouraged to grow in a way which reinforces the
collective sense of the city.

Morning Sun
painting by E. Hopper

On the other hand, the relationship between primary elements and residential
areas corresponds, in the architectural sense, to the operative distinction made
by sociologists between the public sphere and the private sphere as characteris¬
tic elements of the formation of the city. The definition given by Hans Paul
Bahrdt in his Die moderne Grossstadt best illustrates the meaning of primary
elements: “Our thesis goes like this: a city is a system in which all life, including
daily life, reveals a tendency to polarize, to unfold in terms of social aggregations
which are either public or private. The public sphere and the private sphere de¬
velop in a close relationship without losing their polarization, while sectors of life
that cannot be characterized either as ‘public’ or ‘private’ lose their meaning.
The more strongly the polarization is exerted and the closer the interchange be¬
tween the public and private spheres, the more ‘urban’ the life of an urban aggre¬
gate is from the sociological viewpoint. In the opposite case, an aggregate will
develop the character of a city to a lesser degree.”20
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14.

Transformation of An Urban Monument

Of the typology of elementary forms which comprise
traditional monuments, the one which has remained closest
to its original meaning as a metaphor of collective
activity is the coliseum.

The stadium still carries with

it connotations of public assembly and represents one of
the most vital recreational activities of contemporary
American life.

The transformation of the stadium presents

an interesting opportunity to explore the interaction
between the public and private spheres of urban life.

By

manipulating these realms, a shifting relationship can be
developed between the observer and the observed in hopes of
creating an environment which exhibits the best qualities
of urban life.
The form of the stadium alone suggests the metaphor as
a microcosm of the city.

The enclosing wall, public space

at center, and ordered movement systems within all relate
to similar structures of the city.

When one begins to

insert program into the building, these ordering systems
are useful in reinforcing the urban image, and the
relationship of public to private spaces serves further to
create a truly urban environment.

In order to attain this

urban quality, the program must include elements of
dwellings, places of work, and institutional uses which
comprise the traditional city.

Recreational facilities,
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parks, and gardens provide relief from these other
programed spaces.

These diverse elements of the program

which use the stadium make it possible to capitalize on the
strength of institutions already existing in the area to
create not just a community center but an actual community.
By linking the metaphorical associations of the stadium
together with a program which honors the idea of community
and public values, the new institution which emerges has
enormous potential to contribute to the quality of urban
life.
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My proposed thesis project involves the transformation
of Memorial Stadium in Baltimore, Maryland into a multi-use
facility which serves the surrounding community.

It is

intended as a flexible combination of program elements
comprised of dwellings, places of work, and institutions
which contribute to a sense of community both inside and
outside of the stadium wall.

These programed spaces serve

to fill in some of the gaps created by modern society which
very often places a strain on people's lives that is
difficult to deal with alone.

Among the uses included

within the stadium community is affordable housing in
keeping with the density of the existing neighborhood,
temporary shelter for the involuntary homeless, storefronts
for small retail establishments, daycare for children of
working parents, and classroom space for continuing studies
and vocational training.

Each of these seeks to reinforce

qualities and institutions which already exist in the
neighborhoods which surround the site and simultaneously
create a community within the stadium which supports the
public origin of that building type.

Although the stadium

may at first seem an odd choice of urban monument to deal
with, I feel that due to the common, everyday aspect of its
function; the tremendous emotion of a generation of
Baltimoreans which it has witnessed; its conception as a
memorial to the World War dead; and especially its physical
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relationship to the residential community which surrounds
it warrants its transformation and continued use.
The following is a brief history of the site and
adjacent neighborhoods which was compiled by the Baltimore
City Department of Planning.
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CHRONOLOGY OB' EVENTS
Memorial Stadium
o

Until approximately 1900: The Memorial Stadium was the site of
Hertel’s brickyard, a major supplier of bricks for early Baltimore
row houses.

o

Early 1900’s: Venable park — including present Eastern High
School site — was named for Richard Venable, a founder of the
City Park system.

o

1922: In May, at the behest of Mayor William Broening, work
begins on the Venable Avenue Stadium (also known as Baltimore
Municipal Stadium), an earth mound and wood structure. The
stadium was completed, on schedule, on December 2, 1922 in time
for a football game between the Marine Corps at Quantico and the
3rd Corps Area of the U.S. Army. Total construction cost:
$458,000. Total seating capacity: 52,000.

o

1922 - 1924:

o

November 29, 1924: Army - Navy Game played before a packed
house. Army won, 12-0.

o

1936:

Eastern High School built on Venable Park.

o

1941:

The big game: Notre Dame beats Navy.

o

1944: The International League Orioles move to Municipal Stadium
after old Oriole Park (northwest corner of 29th & Greenmount)
burns down.

o

1944: Stadium Neighborhood Protest Committee wants Stadium
moved.

o

1945: Municipal Stadium renamed Baltimore Memorial Stadium in .
honor of those killed in World War II.

o

1947: Bond issue raised 2.5 million for a new Stadium and contract
signed for design.

o

1948: Suit filed against the Orioles by neighborhood groups to ban
team from use of the Stadium. April 1948 Orioles win suit. With
the death of Babe Ruth, Mayor D’Alesandro renamed the project
’’Babe Ruth Stadium." But, citizens had voted funds for it as a
memorial to war dead and veterans’ advocates lobbied and won to
keep its name, "Memorial Stadium."

o

1950: Additional 2.5 million pledged to the project.

Seating capacity expanded to 80,000.
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o

1952: Roofless design approved against the wishes of football
advocates. Cost was the obstacle.

o

1954: Completion of the new Stadium.
to Baltimore and become the Orioles.

o

1967:

o

1988: The Maryland legislature authorizes funding for two new
stadia at Camden Yards — a new home for the Orioles and a football
stadium.

The St. Louis Browns move

Talk of new stadium begins

Ednor Gardens - Lakeside
o

Originally the site was part of the 500-acre Montebello Estate, home
of Revolutionary War hero, General Sam Smith. Later the land was
acquired by John Garrett, B & O Railroad President.

o

1906: Garrett Estate was slated for development:
blocks numbered.

o

1927: First Ednor Gardens row houses built by the Gallagher
Company in English Tudor and French Norman styles.

o

Early 1950's: Area completed as we know it today.

streets laid out,

Waverly/Better Waverly
o

1688: Land granted to Tobias Starnboro and known as Huntingdon

o

1840: The village consisted of six commercial buildings near what
is now 31st and Greenmount and it was surrounded by estates,
summer homes, arboretums and horse farms.

o

1843: St. John’s Protestant Episcopal Church of Huntingdon
situated at the corner of Greenmount Ave. and Old York Rd. was
founded.

o

1881: Town name changed to Waverly and as a result of rapid 19th
century growth a Post Office was established there. •

o

1906: Waverly is a fairly dense village. Many diagonal streets
intersecting around the York Toll Road (now Greenmount Avenue)
and Waverly Avenue (now 31st Street). 33rd Street and other
numbered streets are planned as connectors to Charles Village but
not yet built.

o

1915 - 1940: Waverly's housing stock more then doubled, mostly in
the area above 33rd Street. It consisted mainly of brick row
houses.

o

1940s: As Baltimore saw tremendous growth, Waverly lost its
status as a distinct suburb and became more a part of the City.

o

1952: City carried out one of its first Urban Renewal projects, now
known as Waverly Homes.

o

1974: Gallup Poll uses Waverly as a representative United States
urban community.

Coldstream-Homestead-Montebello (CHM)
o

Mid-19th Century: First settlement took place when the Gorsuch
family built a cabin on what is now Homestead Street.

o

1850's: Homestead, one of the large estates, was divided into lots
for suburban development. Homestead Estate extended from
Greenmount Avenue to Harford Road, centered on Gorsuch Avenue.
This portion of the neighborhood has most of the older buildings.
Homestead was considered one of the earliest planned suburbs in
Baltimore even though it was never completed as planned.

o

Early 20th Century: Construction occurs on smaller lots in
Homestead, creating an urban character in this early suburban
village.

o

1936: City College High School built.

EDNOR GARDENS / LAKESIDE

WAVERLY

BETTER WAVERLY

COLDSTREAM-HOMESTEAD- MONTEBELLO
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As stated above, three primary elements from the
'traditional' city will be employed in an attempt to create
a sense of community on the stadium site.

The dwelling,

place of work, and institution are the principal means of
establishing a hierarchy and overlay of activities in the
city.

By incorporating all of these into the project it is

hoped that a true community will develop which fills some
urgent needs in our society.

The monumentality of the

coliseum or stadium form has always carried with it
connotations of shared communal values.

Its function as a

place of public assembly gives it a significance in the
organization of the city which was recognized as early as
80 B.C. with the placement of the Coliseum as an object
terminating the Roman Forum.

This particular monumental

tradition has been carried down to us through centuries and
is found in every corner of the world.

Memorial Stadium's

place in the urban hierarchy and dedication to the World
War dead testify to the importance of such buildings.

It

seems appropriate, therefore, that the stadium should be
transformed to take on new meaning as an object of the
community which speaks of the dynamic nature of social
values.

These social values are reinforced by the process

of preparation and construction on the site which provides
the opportunity for previously disenfranchised people to be
trained for a productive role in the community.

Not only

59

can they acquire new skills, but also permanent work and
housing through their efforts, and therefore they have a
vested interest in the process of transformation.

The

parti for this transformation attempts to address the
question of how we treat the past as architects.

By means

of a balance between convention and invention it is
possible to create architecture which serves a critical
role in interpreting the past while looking toward the
future.

Surrounding the site are two attitudes about the

making of the city.

To the North, West, and South can be

found a conventional urban architecture which emphasized a
moderately dense fabric of two story rowhouses and shops
that define the edges of major thoroughfares and urban
spaces.
objects.

Within these spaces public monuments are placed as
To the East of the site are single family

detached houses and a few duplex houses, an entirely
different attitude about the city which is typical of the
suburban American city of the twentieth century.

The

strategy for the redevelopment of the site is intended as
an investigation of these two conventions and includes the
invention of architectural and landscape elements which
reinforce ideas related to the thesis and site.

The

program uses to be included on the site are as follows:

60

Dwellings:
1. Temporary housing for 50-60 people
- for use by workers during the demolition and
construction phase, later for use by displaced
families and the involuntary homeless.
2. 40-50 rowhouses @ 1600-2400 s.f. each
- for private ownership
Places of Work:
1. 3-5 retail establishments @ 800-1000 s.f. each
2. Public produce / food market
- 40-50 stalls @ 200-400 s.f. each
3. Brickyard to produce bricks for construction on site
Institutions:
1. Daycare center for 50 children
- approx. 5,000 s.f.
2. Neighborhood recreation center
- approx. 15,000-20,000 s.f.
3. Vocational training center
- approx. 10,000-20,000 s.f.
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The following is a transcript of the discussion
portion of the final jury which was held on Thursday, April
19 in the Jury Room of Anderson Hall at Rice university.
The jurors were Lars Lerup, Judith Wolin, Christopher Coe,
Peter Waldman, Albert Pope, and Alan Balfour. They and the
author are identified by their initials.
L.L.- You know, what's astonishing about this is that
there is a tremendous similarity to the Coliseum in Rome,
that for a long time was kind of occupied by squatters
before they were driven out and replaced by cats.

You know

there are places like Arles, for example, in Southern
France where they have occasionally used the space as an
arena for bullfights and music, so there is a long
tradition of how one deals with a carcass like this, and in
some ways it is astonishingly like some strange
archaeopteryx, or something like that which has been
discovered.

What strikes me as being a very important

issue is what kind of use do you put it to, and that in
some way to let the marginals occupy this is in a way I
think suggesting that the monumentality isn't so important.
In other words, it's not your monument but, in fact, it's
sort of like the bad conscience of society being pumped
into this, we get rid of them by putting them in the old
stadium, and they are out of the way.

I'm asking questions

like that to figure out how we want to talk about this,
because I think that then there is a whole other tradition
of the Kriers of repairing the city - this is broken and of
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no use and can now be repaired to be reoccupied with
housing.

There are several layers, or various positions

which can be taken in looking at it, you are nodding so I
assume you are familiar with most of them.
J.M.- Yes.
L.L.- So what do you think about that ?
J.M.— In general, I saw the reoccupation of this
structure by 'lost souls', by those homeless people on the
margin of society as being a very small portion of the
people who come here.

Initially, the thesis started out as

something much like that, it was in danger of becoming an
institutional piece, which people who live in the
neighborhood would be frightened of the people who now
inhabit this place.

I now see it as an urban park, in that

the central space in particular has a silence about it,
this playing field which is now a monument, a more specific
memorial about cultural values.

This new use as a memorial

park will draw people to it in addition to the arcade,
shopping functions, and the proximity of the houses.

I see

it as a place where a wide variety of people will mix and
make use of it, rather than a kind of rehabilitation
center.

There are only about fifteen to twenty of these

units for people who are displaced.
C.C.— It doesn't seem to me that you've got
substantially enough physical program to sort of pump this
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thing back up with life again.

It's such a bold structure

in the city, an amazing form, and it makes such an amazing
space that I don't quite think you've got the rent to fill
it, and that worries me.

I'm frightened when you say that

you want people to live there.

I can only think of a weird

movie like Charlton Heston in "Night of the Zombies" where
the untouchables lived in that stadium in San Francisco and
they were, like sucking everyone's blood, it was a place
you didn't go to, everyone stayed away from.
J.M.- I should probably add very quickly two elements
of the program which I forgot to mention.

The upper deck

is transformed into a garden lifted off the ground and
becomes glazed in...
C.C.- But who goes there ?

It seems like you're

skirting around the edge of the coliseum, and the things
you're putting in, you're not getting enough to fill it up.
J.W.- I wanted to add, initially, in addition to an
idea about letting the city encroach inward and the fabric
of the city extend itself toward this thing, as you've said
impacting it to a certain extent, you would have been
helped if you had been more literal in your idea of what is
park, and that the theme of the city encroaching and nature
encroaching, and each of them claiming back some of this
rotting structure would have allowed you to do a rather
large scale thing without program.

It seems program is a
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deeper and deeper trap for this project, that more and more
questionable, harder to fund...
C.C.— Well, or you could have had a single structure,
let's say I want to build an inner city mall, with one bold
stroke you deal with the delegation of space, the
commercial influx, as well as parking, I mean, you know...
J.W.- That doesn't touch the memorial issues which
were the first ones discussed...
C.C.- Well, maybe not, but I think the ironic twist is
still there and I think that is something...
L.L.- You know this is a very difficult project
because I think we have been notoriously bad at dealing
with the past, either we turn it into museums or we
completely wreck them it seems.

I was looking at Los

Angeles, which is a very interesting place, in many ways so
ephemeral, well it turns out that the old barrios and ranch
houses underlie so much of the way the city is organized,
even the old electric railroad was where the freeway now
lies, so it's a kind of palimpsest, in fact, it's more
intact than Boston, Boston has been changed more.
find traces of what was there.

And you

Why, for example, don't we

take this as a grand opportunity to make some European
style, large scale, "Bofil” housing, and turn it into a
housing estate.

I mean, it's the same idea.

I think also

that I would tend to go with a less peaceful and more
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dramatic..., in other words, to try to borrow from the
strength of that gesture to make something really powerful
in what is otherwise, although this in any sense is an
unusual American city, so that it doesn't get lost.

I

think that many of these things seem to take away from the
shape, they all seem like they are so incidental and that
the pieces that bring out the power seem to be kind of
globbed on like some sort of algae on some fish, it doesn't
help the form itself.
J.M.- In essence, what I was thinking of in doing that
was that because this is such a

powerful object, one of

the things .1 was interested in doing was to detract from
that reading of it solely as an object within the city and
impacting its edge to reinforce the very strong street edge
that already exists with the rowhouses. That way the
primary reading of it, once you come around and discover
this space is the carved out space, this eye of the city,
as the primary thing, and the object has been completely
engulfed by this algae, call it what you will, but that for
me was really one of the ideas...
L.L.- Maybe, them, you have to be even firmer about
that then, in other words it has to be completely filled in
so that you have no idea that it's there, in fact you think
it has been erased, and then you go through some marvellous
entry and then, boom, there's the space.

Like finding the

81

center space in a Palladian villa.
J.W.— I think it#s interesting the passage from Robert
Venturi's Complexity and Contradiction about radical
juxtapositions of scale, that's running through my head.

I

think it's something that Americans do with tremendous
bravado when they're not thinking about it, and when they
think about it they get so nervous that they make little
buildings like the one you've made in front.

The

extraordinary power of seeing, say an aqueduct march across
Rome is something to be appreciated, and to cherish, and
to, if not emulate, to aspire to in reconcieveing what
these huge objects are in the urban landscape, and that the
idea that it might be liberating and healthier to think
about it not in terms of annealing or contextualization or
fitting in, but as something which needs radicalization, so
that you might make very tiny little things around this
huge object as another way of getting at the problem.

I

think we are all wrestling with trying to find the first
decision about the object, which is do you want to bury it
?

Do you want to devour it ?

It's equivocal.

Do you want to enshrine it ?

You're creeping up to it, but I sense that

you are still overpowered by it.

It's so resistant to the

scale at which you're thinking about it.

It makes what

you've added seem too meek.
L.L.- Hopper's paintings, for example, that in some
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way create an incredible sense of an objective world in
more than one sense, and they are all over the place here,
and yet, when I look at this, it talks like crazy !
down.

Why the hell are they there ?

Up and

As an antidote to

this, or are they there somehow to help me, you know,
there's some kind of discrepancy here.

Even with the

diagrams, it seems to me that the solution is almost
better.

Of this kind of way of establishing the front,

which in detail becomes very kind of almost neurotic,
hysterical.

There is something there in you, when you feel

and have these thoughts... I must say, I think this is a
very difficult problem, as I have said before, and I don't
think it's a bad solution.

It's easier for us to sit

around and look at it, to have other ideas of what to do
with it, but I think it's a marvelous... and it's really
showing that America is going to have to come to terms with
its own history, more and more.

This is a wonderful thesis

problem.
P.W.- There were in the process of how this was being
developed so many different propositions between great
noise and great silence in terms of both the interior
stadium space as well as the space outside.

Early he began

with the proposition that this interior playground, the
playing field became a cemetery, there was an incredible
congestion where almost all the activities of the city
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would find themselves there, and then you brought the grid
back and made solid; the preoccupation with maps, filling
up and maybe hiding the structure.

I think that attempt of

all those readings and the result of where you are now is
the intriguing part of the solution.

I only had wished, as

a way of going about something- I don't know if we'll ever
have the right answer for this- but between an incredible
absence and presence there are divisions in this world,
division in the city between the rowhouses and the single
family houses, between what you call temporary occupation
and something else, and I wish that this landscape itself
had been divided in a way between noise and silence.

I

don't know if this is half of each and not a whole.

The

negotiating between the building up and congestion- you
didn't speak about that other landscape there- about the
bombing of that world, that the city- this is housing like
Houston- there is a vision of the city in America which is
made of the single family dwelling and there is a vision
made up of a convention, and I wonder if they can't battle
it out.

The discussion has been very hard, and I wonder if

it couldn't have come in the model, because the front
piece, here, you had done a collage earlier, is really
almost like projecting things on the street by saying the
activity of those who gather here is reduced to that size,
that space here, and I wonder if you can't explore the

84

difference between this tiny little frame and this surface,
and that surface which recorded all the war dead.

So it

seems that you have a dialogue set up between the
difference of those two sides, a way of actually
confronting the problem of half and half, that may be
either taking one side or the other.

In a lot of the

initial reviews the issue has been the nature of that
space-making and its silence, if it's filled and how you
have represented the whole site between the single family
and the conventional city.
A.B.- I sense when you presented it was almost as if
you were cut off.

We didn't hear in your own words your

vision for these great gardens, you didn't hear clearly
what they are.

I must say it is missing from what you've

said, an enormous amount of thought has gone into it.
J.H.- I guess initially what I was thinking about was
that if the center becomes the most important figure,
within the development of the site there are four cardinal
points which serve as ways to get into the space.

This is

a kind of public square, this one mediates between the
monument which isn't- the sixties elementary school here
(to the West)- and the monumental space, and this gathering
place here.

The space out here (to the North of the

stadium) began to take on the qualities of the construction
process that the site undergoes, so that in this garden
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landscape the ground is actually scraped away.

In the

1800's there existed on the site a brickyard, so that
function is brought back.

The earth is scraped away to

make bricks which will be used to create these buildings.
In the scraping away of pits you present the opportunity
for additional housing in the future, and a garden at the
back of the site becomes a productive garden which is tied
into the idea of people being trained for vocational
skills.

I saw this landscape (the upper deck) as

essentially different from that landscape (garden at rear
of the site) because of the silence I was trying to get to
with this, but that the erosion of the existing building
down to its structure creates a garden on this upper level,
so that the infiltration of nature into this monumental
structure begins to talk about its vulnerability in a
sense.
A.B.- So that's a romantic garden.
J.M.- No, it would be a productive garden.
A.P.- I think one of the things which makes it
interesting is Lars' comment on how we treat the past.

One

of the things curious about it is that you have tried to
speed up the clock.
right ?

You're impatient to make this a ruin,

You're ripping at this, planting gardens on top of

it, you're trying to make it like Arles, right ?
you are trying to generate almost artificially the

In a way
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tradition that exists in many European cities with
amphitheaters which have been transformed.

Particularly in

the argument that the form is autonomous, it doesn't matter
if it's a city square anymore, or if it's the wool factory
of Sixtus V, the form is autonomous within the city, and it
evolves over time, expressing a permanence.

There's

something very beautiful about seeing a plazas that are
oval shaped, the Coliseum, et cetera.

You're speeding up

the clock on this, and I think it does relate to Lars'
comment about how we treat the past.

You're kind of

impatient for this layering to emerge where you actually
read the autonomy of form and the autonomy of the city,
where you see form has been transformed many times over.
And I think it's sort of caught there, a little bit on the
problem of trying to create a ruin, of stripping this thing
down, using a European model with the impacted coliseum
space.

I guess your major act of silence is taking out

program, the program which has been put back is sort of
knocking around in this big shell, and it's not filling it
in a way that it has traditionally been filled.

That I

think is your silence, it's strange to see the fifties
graphics running around the inside of this when it hasn't
been filled back in.

But I think it is an interesting

comment, or an interesting speculation, and a valid one on
how we do treat these things, of forcing the ageing of this

87

in terms of trying to produce this instant ruin out of the
coliseum, to tack into traditional associations that we
appreciate, as a kind of American tradition.
L.L.- There is a word that was related to the
nineteenth century, which is 'horror vacui'
A.B.- What ?
L.L.- Horror vacui- which is the horror for vacuum.
In some ways that was the beginning of consumer culture,
when you have to fill your rooms with all these nick-nacks,
or otherwise you get really uptight.

I would think that to

leave this intact without anything for a long time, of
course it would be at the end of all "RoboCop" movies, you
know, that you would be chasing the monster in there, and
the lonely ballplayers would come and hear the crowds
calling again, but there is something about that kind of
emptiness that we really don't have, because we're always
filled with action, Americans can't live without action, we
have to be doing something all the time, and to dare to
defend that- I don't know how one does it in a thesis
project- but just as a thought I think it is important as a
counterthought to this hysterical filling out.
C.C.- At the same time you were talking about speeding
up the ageing process and taking it apart, he's also
involved in a reconstruction of it, dealing with the idea
of the brickyard and making it into something else, you
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haven't shown us what will be done.

I hear you say that

you will make bricks...
A.P.- As far as speeding up the transformation of
something that originally took centuries, and it's this
invention of an artificial history which has an uneasy edge
to it.
L.L.— And then there's poor Eisenman, you know, he has
to reinvent all kinds of lost geology to make his buildings
possible.

He's out there digging probably somewhere now,

trying to find some strata he can use to warp his building.
A.P.- Do you have that sense ?
J.M.- I agree, it's something that I've struggled
with.

It's interesting to me hearing the comments, that on

the one hand, I would agree the somehow the program doesn't
fill this thing up, but yet there seems to be some
appreciation for this absence so that things will fill it
up as events occur.

There's no way that I can possibly lay

down on paper what every conceivable use is.

I guess I

would agree with the comments and just say that it's
something I've been struggling with, as Peter was saying,
how to treat the center space, do you fill it up as a
microcosm of the city, or do you vacate it, or is it
somewhere in between.

Because I think it's important to

retain the power of the singular form within the city, I've
related it back to the Hopper images of this silent place
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without people.
P.W.- You are in a sense suggesting that the theater
is essentially a vacated place now, for example if your
brickyards there did not

, but were great pits of

vacated ground, and the stands are vacated, the structure
is alone, as indicated there, even the house is
deconstructed in the middle.

The suggestion is that there

is a moment of incredible evacuation there.

I'm not so

interested in what it will look like in the end, but I
think if you really vacated these great absences and holes
and absences through there, frankly, and then you might
say, maybe conjecture a few years down the line, a few
generations, a few

can come on in, but what comes

after the evacuation seems to be less intriguing than this
incredible absence or silence.

So that the landscape that

is projected is idealized as one of evacuation. It's
prehistorical sometimes...
A.B. — This argument, Peter, is

?

P.W.- I think that issues of exhuming the dead in that
cemetery, which was the very first discussion which we had,
of getting a number of these readings, the lonely witness
and the cemetery and all those things all present in one
thing. I wonder if there is a way to represent it, that
constant suggestion of things that might go there,
otherwise, I think that's what makes this a great thesis
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project- that there are other takes on it, and I don't know
how to record the progress one makes.
C.C.— But... to try to invent a kind of romantic
notion of vacation and the tragedy it implies ?
Pompeii, the death of people.

I mean, at

I don't know if you should

invent that...
A.P.- Well, that's an interesting question, because we
do it all the time, and if there's anything interesting
about that, if there's any sort of dignity about the way we
treat the past, or interest in how we...
C.C.- But there's a big difference between it
happening and planning for it to happen...
P.W.- But the productive garden, which is a place of
production and digging on out, and the empty house, which
may be Pompeiian, I'm interested in the conjunction of the
two of them simultaneously.

To have people go back to

various places and say I've just seen this place in
Baltimore that's this vacated brickyard, as well as
Pompeiian, as well as ...
J.W.- I appreciate what it is you're saying, and I'm
sitting here now thinking; faced with this what could one
do ?

I find myself mostly at odds with your decision to

create signography of any kind- the billboard, the empty
house, the apparent vitality of the stuff which is filled
in under the stands- those are the pieces where you have
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kind of drawn in, literally drawn in the images of life, or
around the edges where you've mimicked the house pattern or
the rowhouse pattern.
theatricality.

They are another kind of

I can't help that what's really beautiful,

what must have drawn you to the project in the first place
is the structure itself and the extraordinary discrepancy
between its scale and that of the fabric of the world
around it.

Maybe the thing to have tried is a kind of

housing development- now I very much appreciate your
strategy of filling in what was once parking lot- but I'm
thinking maybe the thing to do would be to build something
there which has the quality of what you admire in the
stadium.

You could have made those housing blocks twice as

high as the rowhouses, a slab block instead of a rowhouse
block, they would have come up in height to meet at least,
you know, that height on your stadium, so that they would
in a sense make the object bigger, the object would not be
just the stadium but would be built out to the perimeter of
the site.

The landscape created between those new slabs

would be, at one level, as problematic as the stadium
itself and the things in there.

I think that would have

supported an argument about the picture, or the potential
of what you're trying to draw in for us.

It would be not

to draw in your vision of the future, but create a more
powerful framework for those things.

So my attitude toward
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the project is toward a tougher, and politically more
radical scale for the surrounding environment, and to deny
the impulse to match up with everything which happens
around it.
L.L.- I think in a way you think too much.

You paid a

lot of attention to a lot of things, there are many voices
in this.

There are so many voices that you have a hard

time getting rid of those voices to act.

In some way good

architecture has to driven by a certain amount of
stupidity.

And the more you think the harder it is to act.

The more you know the harder it is to act.

Just the way

you deal with the criticism, which is really mellow and
relaxed shows to me that you have thought through this and
that you're not surprised by any of the comments.

That to

me is really a very good sign, because it means that you
have done a thesis that might not, the final project might
not be as glamorous as some may have wanted, but you did a
thesis because you have thought about all of that, and
that's really what it's about.
important.

I think that's very

I really commend that and I commend your

attitude about the work, and I think that's very nice.
C.C.- I agree.
process.

I think you've been changed by this

It's a very difficult question.

Just in terms of

the drawings, I think you're relying too much on drawings
that you know well.

You know the structure of the building
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so well, and your perspectives have the same quality.

I

almost want to see something that you don't know, I want to
see the drawings where you struggled.

The model shows me

that a little bit.
J.W.- I think it's clear that despite the invocation
of the word landscape, there's not a drawing that attempts
to represent it, so I get the feeling that maybe that's one
thing which you haven't come to terms with.
A.B.- John, thank you very much.
J.M.- Thank you.
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During the course of this thesis, the primary goal has
been to investigate and understand a unique American city
and develop a strategy for making interventions in it.
Baltimore has, for the most part, a very strong sense of
its past in both its culture and its architecture.
its neighborhoods, particularly,

Many of

remain intact from their

original construction and stand as evidence of various
attitudes about how one goes about making cities.
It is easy when working in these surroundings to
either succumb to nostalgia or completely ignore what has
come before.

The project has been an attempt to find a

balance between traditional associations which we
appreciate and contemporary ways of making architecture and
cities.

It has been a struggle between convention and

invention.

Conventions of the past must be considered when

intervening in their midst, particularly when it is
apparent that they have been used successfully to create a
vital place.

With respect to the stadium site, the

conventions of the rowhouse and the single family dwelling
represent two attitudes toward making neighborhoods which I
have attempted to use as a framework for the incorporation
of the stadium into the fabric of the city.

Perhaps,

as

was suggested at the final jury, these two conventions did
not battle it out as they could have in the central space.
Coupled with this comment on these conventions is an
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architecture of invention which is reserved for the
transformation of existing building types and specific
moments of exceptional intervention within the conventional
framework.

This architecture of invention should have been

displayed more prominently in the final presentation, which
would have diminished the perception of the stadium as a
ruin, but rather as an object transformed.
The issue of how the project was perceived in the
final jury raises one final point which was touched on by
the jurors, and that is; Does all 'good' architecture today
need to be glamorous ?

How much importance should we as

architects place on standing out from the crowd versus
supporting a consensus ?

There is a place, and a real need

for architecture which looks beyond itself for meaning.
Perhaps even to conventions of the past.

This is not to

say that we should be involved in mimicking our
surroundings, but instead understanding them and being able
to determine what is successful and what is not successful
in the creation of a livable environment.

The architect

must always be part artist, part sculptor, but also part
urban historian, for everything we build carries with it a
vision of the city.

For myself this project represents a

step toward finding that balance.
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