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ABSTRACT 

The thrust of this thesis is the relationship of the built 
artifact to its context, both physical and cultural. 

Through the combination of research and a design project, 
I have set out to explore the correspondence between the 
formal, aesthetic treatment of the margin in architecture 
and the political, ethical treatment of the margin in the 
social contract. 

I have been especially interested in how the treatment of 
the edges is addressed by the center. In other words, how 
the body politic builds for its citizens. And how public 
spaces accommodate various segments of the populace. 

The city is the appropriate place to begin, I think, 
because it constitutes both a social, political framework 
and a physical, built environment. In the city it is 
immediately apparent that site refers not only to a 
specific place, but also to the artifact’s location in 
time and culture. 

Related to this is the question of the monument—its 
appropriateness and uses for our time. On the one hand 
Bataille has accused architecture of "covering the scene 
of the crime with monuments." I suppose the "restoratioh" 
of New York’s Union Square could stand as a good example. 
On the other, the projections of Krzysztof Wodiczko and 
the quilts of The Names Project seriously challenge the 
validity of the recent spate of monument design 
competitions. In architecture per se, especially civic 
structures, this leads to issues of representation. What 
picture does the building present of the people who made 
it—and the people for whom it is intended? 

I have considered these issues of context, urbanism, and 
monumentality through a thesis design projects a Branch 
Administrative Center for Venice, California. 

The program is derived from that prepared for the recent 
West Hollywood competition—a mixture of government 
services and offices, public assembly spaces, and a 
variety of outdoor recreation facilities—adapted to 
accord with the Branch Administrative Centers, proposed 
for various districts of Los Angeles since 1950. 

I chose Venice because of its strong urban diagram, its 
edge condition (edge of continent, fringe of society), its 
cultural and ethnic heterogeneity, its manageable scale 
for intervention, the high profile there of marginal and 
homeless persons, and the community’s ambiguous political 
relationship to greater Los Angeles. 
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EDGES 

The deserted center, life at the periphery, these are now 
taken as norms in the contemporary city. Suburbanization 
has carried much of the blame, but suburbs too are without 
form and void. One can no longer approach the city solely 
as a physical phenomenon and expect to find it. Edges 
constantly shift, overlap, rupture. The center cannot 
hold. 

In the forward to the first issue of ZONE, Michel Feher 
and Sanford Kwinter define the city as "a specific power 
to affect both people and materials—a power that modifies 
the relations between them. This power is neither a 
side-effect nor an attribute of a city-substance which 
transcends them; it is itself the very fabric of the 
city's consistency." 

They go further to state that "The city is at once a 
medium of circulation for populations, information, 
commodities and rumors; a complex formation of 
sovereignties and a shifting perceptual field." 

In this dematerialized perspective of the city much of its 
presence resides in the electromagnetic imprints and 
relays of our computers and telephone lines. Boundaries 
are difficult to determine, in part because they are no 
longer necessarily physical—"what is essential is 
invisible to the eye." At the same time, the city may be 
seen, at one level, as a stockpile of visual screen 
images, dissociated from physical or material reality—the 
simulacra may indeed become the original—the media mask, 
the subject's face. 

VIS-A-VIS 

The question of the perception of the city is an important 
one, I think, because it questions the ability of the 
individual to confront the corporate. In the metaphors of 
Bataille, the objectivity represented by the pyramid 
becomes increasingly compromised by its indeterminate 
location within the labyrinth. Of course, Bataille uses 
the labyrinth to represent language, but language and 
built form are becoming increasingly interwoven. 

As Nena Dimitrijevic expresses its "The city is the focal 
point of all social institutions. Thus one's encounter 
with the city is inevitably a confrontation with society, 
history and ideology, analogous in Lacanian terms to the 
transition of a subject from the Imaginary to the 
Symbolic. A square, a monument and a public building are 
not only the architectural and aesthetic vocabulary of the 
urbs but also signs of the dominant ideology which are 
charged with its connotations and values." ("Meanwhile, in 
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the Real World", FLASH ART, May 1987.) 

One could well argue that the individual is no longer in a 
position to confront the city and what it represents—its 
lines of sovereignty—that the perceptual field is too 
diffuse, edges too blurred, indeterminate. 

BOUNDARY-SURFACE 

In his article, "The Overexposed City" (ZONE 1/2), Paul 
Virilio addresses the impact of technologies upon the 
city’s surfaces "Since men first began using enclosures, 
the notion of what a boundary is has undergone 
transformations which concern both the facade and what it 
faces, its vis-a-vis. From the fence to the screen, by 
way of the rampart’s stone walls, the bguQdary-syrface has 
been continually transformed, perceptibly or 
imperceptibly. Its most recent transformation is perhaps 
that of the interface. The question of access to the 
city, then, should be asked in a new ways does a greater 
metropolis still have a facade? At what moment can the 
city be said to face us?" 

In its role as a medium of communication, the city has 
taken to itself the model of instantaneous contamination, 
dramatically altering our perceptions and perforating, 
rupturing traditional notions of boundary and enclosure. 
In this model, language is indeed a virus. 

Virilio defines surface as "an interface between two 
milieus in which a constant activity prevails, taking the 
form of an exchange between two substances placed in 
contact with one another." This new etymology, he says, 
has drastic consequences: "What used to be a substance’s 
boundary line, its "terminal’, now becomes an access route 
concealed in the most imperceptible entity. From this 
moment on, the appearance of surface hides a secret 
transparency, a thickness without thickness, a volume 
without volume, an imperceptible quantity." 

He continues: "If, in spite of the wishes of postmodern 
architects, the city from now on is to be deprived of 
doors, it is due to the fact that the urban wall has given 
way to an infinity of openings and ruptured enclosures." 

This leaky membrane is, I think, in direct opposition to 
the idea of a margin, a clear zone between defined 
substances. I do not mean to imply by margin any sense -of 
quarantine—the hygienic isolation of the lazoretto—but 
rather a respect for the integrity of forms. 

PUBLIC/PRIVATE 

In THE FALL OF PUBLIC MAN, Richard Sennett examines the 
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dismantling of the boundary between public and private, 
which, he says, has taken place during the last two 
centuries in Western culture. 

According to Sennett, "the citizens o-f the 18th Century 
capitals attempted to define both what public life was and 
what it was not. The line drawn between public and 
private was essentially one on which the claims of 
civility—epitomized by cosmopolitan, public behavior  
were balanced against the claims of nature—epitomized by 
the family. They saw these claims in conflict, and the 
complexity of their vision lay in that they refused to 
prefer one over the other, but held the two in a state of 
equilibrium. Behaving with strangers in an emotionally 
satisfying way and yet remaining aloof from them was seen 
by the mid-lBth Century as the means by which the human 
animal was transformed into a social being. The 
capacities for parenthood and deep friendship were seen in 
turn to be natural potentialities, rather than human 
creations; while man made himself public, he realized his 
nature in the private realm, above all in his experiences 
within the family.... Together, public and private 
created what would today be called a "universe" of social 
relations." 

Sennett contrasts this "enlightened" model with the 
boundaryless self in contemporary culture, where the 
public realm consists of the acting out of private issues 
in front of God and everybody. The troubled candidacy of 
Gary Hart could serve as one example of the public 
preoccupation with the personal and private. 

Sennett explains the modern soul, in part, through an 
examination of Lionel Trilling’s book, SINCERITY AND 
AUTHENTICITY: "Trilling was concerned to show the terms 
on which self-revelation is not an act of expression. His 
inquiry was specifically directed to understanding a shift 
in language which embodies this truth, a shift from the 
language of personal sincerity spoken before the 19th 
Century to a language of individual authenticity spoken 
after it. By sincerity, Trilling means the exposure in 
public of what is felt in private; by authenticity , he 
means the direct exposure to another of a person’s own 
attempts to feel. The modes of authenticity erase 
distinctions between public and private. That Humanity 
might consist in keeping wounding feeling about another 
person .from him, that disguise and self-repression might 
be morally expressive—under the aegis of authenticity 
these ideas cease to signify. Instead self-disclosure 
becomes a universal measure of believability and truth, 
but what is disclosed in the revelation to another of 
oneself? Here Trilling arrives through an analysis of 
literary texts, above all through a critique of Sartre, at 
an idea we have expressed in the philosophical concept 
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'narcissism'. The more a person concentrates on feeling 
genuinely, rather than on the objective content of what is 
felt, the more subjectivity becomes an end in itself, the 
less expressive he can be. Under conditions of 
self-absorption the momentary disclosures of self become 
amorphous." 

Sennett argues that this personal transparency increases 
isolation. And he extrapolates this amorphous relation 
between public and private into architecture because, he 
says, architects "are among the few professionals who are 
forced to work with present-day ideas of public life, such 
as they are, and indeed are among the few professionals 
who of necessity express and make these codes manifest to 

In this regard, he names the glass walls of the 
International Style, exemplified in the Lever House, as 
correspondents in the eroding relations between public and 
privates "Walls almost entirely of glass, framed with 
thin steel supports, allow the inside and the outside of a 
building to be dissolved to the least point of 
differentiation; this technology permits the achievement 
of what S. Giedion calls the ideal of the permeable wall, 
the ultimate in visibility. But these walls are also 
hermetic barriers. Lever House was the forerunner of a 
design concept in which the wall, though permeable, also 
isolates the activities within the building from the life 
of the street. In this design concept, the aesthetics of 
visibility and social isolation merge." 

Sennett continues this discussion into the open office 
landscape: "The design idea of the permeable wall is 
applied by many architects within their buildings as well 
as on the skin. Visual barriers are destroyed by doing 
away with office walls, so that whole floors will become 
one vast open space, or there will be a set of private 
offices on the perimeter with a large open area within. 
This destruction of walls, office planners are quick to 
say, increases office efficiency, because when people are 
all day long visually exposed to each other, they are less 
likely to gossip and chat, more likely to keep to 
themselves. When everyone has each other under 
surveillance, sociability decreases, silence being the 
only form of protection. The open floor office plan 
brings the paradox of visibility and isolation to its 
height, a paradox which can be also stated in reverse. 
People are more sociable, the more they have tangible 
barriers between them, just as they need specific places 
in public whose sole purpose is to bring them together." 
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THE MONUMENTS 

Each year the monuments grew larger. 
The citizens demanded this. 
As their lives got worse they wanted 
longer staircases to descend, towering -fountains.... 

Taxes were increased. A -famine settled in. 
An inexplicable epidemic appeared. 
Autumn was rain-sodden. So, 
they collected funds for a new work 

in the form of a giant, granite pineapple 
encircled by a narrow staircase, 
so difficult to climb some said 
it symbolized life or friendship. 

The monuments meant nothing of course. 
The misfortunes seemed undeserved. 
At parties the food was served 
on plates in the form of clouds 

that descended from the ceiling, 
and under each unseasonal strawberry 
a gold leaf was set. Despite these strategies 
the general melancholy increased. 

Poems concerned themselves 
with childhood, autumn and failure, 
although it was understood that these took the place 
of events too unbearable to discuss. 

Work resumed on the pineapple. 
It was decided to enclose it within a transparent 
sphere inscribed with a poem concerning 
autumn and failure. Meanwhile 

in the downtown area, work began on a new 
staircase, some 900 feet high, leading to 
a colossal weeping eye. On rainy days 
citizens would gather to watch the way 

it vanished sweetly into mist, 
but no one dared to place a foot 
on even the lowest, shining steps 
"This is art," they said, "We cannot use it." 

John Ash, THE PARIS REVIEW 100 
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Since the vulvic incision of the Vietnam Memorial, the 
monument has been in trouble. Lewis Mumford has remarked 
that there are no longer monuments in the modern world, 
because the old symbol of the hero is dead and the role of 
the monument is performed by mass media (FLASH ART, May 
1987). 

Just exactly what is the role of the monument? For one 
thing, official buildings and monuments stand as 
representations of power. Has that function been usurped 
by "The People's Court"? I suppose to some degree it has. 
As Paul Virilio says in "The Overexposed City" (ZONE 1/2), 
the gates of the city have been replaced by the security 
checkpoints of airports, the walls of the city have been 
replaced by the television screen. 

THE ROTHKO CHAPEL 

One of the last great monuments in our culture is the 
Rothko Chapel in Houston. This is a chapel, not to any 
deity or religious creed, but to art. The paintings, the 
last Rothko made before he committed suicide, refer to 
nothing beyond themselves. To be properly viewed, their 
blank, rough surfaces must be stared down until one 
catches the glimmer of potential space at their edges. 
This is supposed to be spiritually enlightening. 

These icons, in their demand for undivided attention (even 
while flirting with alienating the viewer) and in their 
resistance to figuration, are at the apogee of heroic 
modernist art. The building itself, designed by Philip 
Johnson, while not to the taste of the artist, still 
participates in the same monastic, bombastic aesthetic. 

The interior of this chapel looks both like an art gallery 
and a church—in it the two merge, reinforcing the 
equation of art to religion. Art, which throughout 
history was in the service of religion, has now supplanted 
religion in 20th Century culture—the simulacrum has 
replaced, become, the original. The Rothko chapel, then, 
is a subset, not of cathedral., but of museum. 

The social content of this phenomenon, in a Marxist 
interpretation is the same: to reinforce the status quo. 
We don't have to worry about starving people in the world, 
it says, because our great artists are painting our 
salvation. 

ROT 

The great irony of the Rothko chapel is that the 
installation—intended to represent a confrontation with 
the power of eternity—is itself mortal. (This in spite 
of the death of the artist, mythically required in order 
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to ensure the eternal life of the paintings.) The 
paintings—meant to represent us in following centuries— 
are decaying. They are changing before our very eyes. 

Bernard Tschumi would say that in rot—the tangent point 
between life and death—the erotic power of the object is 
released. The old gros/thanatos routine. For all his 
postmodern glibness, in this I think Tschumi displays a 
strong streak of the Romantic, the notion of the sublime 
cultivated, for example, in the morbid love poems of Poe. 

But two interesting aspects do emerges First, this rot 
erodes the glamorous polish of the commodity. Second, rot 
foregrounds the temporal—perhaps urgent—quality of the 
intervention. Both of these factors are at work in the 
quilts of The Names Project and in the public projections 
of Krzysztof Wodiczko. 

THE NAMES PROJECT 

The Names Project takes the Vietnam Memorial one step 
further. The names are no longer permanently attached to 
a wall. They are no longer restricted to one geographical 
point, but-—-in their installation on the Mall in 
Washington DC—spread over more than four city blocks. 
The Names do not rely on the hard surface of a stone wall 
to grant them credibility. Rather, they rely upon a craft 
tradition—the soft surface of hand-made pieces of 
cloth—to say that someone loved them enough to stitch 
these memorials, and to question the hard rational 
buildings of power which surround them. 

Herbert Muschamp says that this labyrinth of cloth "brings 
up yet another architecture, the architecture of the 
failure of politics to serve these names because of the 
other names applied to them, disclosing yet another 
labyrinth, the network of corridors, the maze of 
government bureaucracy." (ARTFDRUM, December 1987.) 

PUBLIC PROJECTIONS 

In a manifesto, Public_Prgiections, published in OCTOBER 
38, Krzysztof Wodiczko maintains that the aim of his 
projections "is not to 'bring life to' or 'enliven' the 
memorial, nor to support the happy, uncritical, 
bureaucratic 'socialization' of its-site, but to reveal 
and expose to the public the contemporary deadly life of 
the memorial. The strategy of the memorial projection is 
to attack the memorial by surprise, using slide warfare, 
or to take part in and infiltrate the official cultural 
programs taking place on its site." 

Wodiczko's projections directly attack the surfaces of our 
society's monuments, the faces of our representations of 
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power. As Nena Dimitrijevic says, he "plays on the 
overlapping of two fields of significations. An official 
building, taken as a representation of power, provides a 
context for a chosen autonomous sign." (FLASH ART, May 
1987.) 

The potency of his attack lies in his use of media. 
First, he does not actually touch his targets, but 
projects images onto them, acting out physically, through 
technology, a 20th Century psychological impulse. These 
images literally qualify the surfaces of the target 
building, as well as question the signification and social 
content of the original built representation. 

Wodiczko explains that "What is implicit about the 
building must be exposed as explicit; the myth must be 
visually concretized and unmasked. The absent-minded, 
hypnotic relation with architecture must be challenged by 
a conscious and critical public discourse taking place in 
front of the building. 

"Public visualization of this myth can unmask the myth, 
recognize it 'physically', force it to the surface and 
hold it visible, so that the people on the street can 
observe and celebrate its final formal capitulation. This 
must happen at the very place of the myth, on the site of 
its production, on its body, the building.... 

"Warnings Slide projectors must be switched off before 
the image loses its impact and becomes vulnerable to the 
appropriation by the building as decoration." (CANADIAN 
JOURNAL OF POLITICAL AND SOCIAL THEORY, Winter 1983.) 

Second, Wodiczko exploits both the temporary quality of 
his intervention and the intense proliferation of the 
media to both maintain the critical edge of his work and 
sustain interest in it. Nena Dimitrijevic says, "This 
work uses the situationist strategy of a brief provisional 
intrusion into the public space whilst its continued 
existence relies on cultural information channels." 
(FLASH ART, May 1987.) 

In Wodiczko's work, Mumford's remark that the media has 
taken over the role of the monument assumes a dual edges 
both the monument and its challengers do disembodied 
battle in the pages of journals, and on the evening news. 
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My program is derived -from that of the West Hollywood city 
hall competition, adjusted to take into account the 
specific needs o-f Venice, and the status o-f the community 
as a "poor-relation" suburb incorporated in the city o-f 
Los Angeles. 

The West Hollywood city hall competition program breaks 
down into two primary components: the City Hall proper, at 
roughly 60,000 square -feet, and its attendants—Library, 
Auditorium, and Fire Station—each between 15-20,000 
square -feet. 

The City Hall proper is comprised o-f predominantly 
repetitive program elements—various municipal government 
o-f-fices and services: 

Council Of-fices, City Manager Department, Administrative 
Services Department, Community Development Department, 
Rent Stabilization Department, Human Services Department, 
Public Works Department, City Attorney Office, City 
Treasurer Office, Elected Officials Offices. 

For the most part, each of these entities requires its own 
entrance, wet walls (bathrooms and janitors closet), and 
conference room—the conference rooms to be accessible to 
the public at nights and on weekends. These additions to 
the repetitive program could be considered as separate 
elements, a core of services separated out from the 
offices themselves. 

Since this project is a branch of the city hall, not a 
self-contained administrative and civic complex, the head 
of the beast—the Council Chambers, City Hall Lobby, and 
corporate dining facilities—were excised from the 
program, leaving only the offices and their attendant 
services. 

The Library and Auditorium (20,000 square feet each) were 
retained in the program. The Fire Station was replaced 
with a Police Station (20,000 square feet), and the County 
Health Facility was increased from 3,500 square feet to 
20,000. 

With the exception of the Police Station, which was placed 
inland on the site in a gatehouse position for the 
offices, the figurai elements of the program were lumped 
together in a complex oriented toward the pedestrian 
beachfront community. 
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POLICE STATION 

FRONT OFFICE 2,570 sf 

Vestibule, Lobby 400 sf 
Public Washrooms 135 sf 
Front Desk/Complaints 200 sf 
Station O-f-ficer 140 sf 
Community Room/Training Room 780 sf 
Public Interview 90 sf 
Records 800 sf 
Janitor 25 sf 

ADMINISTRATION 2, 420 sf 

Chief 265 sf 
Washroom 35 sf 
Conference 250 sf 
Reception/Secretary 167 sf 

Planning and Research 200 sf 
Captain (Patrol) 216 sf 
Captain (Administration) 216 sf 
Training Officer 192 sf 
Intel1igence/Internal Affairs 192 sf 
Traffic/Safety Officer 192 sf 
Traffic Office 300 sf 
Library 195 sf 

DISPATCH/COMMUNICATIONS 720 sf 

Dispatch/Communications 450 sf 
Telephone Equipment 80 sf 
Electronic Equipment 80 sf 
Uninterrupted Power Supply Room 30 sf 
Computer Room 80 sf 

OPERATIONS/PATROL 2,900 sf 

Male Locker Room 520 sf 
Male Washroom/Showers 120 sf 
Female Locker Room 100 sf 
Female Washroom/Showers 90 sf 
Traffic Supervisor's Lockers 90 sf 
Auxiliary Police Lockers 200 sf 
Staff Lounge/Lunch Room 440 sf 
Squad Room/Patrol Interview 440 sf 
Physical Training 300 sf 
Patrol Supervisor 192 sf 
Report Writing 123 sf 
Equipment Armory 160 sf 
Neighborhood Watch/PR 100 sf 
Janitor 25 sf 
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CRIMINAL INVESTIGATION 1 ,930 sf 

Detectives 192 s f 
Investigative Office 396 sf 
Vice/Narcotics Office 120 sf 
Juvenile O-ffice 120 sf 
Prosecution Office 192 sf 
Interview Rooms 3 90 sf ea 
Meeting Room 250 sf 
Equipment Room 100 sf 
Identification Office 200 sf 
Darkroom 80 sf 
Washrooms 100 sf 

SECURITY/DETENTION 2 ,570 sf 

Sallyport 640 sf 
Booking 120 sf 
Valuables 60 sf 
Photo/Fingerprints 60 sf 
Breathalizer 60 sf 
Interview 90 sf 
Holding Cell 360 sf 
Male Cells 12 3 50 sf ea 
Female Cells 6 3 50 sf ea 
Juvenile Cells 4 3 50 sf ea 
Matron 80 sf 

SUPPORT SERVICES 3 ,990 sf 

Impounded Vehicles 300 sf 
Bicycle Storage 500 sf 
Maintenance and Storage 400 sf 
Property and Evidence 1 , 000 sf 
Mechanical/Electrical 1 ,790 sf 
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LIBRARY 

ADULT SERVICES o
 
o
 
o
 

sf 

Bookstacks 4,000 sf 
Study Area 2,000 sf 
Reading/Browsi ng 2,000 sf 
Meeting Room 1,000 sf 

CHILDREN SERVICES 4,500 sf 

Bookstacks 2,000 sf 
Reading Area 2,000 sf 
Story Room 500 sf 

STAFF WORK AREAS 2,500 sf 

Circulation Desk 250 sf 
Staff Workroom 1,000 sf 
Magazine/Book Storage 500 sf 
Conference 250 sf 
Librarian’s Office 125 sf 
Children’s Librarian’s Office 125 sf 

UNASSIGNED 4,000 sf 

Entrance and Vestibule 
Circulation 
Mechanical 
Toilets Adults, 2 -fixtures each sex 

Children, 1 -fixture each sex 
Sta-f-f, 1 -fixture shared, o-f-f lounge 

TOTAL NET AREA 
UNASSIGNED (25“/. o-f net) 
TOTAL GROSS AREA 

16.000 sf 
_4X000 s-f 
20.000 sf 
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THEATER 

Auditorium 5, 300 sf 
Lobby 1, 250 sf 
Mens Restroom 150 sf 
Womens Restroom 150 sf 
Restroom Vestibule 50 sf 
Lounge 300 sf 
Coatroom 150 sf 
Administrative Office 150 sf 
Video/Projection Booth 350 sf 
Stage 2, 800 sf 
Rehearsal Room 2, 100 sf 
Costume Room 200 sf 
Prop Room 200 sf 
Stage Shop 1, 400 sf 
Orchestra Pit 1, 080 sf 
Ticketing Office 200 sf 
Chorus Dressing Room 300 sf 
Star Dressing Room 2 a) 100 sf ea 
Mens Backstage Restroom 125 sf 
Womens Backstage Restroom 125 sf 

TOTAL NET AREA 16,580 sf 
UN ASSIGNED (207. of net) 3j_316 sf 
TOTAL GROSS AREA 19,896 sf 
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SITE 

I intend to consider site both as physical place and as 
location in culture. To me, Venice, California, exists in 
an edge condition not only geographically—at the limit of 
the continent—but also at the fringe of society. 

FLANEUR 

At the margins live the disenfranchised, the homeless, the 
street people. Such a population maintains a high profile 
in Venice. They fall along the trajectory traced by the 
flaneur, as Walter Benjamin describes him in CHARLES 
BAUDELAIRE: A LYRIC POET IN THE ERA OF HIGH CAPITALISM: 

"The street becomes a dwelling for the flaneur; he is as 
much at home among the facades of houses as a citizen is 
in his four walls. To him the shiny, enamelled signs of 
businesses are at least as good a wall ornament as an oil 
painting is to a bourgeois in his salon. The walls are 
the desk against which he presses his notebooks; 
news-stands are his libraries and the terraces of cafes 
are the balconies from which he looks down on his 
household after his work is done." 

Although the flaneur is, initially at least, moneyed, he 
still bears an adversarial relationship to the economy at 
large. Benjamin says, "His leisurely appearance as a 
personality is his protest against the division of labor 
which makes people into specialists. It is also his 
protest against their industriousness. Around 1840 it was 
briefly fashionable to take turtles for a walk in the 
arcades. The flaneurs liked to have the turtles set the 
pace for them." 

They are outstripped, of course, Zeno’s avatar 
notwithstanding, and eventually the flaneurs find 
themselves no longer gentlemen of leisure. But first they 
are assimilated, subsumed by the culture of commercialism 
and industry they rejected, for in their performance of 
public roles they themselves partake of the glamor, and 
thus the taint, of the commodity. The crowd becomes their 
narcotic. 

COMMODITY 

"The flaneur is someone abandoned in the crowd," Benjamin 
says. "In this he shares the situation of the commodity. 
He is not aware of this special situation, but this does 
not diminish its effect on him and it permeates him 
blissfully like a narcotic that can compensate him for 
many humiliations. The intoxication to which the flaneur 
surrenders is the intoxication of the commodity around 
which surges the stream of customers." 
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According to Benjamin, the -flaneur -finds himself lost in 
the department store, trapped in the labyrinth of 
merchandise. Whether this image is meant to be taken 
literally or as a metaphor is unclear. Still, one finds 
today a strong "department store" approach to culture in 
our present-day cities, where the foreign and unfamiliar 
is rendered exotic and chic by urban hipness—the 
potential threat is tamed, trivialized, commodified. This 
consumerism of culture is especially evident in the 
carnival-like mores, diets, and religions of Southern 
California. 

DETECTIVE 

If the crowd provides the flaneur his fix, it also hides 
the criminals "'It is almost impossible,' wrote a 
Parisian secret agent in 1798, 'to maintain good behavior 
in a thickly populated area where an individual is, so to 
speak, unknown to all others and thus does not have to 
blush in front of anyone.' Here the masses appear as the 
asylum that shield an asocial person from his persecutors. 
Of all the menacing aspects of the masses, this one 
becomes apparent first. It is the origin of the detective 
story.... The original social content of the detective 
story was the obliteration of the individual’s traces in 
the big-city crowd." 

In this context, the indolence of the flaneur becomes 
functional. Because he is watching, observing, he 
becomes, perhaps unwillingly, a detective. Baudelaire 
wrote: "An observer is a prince who is everywhere in 
possession of his incognito." 

According to Benjamin, Baudelaire was heavily influenced 
in his depictions of the flaneur by the detective stories 
of Poe—for example the tale "The Man in the Crowd", 
which, Benjamin says, "is something like the X-ray picture 
of a detective story. In it, the drapery represented by 
the crime has disappeared. The mere armature has 
remained: the pursuer, the crowd, and an unknown man who 
arranges his walk through London in such a way that he 
always remains in the middle of the crowd. This unknown 
man is the flaneur.... To Poe the flaneur was, above all, 
someone who does not feel comfortable in his own company. 
That is why he seeks out the crowd5 the reason why he 
hides in it is presumably close at hand. Poe purposely 
blurs the difference between the asocial person and the 
flaneur. The harder a man is to find, the more suspicious 
he becomes." 

In the course of detective fiction, the figure of the 
flaneur continues to appear—sometimes as the detective, 
sometimes as the criminal—sometimes the hunter, sometimes 
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the game. His image darkens the screen in the film noir. 

"The protagonist of the detective novel soon becomes the 
hero of the film noir," say Eric Alliez and Michel Feher 
in their article "Notes on the Sophisticated City" (ZONE 
1/2). "The investigation is no longer the central point. 
Instead, wandering in the city, the vertigo of the city, 
become the focus and preoccupation of the detective." 

STREET PERSON 

The present-day street person differs from the flaneur of 
Baudelaire’s time primarily in this regard: whereas the 
flaneur opposed bourgeois society by impersonating a 
commodity, the street person poses a perceived threat to 
capitalist culture—and the American dream—by his or her 
inability or refusal to be commodified as a "productive 
member of society." 

Sennett would perhaps consider street people the last true 
public personages because—even if recalcitrant—they are 
performers of a sort. Like the early flaneur, they are 
spectacle. As Krzysztof Wodiczko says in the manifesto 
accompanying his project "The Homeless Projection" 
(OCTOBER 38): 

"The homeless must display themselves in symbolically 
strategic and popular city 'accents.’ To secure their 
starvation wages (donations), the homeless must appear as 
the 'real homeless’ (their 'performance’ must conform to 
the popular MYTH OF THE HOMELESS): the homeless must 
become THE HOMELESS." 

The presence of marginal persons cannot be ignored in the 
planning of municipal facilities for Venice; the creation 
of public spaces and corporate enclosures raises questions 
about the nature of their boundaries—how porous are these 
proposed urban walls? Are they habitable? 
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LOS ANGELES DREAM ZONES 

In the 189Gs, Edward Doheny dreamt of oil. He 
dug a well at the corner of Second and Glendale 
with a pick and shovel, and it produced. For a 
long time, people had suspected there was oil 
under their feet. 

In a few years, there were wells everywhere. 

The wells took over the city. Thousands of them 
to the west, a forest of them in Long Beach, all 
sucking, millions of kids at a great soda 
fountain, sucking strawberry oil. Pretty soon, 
the market was glutted—nobody needed so much 
oil. The wells kept pumping. 

Just about the time things looked bad, along 
came the automobile to save everybody. Doheny 
became a millionaire. 

When people say things always work out, this is 
the sort of thing they mean. 

Today, most of the wells are gone, the pools are 
drying up, and the land is more valuable for 
apartment buildings and stores. But there’s a 
street named Doheny, running from Sunset south 
to Pico. And at the corner of Pico and Doheny, 
there’s an oil well set behind attractive stone 
walls, padded for sound and painted sky-blue. 
It makes a better monument to Doheny than the 
street, because the well is still sucking. 

And here is Abbot Kinney, a cultured, genteel 
Easterner who has already made one dream come 
true. He has dreamt of making a market for 
machine-made cigarettes. He calls them Sweet 
Caporals, and makes a bundle off them. 

In 1900, he’s in LA, and he takes a buggy ride 
out to Santa Monica, looking over the sand dunes 
south of town, at Timm’s Cove. And he has 
another dream, this time a city of pleasure, a 
Venice transposed, with Moorish palaces, canals, 
gondolas, delicate bridges, elegant hotels. He 
will build his Venice-by-the-Sea and the rich 
will come, buy his land, erect their spreading 
summer homes. The city will grow and thrive, an 
all-American Cote d’Azur. 
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The name of Venice will become a watchword. 
Frank, I'll meet you at two by the lagoon in 
Venice and we’ll sign the papers there, people 
will say. Guys will call their girlfriends: 
how’d you like me to tickle your poozle tonight 
in a real gondola rowed by a real Italian 
gondolier? 

So he builds it. And the rich come. 

But so do the oil wells, Doheny’s wells, 
marching in from the east like the broomsticks 
in ThfjL.Sgrçererls_AEBrentiçei surrounding the . 
town, besieging the placid lagoons and 
glittering canals. The rich hold their noses 
and flee inland. Abbot Kinney shakes his head 
and wonders what he did wrong. 

Years later, the Bike Rider and his junior—high 
buddies ride their bikes down to Venice on 
summer Saturday afternoons, playing 
hide-and-seek among the few oil derricks left, 
kicking away the rusting no-trespassing signs, 
climbing ladders, whooping from the top. 
There’s a small sad amusement park wedged in 
among the derricks and tarry pools, famous for 
its rollercoaster whose wheels actually lift off 
the tracks on a certain curve. The Bike Rider 
and his friends dare each other to go on it. 

One day among the derricks, they discover a 
Venetian canal and a Venetian bridge. The canal 
is weed-lined and scummy—an old Ford sits in 
the middle of it, with only its roof showing. 
The bridge is crumbling—the steel reinforcing 
rods in the concrete have rusted through and 
send brown drips down its side. They gaze on it 
briefly, only a little curious, savages among 
the Easter Island statues. 

They have no idea this is a major Los Angeles 
Dream Zone. 

When the sun goes down, they’re always too worn 
out to pedal home, so they hitch-hike, waiting 
like aristocrats for somebody with a pickup to 
come along so they can load their bikes in the 
back. 
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This excerpt from Marc Norman's BIKE RIDING IN LOS ANGELES 
provides us I think with an effective parable of the 
relations between Los Angeles and Venice—a community 
which has in the past eighty odd years suffered the 
projections of a succession of Angelino dreams and 
conspiracies. 

Inaugurated in 1905, Venice was the fantasy of cigarette 
baron Abbot Kinney, a self-styled philanthropist who 
nonetheless wanted to make money on the venture. Kinney 
sought to recreate the ancient Italian namesake on the 
shores of the Pacific. Or rather, what Southern 
Californians would accept as Venice. 

The development—known as "Venice-of-America"—bore a 
great deal more resemblance to a movie set than to the 
real Venice. No attention was paid to the diagram of the 
original city, for example. Rather, Venetian-style 
plaster decoration was applied to the facades of the 
arcaded hotels and shops in the commercial district 
CFigures 1,23. And canals were dug and planted with 
bungalows in the residential area. CFigures 3,43. One 
section of the canals was set aside for "Venetian Villas." 
The two zones met at the lagoon—an irregularly shaped 
swimming hole fed by the canals CMap, figure 113. The 
gondolas, gondoliers, and the pigeons, however, were in 
fact imported. 

Kinney intended the setting to evoke the elegance of 
Europe, to elevate the American mind to new heights of 
culture and learning. But the high-toned pretensions 
quickly faded. Angelinos didn't seem to want the haute 
culture Kinney had prepared for them. Kinney could adapt. 
Opera and evangelists gave way to an amusement park around 
the lagoon and dance pavilions out on the pier. CFigures 
5,63 

The electric trains—which those who had bought houses in 
the "Venice-of-America" tract relied upon for their 
weekday commutes to work—ran doubletime over the weekend, 
bringing hordes of Angelinos ready for a good time 
CFigures 2,7,113. From the beginning, homeowners and the 
"powers that be" were involved in conflicts of 
interest—especially in matters concerning tourism. 

The Abbot Kinney Company built a bathhouse beside the 
lagoon as a further encouragement to the weekend crowd 
CFigures 8,93. In 1911, when it became apparent that 
tourists preferred swimming in the ocean to the lagoon, a 
second bathhouse was built along the boardwalk CFigure 
123. Kinney converted the first building into a high 
school and donated it to the city. The building burned to 
the ground four years later. For the new school, city 
fathers bought a 29-acre ranch two miles inland on Venice 
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Boulevard, outside the "Venice-of-America" tract, 
territory owned and run by the Abbot Kinney Company. (The 
incorporated city’s boundaries extended slightly beyond 
those of the original tract developed by Kinney.) 

When the city hall was built [Figure 103, city officials 
made sure that it also was located on Venice Boulevard, 
just outside the border of Company territory. 

In 1920, Abbot Kinney died. Within five years both his 
company and the city were bankrupt. In 1925, based on 
promises to repair the canals and upgrade the city’s 
infrestructure, the four—square-mile city of Venice was 
annexed by Los Angeles. 

No such repairs were forthcoming. Instead, the Midway was 
razed for a parking lot [Figure 133. And in 1927 all of 
the original canals were filled in, leaving only the 
canals dug in a later expansion, south of Venice 
Boulevard. The Lagoon became a traffic circle. This 
helps explain why Venice today is at least 75 percent 
asphalt. The new boulevards are as wide as the bungalow 
lots are deep (80 feet). And all the houses are still 
serviced by 20-foot alleys. 

In the thirties, oil was discovered in Venice. The city 
of Los Angeles leased rights to various oil companies to 
drill and pump oil along the canals [Figure 143. In 1931 
there were 163 oil wells on the banks of the Grand Canal 
alone. Most of the wells were not removed until 1965. 
The last well was dismantled in 1971, exploding in the 
process and burning down several blocks of apartment 
buildings. Profits were ostensibly tagged for civic 
improvements for Venice, but which were instead funneled 
into the freeway system. 

The canals became industrial sewers, unfit for human 
habitation or recreation. But the amusements offered on 
the boardwalk and the pier both legal and 
otherwise—remained popular. 

Ironically, it was during this time that the most romantic 
and poetic vision was drawn for Venice [Figure 153. In a 
report prepared by the Olmsted brothers in 1930, they 
proposed a highway built on a causeway or sandbar out in 
the ocean which would create a "Pleasure Harbor" for 
Venice and Santa Monica. 

Outside of an early scheme (of the same vintage) for the 
Civic Center downtown, the Olmstead plan is perhaps the 
only example of City-Beautiful-style planning for Los 
Angeles. And even so, the scheme revolved around the 
automobile. In addition to the parkway-in-the-sea, the 
Del Rey marshes, swampland to the south of Venice, were to 
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be drained -for a naturalistic park—with a parking lot in 
the center. In the text of the report advocating their 
scheme, the brothers remark, "Any district that once goes 
wrong is very hard to rehabilitate." 

Abbot Kinney had wanted to build a harbor in the Del Rey 
marshes, but was told by the federal government that it 
was not feasible. But the U.S. Army Corps of Engineers 
reversed their verdict in a report issued in 1949 
advocating the construction of a pleasure craft harbor in 
the marshes just south of Venice. Plans for the "Pleasure 
Harbor" became the linchpin of subsequent planning. 

Plans for the marina were first published in 
ACCOMPLISHMENTS, the annual report of the Los Angeles city 
planning commission as early as 1944 [Figure 163. A 
revised plan appeared in the 1951 report [Figure 173. The 
dashed line which zigzags across the marina in these plans 
is the Venice boundary line. Basically, the plans called 
for the obliteration of about half of Venice—everything 
south of Windward Avenue. 

In each, a park is planned to buffer the wealthy pleasure 
craft in the marina from what remains of Venice. The 1944 
plan combines a parkway with a fairground-style wheel of 
drives. In the 1951 plan, a freeway cloverleaf becomes 
the prominent figurative element in the park. 

The 1947 ACCOMPLISHMENTS proposes a Corbusian vision of 
the strand [Figure 183, a vision which expunges Venice 
from the map in favor of—among other features—"tall 
apartment houses in park-like setting", "ample offstreet 
parking facilities", and "modern shopping centers". 

Venice isn’t even named in the proposal, but rather is 
referred to as "the land adjacent to the beach along Santa 
Monica Bay ... crowded with poorly built structures and 
badly designed apartment houses, which fail to take 
advantage of their potentially superb recreational 
environment". Santa Monica proper, of course, does not 
belong to Los Angeles and is therefore exempt from the 
plan. 

The key to these plans is recreation. Venice is seen by 
the Los Angeles planning office as an underutilized 
playground for Angelinos—especially wealthy, yacht-owning 
Angelinos. This was perhaps the case from the beginning. 
But the more urban amusements of the twenties and thirties 
are seen as tawdry and unhealthy by the planners of the 
forties and fifties [Figure 193. They propose to demolish 
the earlier trope in favor of a healthful "park-like 
setting", a country club for the entire city. 

Their vision embodies two crucial suppositions. First, 
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that the City of Los Angeles can have its way with a 
community it annexes, and little regard need be shown -for 
the concerns of the individual community—especially when, 
as is the case in Venice, that community is comprised o-f 
the poor and those whose political influence is weak. 

Second, that the city can be divided up into large 
parcels, each devoted to one function only—an attitude 
which is entirely contrary to the overlapping of functions 
and mixed uses of the traditional walking city—and which 
encourages, and even makes necessary, extensive use of the 
automobile. 

During this period, in the pervasive spirit of 
decentralization and suburban sprawl, the city planning 
office develops an alternative plan to its sanguine 
proposals to replace Venice with recreational facilities: 
branch administrative centers, linked together by an 
elaborate parkway system. 

In a brochure about the plan, BRANCH ADMINISTRATIVE 
CENTERS, put out by the city planning commission in 1950, 
twelve neighborhoods are targeted for the branches [Figure 
203. Five of them, Venice included, involve additions to 
existing municipal facilities—basically buildings 
constructed by the communities prior to annexation. 

In the case of Venice, the center was planned to go in 
behind the site of the old Venice City Hall [Figure 213. 
The old structure was to be removed, in favor of a modern 
office building to the rear of the site, behind a central 
parking lot. Two more recent existing structures flanking 
the old building, the fire station and the police station, 
were to be retained. 

In the report in the 1953 ACCOMPLISHMENTS on progress in 
implementing the branch administrative centers, however, 
no improvements were made for Venice [Figures 22,233. 

By 1955, attention had returned to Venice's recreation 
value. The plan outlined in that year’s issue of 
ACCOMPLISHMENTS [Figure 243 focuses on beachfront 
parking—lots of it—spaces for some 14,000 cars, spiked 
intermittently by athletic facilities and parks. 

Construction began in 1958 on the long-dreamed-of marina 
in the Del Rey swamp. It was opened in 1965, sparking 
plans for the redevelopment of the Venice waterways 
[Figure 263. Area residents opposed the project, 
suspecting a real estate move to force them out. The 
Western Center for Law and Property took up their case in 
a lawsuit blacking the project. The case dragged on until 
1973, when a court order for an environmental impact 
report convinced Mayor Sam Yorty [Figure 253 to give up 
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his "pet project." That same year, local residents built 
a children's park and boardwalk on a city-owned vacant 
lot. The city condemned the structures and had them 
promptly removed [Figure 273. 

In 1971, the most -frightening—because the most 
plausible—vision for Venice came to the fore, in the form 
of a "Venice Community Plan" prepared by the department of 
city planning as part of a citywide general plan CFigures 
28,293. The proposal called for Pacific Avenue and Venice 
Boulevard to be turned into freeways, terminating in 
parking structures on the beach. And for the conversion 
of Windward Avenue into a pedestrian mall. 

Roughly one half of the area—the oceanward half, shaded 
dark grey on the map CFigure 293—was deemed "urban 
blight" and zoned for urban renewal. This has left the 
original buildings vulnerable to demolition in favor of 
higher density, higher rent condos. Indeed, since the 
fifties, most of them have been razed—half supplanted by 
condoburgers, half by parking lots. On one side of 
Windward Avenue, for example, only two of the original 
buildings remain, only three on the other CFigure 303. 

For the most part, the history of Venice is one of 
frustrated or incomplete dreams, projected whole, like 
Minerva from the head of Jove, but implemented in a 
fragmented, entropie fashion. As the object of LA's 
dreams, Venice is truest in decay, for it represents lost 
hope. The recurring images in LA’s mythology of the 
roadside motor court, the dance hall on the pier, the fast 
car on the Pacific Coast Highway—these are images of 
broken promises, of betrayed dreams. 

Like Los Angeles, like Southern California, Venice seems 
poised on the brink of apocalypse. Venice operates as the 
focus for LA's hopes, and LA’s nightmares. In SLOUCHING 
TOWARD BETHLEHEM, Joan Didion writes that "The city 
burning is Los Angeles’ deepest image of itself" CFigure 
313. 
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1. 

3A. 

3B. 

4. 

5A. 

5B. 

6. 
7. 

8. 

9. 

10. 
11. 
12. 
13. 

14. 

15. 

16. 

17. 

18. 

19. 

20. 

Windward Avenue, 1905. 

Corner of Windward and Pacific, 1905. 

Bungalow on St. Mark’s Island (at the corner of the 
Altair and Cabrillo canals), 1910. 

Original plan of Venice-of-America residential area. 

Grand Canal, 1905. (The Cosmos Club is now the site 
of an abandoned A&P, surrounded by a parking lot, 
used by the post office as a warehouse.) 

Dance hall on Venice Pier, c.1920. 

Venice Pier at night. 

Amusement "Midway-Plaisance". 

Electric Trains at the corner of Windward and 
Pacific, 1906. 

Junction of Lagoon and Windward (straight back). 
The ship in the distance is a restaurant on the pier 
The bathhouse cum high school is in the foreground, 
extreme right, 1906. 

Bathhouse. 

City Hall. 

Map of railroads in Venice as they were in 1911. 

Oceanfront Bathhouse. 

Parking lot at left is site of erstwhile Midway. 
(Now site of Venice Branch Post Office.) Compare 
with figure 8, same general view twenty years before 

Oil wells along Grand Canal. 

A report submitted to the Citizen’s Committee on 
Parks, Playgrounds and Beaches, by the Olmsted 
Brothers. 

From ACCOMPLISHMENTS, 1944. 

From ACCOMPLISHMENTS, 1951. 

From ACCOMPLISHMENTS, 1947. 

Windward Avenue, from corner of Pacific, 1955. 

From BRANCH ADMINISTRATIVE CENTERS, 1950. 
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21. From BRANCH ADMINISTRATIVE CENTERS, 1950. 

22. From ACCOMPLISHMENTS, 1953. 

23. From ACCOMPLISHMENTS, 1953. 

24. From ACCOMPLISHMENTS, 1955. 

25. Mayor Sam Yorty at canals, 1965. 

26. Model of proposed canal renewal project, 1965. 

27A. Removal of "illegal" boardwalk, 1973. 

27B. "Sit-in" attempt to save boardwalk, 1973. 

28. Venice from the air, 1971. 

29. Map from "Venice Community Plan", 1971. 

30. Ulindward Avenue, 1985. 

31A. Santa Monica Mountains on fire, seen from Venice, 
1978. 

31B. Flame swallower on Venice boardwalk. 
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[ 66 ] PARKS, PLAYGROUNDS AND BEACHES FOR THE LOS ANGELES REGION 
o
 

crowds to enjoy this coast, a new impetus has holdings and building a new road on the margin 
been given to the development of privately- of the beach as thus advanced, 
owned lands between the highway and the sea. But unless immediate action is taken things 
The beach here is generally good, and capable will be in a mess for years and may never be- 
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PtuuyieAA' ût Site /Iccfiuïiitio+t 
During the three years since the adoption of the Master Plan of Branch Administra¬ 
tive Centers by the Planning Commission, much land has been acquired by the City 
in the recommended locations. Many new buildings have already been constructed, 
and others are in process of design. The following table reveals the progress made. 

LAND ACQUISITION AND IMPROVEMENT (1950-1953) 
BRANCH 

ADMINISTRATIVE 
CENTER 

EXISTING 
STRUCTURES 

(1950) 
PROPOSED 

NEW STRUCTURES LAND ACQUIRED BUILDINGS 
COMPLETED 

VAN NUYS MUNICIPAL BLDG. MUNICIPAL BLDG. ANNEX 
FEDERAL BLOG. 
STATE BLDG. 
♦COUNTY BLDG. 
CIVIC AUDITORIUM 
LIBRARY 

GREATER PORTION OF BLOCK FRONTING 
ON SYLVAN ST. AND ERWIN ST. FROM 
SYLMAR ST. WESTERLY TO ALLEY. 

EIGHT LOTS AT CORNERS OF DELANO ST. 
AND SYLMAR ST., PURCHASED BY THE 
COUNTY FOR A NEW COURTS BUILDING 
AND PARKING. 

HOLLYWOOD FIRE STATION 
POLICE STATION 
RECEIVING 
HOSPITAL 

MUNICIPAL BLDG. 
NEW RECEIVING 
HOSPITAL 
HEALTH CENTER 

ENTIRE AREA BOUNDED BY DE LONGPRE 
AVE.. COLE AVE.. FOUNTAIN AVE., 
WILCOX AVE.. EXCEPT PARCEL OCCU¬ 
PIED BY THE STATE DEPT. OF MOTOR 
VEHICLES. 

HEALTH CENTER 

WEST LOS 
ANGELES 

POLICE STATION 
FIRE STATION 

HEALTH CENTER 
WATER A POWER 
LIBRARY 
PUBLIC ASSISTANCE 

MUNICIPAL BOG. 

VENICE FIRE STATION NEW MUNICIPAL BLDG. 
HEALTH CENTER MUNICIPAL BLDG. 

POLICE STATION 

SAN PEDRO MUNICIPAL BLDG. HEALTH CENTER 7 LOTS AT NE CORNER PALOS VERDES 
ST. AND 8TH ST. 

HEALTH CENTER 

CANOGA PARK MUNICIPAL BLOG. 
HEALTH CENTER 
LIBRARY 
COMMUNITY HALL 
POLICE STATION 

PARCEL AT NW CORNER OF GAULT ST. 
A REMET AVE. FOR HEALTH CENTER. 

HEALTH CENTER 

SUNLANO- 
TUJUNGA 

JEFFERSON 

MUNICIPAL BLDG. 
LIBRARY 
FIRE STATION 

FEDERAL BLDG. 
MUNICIPAL BLDG. 
HEALTH CENTER 

AREA FRONTING FOOTHILL BLDG. FOR 
FIRE STATION A LIBRARY. 

FIRE STATION 
LIBRARY 

WATTS SINGLE STRUC¬ 
TURE USED BY 
FIRE. POLICE. A 
HEALTH DEPTS. 

HEALTH CENTER 
FEDERAL BLDG. 
LIBRARY 
PUBLIC ASSISTANCE 
(COUNTY) 
MUNICIPAL BLDG. 
COMMUNITY BLDG. 

5 LOTS FACING 102ND ST.-—BETWEEN 
ALLEYS. 

HEALTH CENTER 

NORTH 
HOLLYWOOD 

U. S. POST OFFICE 
FIRE STATION 
LIBRARY A REC¬ 
REATION BUILD¬ 
INGS IN NORTH 
HOLLYWOOD 
PARK 

PUBLIC ASSISTANCE 
(COUNTY) * 

POLICE STATION 
HEALTH CENTER 

3 LOTS FACING TUJUNGA AVE. AND 

3 LOTS FACING WEDDINGTON ST. 

HEALTH CENTER 

EAGLE ROCK POLICE STATION HEALTH CENTER 
BLDG. « SAFETY 

f LOT WEST OF PRESENT POLICE STATION. HEALTH CENTER 

WESTCHESTER NONE HEALTH CENTER 
LIBRARY 

LAND ON BOTH SIDES OF WILL ROGERS 
STREET AT SEPULVEDA EASTWAY. 

HEALTH CENTER 
LIBRARY 

22 



LIBRARY 

5UNLAND 
TUJUNGA 

FIRE - STATION 

FIRE • STATION CANOGA 
k PARK 

VAN 
NUY5 

HEALTH • CENTER 

NORTH®) 
HOLLYWOOD 

HEALTH ■ CENTER 

WOOD EAGLE 
ROCK 

(CIVIC 
CENTER HEALTH • CENTER WEST 

DL°S 
^ANGELES. 

JEFFERSON i VENIC 

.WESTCHESTER 
HEALTH • CENTER WATTS 

HEALTH ■ CENTER 

BRANCH ® 
AD i>I I NI STltATI VI] 
CENTERS 

MUNICIPAL 

■rafrWn~rœ~: | fj 
W/A 

HEALTH-CENTER 
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regional recreational facility. and the Grand Canal. 







PROJECT 



PROJECT CAPTIONS 

1. SITE 

AXONOMETRIC 
PLAN 

2. POLICE STATION 

ELEVATION AXONOMETRIC 
PLANS: BASEMENT, GROUND, FIRST, SECOND 

3. LAGOON 

ELEVATION AXONOMETRIC 
PLANS: TYPICAL GROUND, TYPICAL OFFICE 

4. LIBRARY 

ELEVATION AXONOMETRIC 
PLANS: GROUND AND MAIN 
TRANSVERSE SECTION 

5. THEATER 

AXONOMETRIC 



O 



f 








