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T 

A 

H E s I s A MEMORIAL 

B s T R A c T 

I perceive a place of fundamental conditions, 

of time slowed and time lost, 

of space collapsed and light infused. 

This will obviously be a 
place where tragedy is remembered as well as the joys of lives remembered. 

How does one get over such a tragedy, especially one so close to home? 

This is unlike recent War Memorials where men and women died on foreign 
soil. Terrorism wrenches one into the real. 

This is the everyday that is wrought with destruction and tom to destruction. It 
is the chasm between the ordinary day, where occurrences take place of home 

and family, and the destruction of a life lost in the blink of an eye. 

The cold war was a similar time. 

Where the unexpected could occur at any second, and time would stop and 
death would abound. 

This is a place of healing and of graceful passage. Where the tears of so many 
will be shed in mourning the lost souls. 

I want to compose a place for people to face the tragedy of9/1 l. The image of 
what fell on September 11th was not only 3000+ lives but also the loss of an 

icon. 

This is a place of phantoms. 

So soon into the tragedy we do not know what will come. How can we think of 
a memorial at such a time? How can we not? Will tomorrow change everything 

in the blink of an eye? 
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p R E F A c E 

To grasp and make sense of what happened during 
the morning hours and even more importantly the 
coming days and weeks afterwards one must first 
understand the attitudes of the city in general. Without 
sounding too much like the New York Chamber of 
Commerce, some clearly stated aspects I witnessed 
about this city are in order. This city, my city, is made 
up of a multitude of ethnic backgrounds with as many 
varied languages spoken on the street as there eateries 
that spot every part of the city. This is a pedestrian 
city where one can spend hours walking around 
neighborhoods looking at not only the products in the 
windows, but also the people that make up the city 
itself This is a capital cultural city where on any given 
night of the week one can walk by Lincoln Center 
and drop in on a world-class performance without 
any prior reservation. This is a people city where bars 
and nightclubs draw the best performers vying to get 
their name on the bill. I found this city took me in and 
tossed me around without caring where it would lead. 
The city, with its turmoil and dark alleys, nonetheless 
has comforting feel to it. New York is a city with a 
profound sense of self, one that has a rhythm and 
cacophony not unlike a jazz band. Despite the 
turbulent history of the late 1970s, in thelast several 
years it has become safer than ever before. Why tell 
you this in a thesis that is factual and theoretical 
concerning the design of a building, in my case a 
monument? The reason is simple, it's because this 
project is about people. It is at its heart and intention 
in praise of people. 
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fu a city like New York one of the first things one notices is 
the height and density of the buildings. They are of all types 
and styles. Whichever one chooses one is sure to find it in 
New York before too long. However, when ones lives here 
for a couple of days and walks around the city as I had the 
opportunity to do, one begins to see not the buildings, nor 
the streets or cars, one sees the vastness and complexity of 
the people. This straightforward constituent is so obvious 
but and so often left out. The entire city is about the people 
who inhabit these buildings and walk the avenues shoulder 
to shoulder with you. There are 140 different languages 
spoken in New York of which I speak only three. This 
leaves one wondering what else is there to know about 
those directly around you. This city lost hundreds ofinnocent 
lives that day, but the buildings, in all honesty, were no great 
loss. It was the waste of innocent life that struck me so 
hard that day, and left me shattered and feeling hollow inside 
over the following weeks. I kept asking myself why did 
such a thing have to happen? How and why was I in the 
midst ofit all? The shocking part ofit happened within the 
first hours, but after that, with the anguish and depression 
of those around you, one felt the horror most. Seeing the 
posters on every street sign staring at you with smiling faces 
as they hold their newborn son or daughter in their hands. 
w e m ay:ran e:n berSeptan berllth asadayofinfamythat 
will forever stay in the annals of our country the day that 
terror reigned down upon this city. The days of 
September 12th onward are those that will lead us out 
of sorrow and depression. 

This thesis is about a memorial, what it should be. It is 
a memorial to memory; about remembering a time in 
history and looking for a means of moving forward. 
We reduce our own anxieties and depressions by 
helping others. For me this is what this thesis is about: 
Healing; not only for myself but for others. 

During the days immediately following the attack, 
several spontaneous memorials sprang up around the 
city. The largest of these was at Union Square. It was a 
sight to see, with flowers, banners, candles and all kinds 
ofitems making a makeshift memorial. Inevitably, it felt lil~iWJ""~ 
both powerfully real but at the same time naggingly """""2~. ,"!,U-:"n"""io""'n.,..Sq_u ... ar-e:~C~an~d"""te......__ 
artificial. Looking around the sea of mourners and feeling Light Vigil, September 14th." 

Photo by the Author. 
what they feel is where my memorial begins. 
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c T (I) ON: 

I start this verse (thesis) in the only way I have been able to legitimately recall it in my mind. 

I am horrified 
I am wilted by what I have seen 

This place shows not its true colors but its want for love and grace 
I see two towers, one in smoke, the other I know, or I wish is there 

Smoke fills the air, a pristine white beacon lights above the heavy smoke on September 1111> 
It begins to rain, not rain water but people. It rains people in Lower Manhattan 

I do not know nor understand what has just happened, but am devastated at the glimpses out the 
window and through the screen of flickering news and media 

3. "First View." Photo by the Author 2001 . 

I wrote these words on September 13th, two days after what has undoubtedly changed 
my life as with those of millions of others in what ever way, we know not how, but in 
someway, and forever. The future inevitably will show us how, but for now we can 
only move forward as best as we can. 

I have never really witnessed War before. I left Chile when I was only four years old, 
and those memories are as pleasant as an open sky. I only remember my parents 
telling me about how we stood in bread lines, and how people would disappear in the 
middle of the night. Communism they said was the worst thing that could ever happen 
to a country, any county, but I never saw war until 9:25am on September 11th. A friend 
at the office asked me ifl had heard the news that a plane had hit the North Tower of 
the World Trade Center. I immediately thought it was some kind of joke or prank of 

~-.q..._.~,some kind. The images on CNN didn't look real though mages and thoughts of the 
lane that hit the Empire State building kept coming back in my head, how on this 
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beautiful day without a cloud in the sky could a plane crash into the tallest 
building in the city? It had to be a joke. I immediately went up the fire escape of 
our offices to see the towers just to be sure. What I saw next I can only describe 
as the most surreal and painful hours I have ever experienced. 

4. "Parks Transformed." Pages from a burned notebook, 
photographed on September 11th. Photography by Joel Sternfeld, 
Double Take: Special Edition. Boulder, CO, Double Take, 200 I. 

T H E 0 R y 

"On top of some of the ultra towers 
we discover ziggurats 

or models of'cosmic mountains'. 
the heavy leaden memories of 

monolithic civilizations are placed 
out of sight, in the aerial regions 

that few look at. . . Today's artist 
trys to make his art refer to 

nothing, while the art of the thirties 
seemed to refer to everything. 

But of course, today and yesterday 
may always be reversed." 

Artist Robert Smithson 
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S U P E R M 0 D E R N I S M* 

Globalization is ofkeenimportance to creating 
anybuiltobjectinNewYorkCity.Thediversity 
in Manhattan alone is staggering. As 
mentioned previously, over 140 different 
languages are spoken in the City of New 
York., thus it is not surprising that a broad 
number of foreign nationals, green card and 
illegal aliens such as English, Chinese, Russian, 
French, Italian, Mexican, Veitnamese, 
Philipinoand Irish people to mention a small 
number of countries, were directly affected 
by a loss of life at the Trade Centers, besides 
our own citizens. Needless to say, the term 
American only signifies that a person holds a 

· passport and does not describ ethnicity in its 
usage. This city is the epitome of globalization. 
The consequence of this is that no memorial 
can be, nor should be produced that hallows 
one race or ethnic group over another. An 
architectural theory is in order at this point in 
my thesis. It is supermodernism, which 
considers not only the recognition of a radical 
change in direction of architecture in the 1990s 
but also more importantly the new course 
"related to the real and putative processes of 
globalization" (Iberlings 9). Marc Auge claims 
that the supermodem condition is manifest 
chiefly in the way people deal with place and 
space nowadays. With this in mind, how can 
we not say that this theoretical frame does 
not fit such a global city like New York, and 
especially a work of architecture like a 
memorial that recognized the humility and 
humanity of all people regardless of race or 
nationality that died on that fateful day? 
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Three of the issues addressed by 
supermodemism, though not necessarily present 
simultaneously, are(l) a sensibility to the lightness 
and transparency of construction with a 
progression toward a transparent or translucent 
facade, (2) a monolithic appearance to the 
buildings whereby they have a tendency to look 
like they are made of one piece, and finally (3) a 
stretch toward minimalism(57). 

The Miesian adage of'Less is More' has gained 
increasing prominence since the early 1990s. 
Recently, with two shows in New York, at the 
Whitney Museum of Art and the MOMA Mies 
van der Rohe's philosophies have again vaulted 
the aesthetic of minimalism and modernism to 
the forefront of art and architecture. 

Robert Venturi, in a recent lecture at Yale 
University, said that his rebutal 'Less is a Bore' 
was not altogether the right stance to take against 
Mies's 'Less is More'. He even went so far as 
to praise Mies for his intellectual creativity, in 
architecture. 

These three characteristics of supermodemism 
are seen in recent constructions by Rem Koolhaas 
(OMA), Jean Nouvel, Peter Zumthor, Herzog 
& De Meuron, and Dominique Perrault. Each 
architect has created a return to space as an 
abstract entity. (lbelings 62) The enclosure of 
space as its own container without any pretext 
neither toward hidden meanings nor a regards 
to text has given rise to similarities such as through 
architectural phenomenon, and created a 
sensibility of space experienced and manifested 
through the special sensitivity that is indicative of 
supermodemism. 

*The term is borrowed from the anthropologist 
Marc Auge who described the supermodern 
condition in his book Non-places: Introduction to 
an Anthropology ofSupermodernity (a translation 
of Non-lieux: introduction a une anthropologie de la 
surmodernite Paris I 992) 



M I N I M A L I s M 

"It isn't necessary for a work to have a lot of things to look at, to compare, to analyse 
one by one, to contemplate. The thing as a whole, its quality as a whole, is what is 
interesting. The main things are alone and are more intense, clear and powerful." 

Donald Judd, 1965 

Minimalism from its inception in the 1950s, some may even say in the 1920s within a 
very different context of the Russian avant-garde, is grounded in works of decisively 
reduced objects and installations. James Meyer in his introduction to Minimalism: 
Themes and Movements describes the movement: 

Although never exactly defined, the term 'Minimalism' (or 'Minimal art') 
denotes an avant-garde style that emerged in New York and Los Angeles 
during the 1960s, most often associated with the work of Carl Andre, Dan 
Flavin, Donald Judd, Sol Le Witt and Robert Morris, and other artists briefly 
associated with the tendency. Primarily sculpture, Minimal art tends to consist 
of single orrepeated geometric form. Industrially produced or built by skilled 
work~rs following the artist's instructions, it removes any trace ofemotion or 
intuitive decision-making, in stark contrast to the Abstract Expressionist painting 

5. Dan Flavin, "The Diagonal 
of May 25, 1963: To Robert 
Rosenblum." Photo by 
Francine Mayfield. 

and sculpture that preceded it during the 
1940s and 1950s. Minimal work does not 
allude to anything beyond its literal presence, 
or its existence in the physical world. 
Materials appear as materials; colour (if used 
at all) is non-referential. Often placed in 
walls, in comers, or directly on the floor, it is 
an installational art that reveals the gallery as 
an actual place, rendering the viewer 
conscious of moving through this space. (15) 
This is most notably seen in Dan Flavin 's 
work. In his work The Diagonal of May 
25, 1963 (To Robert Rosenblum), the light 
emminating from the work is just as 

important (and in most other cases more important) than the work itself. The 
light encompases the space, the viewer, and the act of moving within the 
space. This simple semblance oflight is evoked bypassing within and amongst 
a space filled by the glow of a cool white fluorescent bulb. It talces the work 
of art and explores its meanings not just on a wall but beyond the wall. 

Judd created the first vertical 'stack' in 1965, and continued to develop this form 
throughout his career. They usually consist of ten units placed vertically on the wall in 
precisely ordered configuration (fewer units may be used if the given space has a low 
ceiling height). This form makes evident his intention to eliminate any reference to 

~~-.individual craftsmanship or artistic handiwork. The same form is repeated ten times, 
·th the spaces between the units the same as the space occupied by the unit. It is not 
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6. Donald Judd - "Untitled 1990" (First type 
I 965) Black anodized aluminum, bronze 
plexiglas I 0 units 6"x27"x24" each. 
Minimalism: Themes and Movements pp 64. 

7. Larry Bell " Glass Cube 1968" Vacuum
coated glass 20" x 20". Minimalism: Themes 

and Movements pp 66. 

a complete composition with clearly limited 
boundaries, but part ofa potentially limitless 
system based on a singular principle of 
ordering: it avoids part-to-part and figure/ 
ground relationships byrepeating 'one thing 
after another'. Although these structures are 
technically sculptural reliefs, since they rely 
upon the gallery wall for support, Judd 
refers to them as Specific Objects, three
dimensional works that are 'neither painting 
nor sculpture' (Meyer 86). 

Bell's glass cube became larger and larger 
towards the end of the l 960's. This 
vacuwn-coated glass box rests upon a clear 
pedestal of the same width and depth, 
clouding the distinction between support 
and artwork. The sides of the cube are 
covered in chromium-plated brass, calling 
attention to the edges of the work and the 
subtle diminishing of the coloured coating 
in the perimeter of each glass panel. Bell 
used the cube as the foundation of his work 
during this period because the 90-degree 
angle is one of the most basic forms in our 
visual vocabulary, a ubiquitous element of 
our built environment and our architecture 
(147). 

In conclusion, the works of such minimalist 
artists has inspired not only other artists but 
also other architects. This pared down rigor 
directed at the making and the craft of sculp
ture fills a space with light in an intangible 
quality oflight. The idea ofreducing toward 
a final means of rigorous intensities provokes 
a strong and powerful sense of conception 
and harmony with the object and the viewer. 
The space that surrounds the objects be
comes just as important as the objects them
selves. There is a harmony and a control of 
space place and time that I wish to address 
further in the making of a Memorial. 



c A s E s t u d 1 e s 

"Good architecture should take hold of a person, 
experience him and let him live" 

- Peter Zumthor 

There are no contrived meaning or soliloquies given by or from 
the material to address any ideas besides the meaning of the 
material itself Peter Zumthor's baths in Vais, for example, is such 
a case study addressing the principles of supermodemism. As 
Sacks analysis in his text concering the stone, "From an 
architectural viewpoint, the uniform stone layering appears to be 
almost literally monolithic." (Sacks 12) This precept of monolithic 
ideal gives the building a viable contingency of permenance and 
presence. It is as if the architecture was always present in this 
location. Although the baths are in a rural setting among the hills 

8. East Elelevation ofZumthor's Baths in Vais, 
Switzerland. Photo by the Authour, 1999. 

ofVals, Switzerland, 
they nonetheless 
constitute a meaningful 
case study into how 
material, space, void, 
light, color and 
experience can create 
a meaningful work of 
architecture fitting to its 
place. The Genius Loci 
of this place-Vais is 
removed from the 
urban landscape, but is 
nontheless pertinent in 
the design process for 
its treatment of 
experience, not as an 
end all for its position 
and place, but for its 
connection to an 
experience amongst a 
design that fits the 
context. 



Peter Zumthor, with the other supermodernists, conditions the world not in 
terms of functionality, but as touching the dignity of the object within the 
building. They see the object and creation of the building to tie the site with 
the building and the building within 
the site. That is, there is a direct 
link between what makes up the 
site and what makes up the building. 
It fits within its surroundings. The 
Art Museum, Bregenz, is another 
example ofZumthor's connecting 
site, material, skin, fayade, and 
presence. According to Manfred 
Sack, "Ideas do not exist except 
within objects. For Zumthor the 
decisive thing is 'the object itself" 
(71). This object is a framework 
for the inception of space within the 
environment. The art museum 
stands on the edge of Lake 
Constance. Its composition is of 
glass, steel and cast concrete. Its 
minimal construction of the fa.yade 
is composed of finely etched glass 
while the cast concrete in the interior 
is selected "to flow into complex 

9. Interior of Thermal Baths by Peter 
Zumthor, Vais, Switzerland. Photo by the 
Author 1999. 

shapes, to integrate technical installations and to assume the appearance of 
a large monolithic fonn of an almost sculptural character." (33) Peter Zumthor 
is at the forefront of architectural creativity. His designs in Vais and Bregenz 
rely on a connections with a rural environment in the former project and 
urban in the latter. In both are the principles of the supermodenism. First a 
sensibility to the lightness and transparency of construction with a progression 

toward a transparent or translucent 
facade . Second a monolithic 
appearance to the buildings 
whereby it has a tendency to look 
like as if it is made of one piece, 
and finally a prograssion toward the 
ideas andaesthesticsof minimalism. 

JO. Model of Art Museum Bregenz, 
Vorarlberg, Austria, 1997. Peter Zumthor 
Kunsthal Bregenz pp.2 I. 
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11 . Tour Sans Fins. 
12. Foundation 
Cartier. 
13. Foundation 
Cartier. 

I 

14. Foundation Cartier. 
15. Foundation Cartier. 
16. Institut du Monde 
Arabe. All photos by 
Jean Nouvel Archi
tects, Paris, France. 
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"I believe in a Darwinism of architecture, in relation to materials. Not 

in the sense that materials will somehow disappear, but that our 

technology of materials, and so our control over materiality, will 

increase and improve so that we will need less and less materials to 

do a specific task. One of the main ways of controlling material is 

through light, and so one of the most astonishingly modem materials, 

in this sense, the most evolved, is glass." 

~l\\\r-~1 7. Section ofTour Sans Fin Competition Entry. 
Photo by Jean Nouvel Architects Paris, France, 1998. 

Jean 
Nouvel 

Le Tour Sans Fins 

Jean Nouvel is a practicing architect in 
Paris, France. The Tour Sans Fins 
(Endless Tower) was the winning project 
in a 1988 competition for a site adjacent 
to the Grande Arche de la Defense. 
Nouvel 's idea was to build a circular 
glass-walled tower that would become 
more transparent the higher it went. This, 
as Conway Morgan points out, is "a 
complete contradiction to the accepted 
principle of the skyscraper, which relies, 
whatever style it is designed in, on 
presence so as to be artistically 
considered" (155). The tower aims at 
being a simple and smooth construction, 
the expression of a vertical tension infinite 
in concept (Blazwick 90). The Tour 
would serve as a world trade center 
offering offices to French and international 
companies with no base in the capital 



itself. For reason, Raynaud points out, detailed engineering studies and analyses were 
carried out to satisfy the investors of the feasibility of the project and the budget: it is 
ready to build. With the economic recession of the late 1980s, and consequent drops 
in office rents, the project became economically unfeasible ( 15 5). 

18. Tour Sans Fins, Paris, France. 
Photo by Jean Nouvel Architects, 
Paris, France 1998. 

Foundation Cartier 

"I sometimes wonder ifl'm seeing the building or the image of the building, if Cartier 
is about transparency or about reflection," Nouvel says. This quality of reflection, 

transparency and seeing through and within simultaneously is an ingredient that 
ex cells this work along with Dan Grahm (described later in the text) that produces 
not only a transient efffect, but also encapsulates an etherial and timeless quality to 

the architecture and to the art. 
By validating an emphasis upon the importance of light; weather, time of day, angle 
of view, relative levels of interiors and exterior lighting- all conspire to create new 

images, patterns, and movement within the plane of glass that all at one is a viewer's 
picture plane into the environment. The central office area is generally denser that 
the rest, though the interior walls are in sandblasted glass, so the building is never 

fully opaque (151 ). 



Le Tour Sans Fins Jean Nouvel 's design process is described in the 
text by Conway. "His design process is as much 

With Tour Sans Fins and the verbal as visual: each building evolves from an 
Foundation Cartier, Nouvel appreciation of its context and from a rational 
studied the issue of transparency assessment ofneeds, objectives, and opportunities. 
and opacity, and how reflections His is not simply an architecture ofresponse, nor 
upon a material such as glass, both is it purely ideological, in the sense of applying an 
in single and multiple layers and in existing theoretical framework to every situation. 
multiplesstatesofopacity,canshift Rather, Nouvel sees each new project as an 
and animate an envionment in and opportunity to analyze and refine his ideas and 
amongst a building. At the principles, to test out theories against the challenge 
Foundation Cartier, Nouvel's ofbuilding. It is from this process of translating 
solution was a simple nine-story ideal to real space, of moving from concept to 
glass box, twice as long as it is actual structure, that his buildings gain their 
deep, and executed with a complexity and energy'' (Blazwick 22). 
maximum of glass and a minimum For Nouvel, the architects role is "to contribute to 
ofgreysteel. Thebuildinghasthree the conquering of chaos". He says of urban 
additional features that transfonn it planning, "Today the architect's interventions 
from a plain glazed block into a always comes a posteriori, and essentialy consists 
series of overlapping transparent in re-treating the existing material" (22). In this he 
layers. First, the wall facing the is similar in thought to Rem Koolhaas whose design 
street, some 15 meters in front of for the Tate Modem was a study in urban 
themain f'1.9ade, has been replaced complexity. He mapped out every possible way 
by a glass wall 18 meters high with of seeing and connecting with the site along the 
minimal grey steel framing (Morgan River Thames. This 'method,' as Jacques Lucan 
149). This creates within the statesisbasedon"asystematicoverestimationof 
building a sense of seperation the extant." Both men share the idea that 
without the true visual distancing of architecture is not the reinvention of the city but is, 
city and building. Second, glazed infact, seeing what already exists in the city and 
walls at the front and back of the bringing that idea forward. 
building project 10 meter in each 
direction beyond the side walls 
(149). This adds a greater depth 
to the enclosure of space while at 
the same time adding two additional 
layers beyond the face of the 
building.And third, the8.5-meter
high main exhibition spaces are 
completely glazed (149). The result 
of all three layers is a building 
almost wholly transparent with the 
interplay ofopacities throughout the 
layerings. 

20. OMA's level 0 plan for the Extension to the 
Tate Gallery, London England, 1995. El Croguis 53+79. 

Madrid, El Croquis, 1998. 
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22. A Dutcht House, Holland, 
1992-1994. El Croguis 53+79. 
Madrid, El Croquis, 1998. 

M 
0 L H A A s 

The Office for 
Metropolitan 
Architecture (OMA) 
established in London 
in 197 4 is lead by Rem 
Koolhaas. The office is 
a multinational 
architecture and 
engineering firm 
working on design, 
research, engineering, 
and management. In 
1978 Rem wrote the 
now 'cult classic ' 
Delirious New York, 
a retroactive 
manifesto for 
Manhattan. The 

book documents the symbiotic relationship between 
mutant metropolitan culture and unique architecture, 
the research underpinning the book interfuses with 
OMA's design work (Leven 10). Koolhaas's formative 
built work in Europe with his current connection with 
Prada in San Francisco and New York capped the 
Pritzker Prize in 2000 brings him to the forefront of 
the architectural profession. His use of materials is 
expressive of anew condition of innovation and is not 
eclipsed by his treatment of multiple planes within the 
building. 

Koolhaas was called perverse and counterintuitive by 
the press and the architectural community in the 1970s, when architects and 
planners were fighting against urban congestion. He on the other had celebrated 
it in his book "Delirious New York." Today, when convention encourages 
architects to oppose the privatization of public space, Koolhaas again takes 
the contrary point of view (Corr 54). Koolhaas designs show ingenious 
solutions to architectural problems, a powerful and original style, and inventive 
and thrifty uses of materials. 



Maison a Bourdeaux 1994-1998 

Maison a Bordeaux, in Bordeaux, 
France, was designed for a special 
purpose. It reflected the physical and, 
more importantly, psychological needs of 
Jean Francois Lemoine who, following 
a car crash is confined to a wheelchair. 
He askedKoolhaas for a design that did 
not look like a disabled-person's 
residence. He said to his architect, 
"Contrary to what you would expect, I 
do not want a simple house. I want a 
complex house because the house will 
define my world" (Riley92). The result 
was a home with an elevator platform 

23. Maison a Bordeaux, Bordeaux, France, 1998. 
Viewfrom southwest. Terry Riley. The Un-Private 

House. The Museum of Modem Art, New York, 
1999. 

and library in the center, thought by many 
as one of the greatest examples of residential 
architecture in the 20th Century. 

Kunsthal [Temporary Art Center] 1987-1992 

Material palatte in the Kunsthal Art Center in 
Rotterdam, Holland, include corrugated plastic, 
naked fluorescent tubes, plywood paneling, 
auditoriums exposed to natural light, huge curtains 
that run in tracks embedded in the ceiling, exposed 
concrete walls and columns, and glass walls that 
seems to float against dark rectangles. The floor is 
made of plastic poured in colors before it hardens. 
The hardened plastic becomes a shoe level painting 
as Corr called it in his article for the Seattle Times. 

24. View ofKunsthal's East Gallery 
from the upper level with metal grate 

floor and corrugated plastic wall. El 
Croguis 53+79. oma/rem koolhaas 

1987-1988. Madrid, El Croguis, 1998. To walk through his buildings is to rec
ognize imagination, intelligence and wit, 
a welcome smprise in public design (Corr 
67). An important point about evaluat
ing Koolhaas or Frank Gehry is that con
text is essential. "I would say he's the 
most comprehensive thinker in the pro
fession today," Frank Gehrytold Tzme 
magazine in 1996. "He is the hope for 
the cities." This view is reinforced by the 
fact that by the the mid 1990s, Koolhaas 
had won several major commissions for 

,.....""_,........--... buildings and large urban projects. 
25. Kunsthal, Rotterdam, Holland. Viewofthe 

auditorium's lighted wall. 987-1992. El Croouis 
53+ 79. oma/rem koolhaas 1987-1988. Madrid, El 

Croguis, 1998. r' 
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memory. 1. The conscious or unconscious evocation of things past. 2. An 
image, impression or other mental trace of someone or something known or 
experienced (Shulz-Domburg 34). 

The desire to hold onto the transient and to preserve a passing moment is part of 
human nature. Although people are quite able to retain a meaningful experience in 
memory. There is a frequent desire to freeze it in time by giving it a material presence. 
Photos and souvenirs are the most common examples of personal memorabilia used to 
trace the stages of our lives. Their institutional counterparts are premeditated monuments 
and resurrected relics. Amemorial is more than the physical manifestation of a collective 
memory: it represents a determination to remember and to learn from the past and also 
to be a maker in the continuity of our very existence. We do not always need such a 
physical prompt to remember, a sound or a smell can vividly stir a recollection: even a 
word or color can make us return to the past. We do not need a complete picture or 
exact reconstruction to reminisce as human memozyworks by association. A tiny fragment 
or detail is capable of recalling that which has long since disappeared from conscious 
thought. The associative power of our memory is directly relative to the subjective 
significance of the recollection. 

Most cannot photograph great architecture. Not only is architecture about space void 
but it also about movement within a space the sensory cues 'felt' within a space, and 
the hidden and leading elements that connect to the wider 'place.' It is a multi-fold 
experience: space, void, light, shadow, progression of time, perception of time, and 
multi-sensory condition, just to name ahand full ofideas that part in experiencing a 
place. I say place here because the context, 'mood', and culture of the environment 
also brings in cues as to reaction. The sensory perceptions used to locate and conduct 
ourselves within our surroundings are incredibly difficult to capture on film. When one 
steps into a room he now 'feels' the space, otherwise known as phenomenological 
experience. From one's own experiences and self awareness one recognizes one's 
own place within the scope of the space around him. 

This idea of space and phenomenology is certainly not new. It is the basis of great 
architecture from the Baths in Vals, Switzerland, to the Parthenon in Greece from 
Ronchamp to the Jain Kandariya Mahadeo Temple in India. Great architecture is a felt 
expenence. 

In this proposal is memory inductive to the design and will amount to the recollections 
of my own memories as one who has lived in New York City September 2001. The 
recollection of this tragic moment in our country's history is a monumental task and will 
require ideas from various sources from the present and the past. This momument will 
obviously include ideas about the treatment oflight, space, void, time, engineering, 

~Mn"'"'<-•iDhilosophy, sociology, urban renewal, sound, water, materials, and a vast array of 
ther design principles that are inherent in great design. 
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F A c I L I T y 
MEMORIAL 

Monument to Jewish resistance: 

"I wish that my eyes were fountains of tears, so I 
could cry day and night for my people who were 
killed." 

1 
~ 
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1. Vietnam War Memorial, , 
1979-1982. Photo courtesy of The 
New York Review of Books. 

The inscription is from the book of Jeremiah 

Vietnam War Memorial 1979-1982 

"The Vietnam memorial is a place where 
something happens within the viewer. It's like 
reading a book. I pwposely had the names etched 
ragged right on each panel to look like a page 
from a book," Lin said. 
Maya Lin, the designer, conceived her design as 
creating a park within a park-a quiet protected 
place that was unto itself yet harmonized with the 
overall plan of 

Constitution Gardens. To achieve that effect, she 
chose polished black granite for the walls. Its mirror
like surface reflects the images of the surrounding 
trees, lawns and monuments. 'The walls point to the 
Washington Monument and Lincoln Memorial, thus 
bringing the Memorial into the historical context of 
our country. The names are inscribed in the 
chronological order of the date of casualty, showing 2. Vietnam war Memorial, oc. 1979. 

the war as a series of individual sacrifices and giving 1982. Photo courtesy of The New 

each name a special place within the historical context York Review of Books. 

time and loss" (Lin). Lin had to fight vigorously regarding how the wall was to be 
constructed since everyone had his own thoughts about how the wall would read as an 
entitiyunlike those seen before. 'They wanted to make the monument's walls read as 
a massive, thick stone wall, which was not my intention at all. I always saw the wall as 
pure surface, an interface between light and dark, where I cut the earth and polished 
its open edge. The wall dematerializes as a form and allows the names to become the 
object, a pure and reflective surface that would grant to the visitors the chance to see 
themselves [contiguously] with the names. I do not think I thought of the color black as 
a color, more as the idea of a dark mirror into a shadowed mirrored image of the 
space, a space we cannot enter and from which the names separate us, an interface 
between the world of the living and the world of the dead" (Lin). The competition for 
the wall would resound with compassion and complexity on what should and should 

.._~.._ot be built. Luckily for Lin, Philip Johnson saw promise in her design and put it to the 
forefront for the jury's selection. If' 
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3. Heaven Chamber. Photo courtesy of Shulz-Domburg. 

Heaven Camber 

Tom Heneghan at TateteyamaMusemum, 
Toyama Precture, Japan, 1995 

Heaven Chamber is a pennanent installation in 
one of the Tatetyama Museums subterranean 
concrete chambers ( 4 x 4 x 4 m). The installation 
takes the form of a tall, narrow wooden 
enclosure in which people can hear only the 
sound made by their bodies (their feet moving 
on a floor of white pebbles) and that of a 
metronome ticking their lives away. To hearthe 
metronome clearly, visitors are obliged to adopt 
a reverential silence and stillness. The enclosure 
is dark, illuminated only by the moving patterns 
oflight entering through the slatted walls. The 
source of this light cannot be seen from inside. 
The moving 'shadowsofbrightness' suggest the 
motion of'spirits' moving beyond the walls of 
the enclosure; in a parallel world we cannot and 
must not know. It has to remain a mystery, until 
the time comes for us to step through the wall 
and join the 'shadows' on the other side 
(Domburg, 138). This transmigration of thought 
into the realm of spirits perpetuated only by light 
and shadows, and sustained by the use of 
materials, connects us with the motion oflight 
transfixed by the silence through a self imposed 
meditation contingent on hearing the slightly 

~-~audible sound of the metronome. 

4. Cretto In Gibellinna. Photo courtesy of Shulz
Domburg. 

Cretto In Gibellina 

Alberto Burri 
Gibellina, Italy, 

1985 
The town of Gibellina was de
stroyed in. the severe earth
quake that hit the Belice Valley 
in 1968. Fourteen years later it 
was rebuilt on safe ground 
some sixteen kilometers further 
to the north. Cretto (crack), 
Burri 's earthw01k, entombs the 
ruins of the old town in 
120,000 square meters of 
white concrete. Like some gi
ant glacier, this petrified 
memory of the disaster follows 
the contours of the dry, hilly 
landscape of southern Italy. Its 
extensive surface is divided by 
1.5-meter deep crevices which 
map the streets of the former 
town. Walking through the 
stark whiteness one can almost 
hear the voices of the dead as 
the wind whips along the nar
row corridors. 



Memorial To The Murdered Jew Of Europe 

Peter Eisenman 
Berlin, Gennany, 2004 

~ . 
S. Model and section of the Memorial to the 
Murdered Jew of Europe. 1997-2004. Photo 
courtesy of Peter Eisenman Architects. 

6. Model of the Memorial to the Murdered Jew 
of Europe. 1997-2004. Photo courtesy of 

7. Model of the Memorial to the Murdered Jew of Europe. 1997-2004. 
Photo courtesy of the Florida Center for Instructional Technology. 

Peter Eisenman Architects. 

The Memorial to the 
Murdered Jew of Europe 
will be a vast memorial in 
the heart of Berlin for the 
six million Jewish victims 
of the Holocaust. It is 
prominently located within . 
the city, with close relation 
to the Brandenburg Gates, 
and undoubtably gauges 
the sentiment of most Ger
mans to put the long 
shadow of war behind 
them and begin the pro
cess of identifying and 

coming to tenns with what happened during the Holocaust. The field will consist of 
more than 2, 700 stone pillars with another structure that will amount to a Holocaust 
museum (Newsdesk). This 4.9-acre parcel ofland was left vacant as other empty 
stretches ofland were filled with new buildings around the site . The lot, as Cohen 
said in his article about the parliamentary votes, ''began to resemble a hole in the 
city's heart." After a competition was held in late 1997, Kohl tried to rally support 
for the proposal drawn up by Eisenman and sculptor Richard Serra. Their plan 
called for a dense labyrinth of 4, I 00 stelae, each standing 23 feet tall, to be built over 
an area of 180,000 square feet. With no fixed entry, exit or center, and allowing 
room for the passage of only a single person at a time between adjacent stelae, the 
space was meant, according to Eisenman, to induce feelings ofisolation, vulnerability 
and disorientation. Last summer, when Kohl recommended that the dimensions be 
scaled back somewhat, Serra abruptly withdrew from the project, apparently fear
ing a dilution of the artistic concept. Eisenman proceeded alone, agreeing on a re
duction to 2, 700 stelae measuring 13 feet in height. Construction is presumed for 

.._,...,...._ completion in 2004. 



Memorial For The Victims OfThe Holocaust Competition Entries by Peter Eisenman 
and the winning entry by Rachel Whiteread. 

8. Model: Monument to the Jewish Victims by 
Peter Eisenman, 1995. Photo courtesy of Peter 
Eisenman Architects. 

9. View of Rachel Whiteread's Memorial to the 

Victims of the Holocaust, 2000. Photo courtesy 
of the Florida Center for Instructional Technol
ogy. 

f":'"':!S;°~JlOO--;. VViievew;fof RachelWhiteread's Memorial, 2000. 
Photo courtesy of the Florida Center for 
Instructional Technology. 

The memorial by Peter Eisenman involves a 
two fold process of what he call es morphing 
and mapping. Through tilted walls and enclosed 
passages derived by manipulating and mapping 
global regions onto a fixed cartiesiaon position. 
He morphed this two dimensional plane, based 
on the two part condition, using exteriority 
diagram extricating a visible form built into the 
Judenplatz. The entry did not win the 
competiton but is nontheless another means 
of conditioning a viable memorial. 

Rachel Whiteread's Memorial to the Victims 
of the Holocaust is sited in the Judenplatz in 
Vienna, Austria. The memorial is designed as 
a library turned inside out. Shelves of closed 
books face inwards, while around the base are 
the names of the camps to which Austria's 
Jewish population was deported. The 
monument itself, designed by British 
sculptress Rachel Whiteread, is called the 
' 'Nameless Library," a concrete block that 
stands 32 feet by 23 feet and 12 feet high 
(Florida). The external surface shows 
shelves of books with their spines turned to 
the inside, enclosing an area made forever 
inaccessible by a permanently locked 
door. "It's about not being able to enter," 
said 37-year-old Whiteread. "It is an 
abstract library because you obviously can't 
read the books and have no idea what the 
spines of the books might be." It represents 
all the Jewish culture and learning which 
was lost forever in the Holocaust. The 
empty space inside symbolizes the many 
readers of the library who did not live on, 
according to the jury who selected her 
design. Whiteread said she chose concrete 
instead of stone for her work because of its 
starkness and how it reacted to the 
environment of the city. "I wanted to use a 
material that is present and brutal...and which 
would take on the essence of the city as it 
stains," she said. 



B E T w E E N 
T H E 

L I N E s Jewish Museum 
[Extension to the Berlin Museum with Jewish Department] 

DANIEL 
LIB ESKIND 

The competition forthe museum ended in 1988, and the building was completed in 
1999. Libeskind calls the project 'Between the Lines" because there are, "two lines 
of thinking, organization, and relationship. One is a straight line, but broken into many 
fragments; the other is a tortuous line, but continuind indefinitely'' (Libeskind 23). The 
musuem, with its tortured exterior, the windows gashing the exterior skin and the 
exquisite voids that resound and reverberate with thoughts of unspoken or even un
speakable words make this a very succesful work of architecture. It is the silence 
within the museum that speaks for the lost generations of Jews. The exhibition space 
of the museum is broken by six "voids" which cut through -all levels of the building. 
"The voids represent gaps in European history and culture resulting from the destruc
tion of the Jewish" (Florida). As we pass through the museum, four of the voids can 
be entered, while two are inaccessible. This inaccesability leads to powerful confron
tations within the psyche of the visitor, a space built that one cannot enter for the 
purpose of psychological confrontation. They speak volumes about loss, reverence, 
and sacred space. Visitors enter the Jewish Museum Berlin via an underground tunnel 
from the adjacent Berlin Museum. At this level, walls and floors tilt creating a disori
enting conditioned space. One hall from this passageway leads to the Holocaust Tower 
while the other leads to The Garden of Exile and Emigration. 

11. Interior View of the 'void' within Daniel 
Libeskind's Jewish Museum, Berlin, Germany, 

~r:s::,1999. Photo courtesy of Universe Publishing. 

12. Exterior view of the Jewish 
Museum in Berlin, 1999. Photo 

courtesy of Universe Publishing. 



13. The Garden of Exile and Emigration, 1999. 
Photo courtesy of the Florida Center for Instruc
tional Technology. 

The Garden of Exile and Emigration, in front 
of the south facade of the Museum. Forty-nine 
concrete colwnns stand at an incline, with trees 
planted inside. Forty-eight columns, filled with 
Berlin earth, stand for 1948, the year the nation 
oflsrael was born. The 49th column, filled with 
earth from Jerusalem, stands for Berlin. The 
Garden of Exile and Emigration stands at 
the end of one path leading from the 
underground level of the Jewish Museum 
Berlin. It represents the experience of the 
emigrant who was able to flee Nazi territory. 
Emigrants often experienced an unfamiliar 
world. The columns rise up like skyscrapers in 
a strange city. Trees grow from the tops of the 
columns. The slanted columns rise 
perpendicular to a slanted floor. Moving through 
this envirorunent is difficult without familiar 
horizontal and vertical reference points. The 
height of the columns makes the trees in this 
garden unobtainable. The trees grow together 
forming a canopy over the garden. View 
directly up from the garden. 

16. Sol LeWitt's Black Form sculpture, 
Hamburg, Germany, 1980.Photo courtesy 

of the Florida Center for Instructional 
Technology. 

I 7. Black Form sculpture. Photo courtesy 
of the Florida Center for Instructional 

Technology. 

Black Form-Dedicated to the 
Missing Jews was created by 
sculptor Sol Le Witt in Hamburg, 
Germany, 1984. It is the only black 
form among a group of white 
geometric forms created by the 
otherSlUTOunding buildings. Le Witt 
wanted the monument to carry no 
inscription. 'The black form alone 
conveys the absence of the Jewish 
community"(Florida). 

l"':"•~:'.1 14 . The Garden of Exile and Emigration 
·th the Jewish Museum in the Background, 

1999. Photo courtesy of the Florida Center 
for Instructional Technology. 

15. View within The Garden of Exile and Emigration. 
The trees create a canopy overhead. Photo courtesy 
of the Florida Center for Instructional Technology. 



18. Nooit Meer Auschwitz by 
Jan Wolkers. 

Nooit Meer Auschwitz in Amsterdam by 
Jan Wolkers. Artist's comment: "It seemed 
as if it would be impossible to design a 
memorial for the site of the urn 
containing ashes of the victims 
murdered in Auschwitz concentration 
camp to be laid to rest in Dutch soil. 
How can you devise a form to mark a 
crime which you know in your heart will 
still be unforgiven when our planet 
ceases to exist two, or two thousand 
centuries from now? To attempt to find 
an image to reflect the ignominy and the 
suffering transcends the limits of your 
comprehension. When you look up at 
the sky it is impossible to imagine the 
same sun shining over that destruction 
as indifferently and peacefully as over a 
meadow filled with flowers. In a vision 
of justice the blue sky above you cracks 
apart as if the horrors that took place on 
earth below have desecrated eternity 
forever. That is what led me to place 
these broken mirrors on that small plot 
of ground above the urn. Here you will 
never again see the heavens reflected 
undesecrated" (Florida). 

3. Raoul Wallenburg's Tree of Life. All 
hotos on this page courtesy of the Florida 

Center for Instructional Technology. 

I , 

20. Nooit Meer Auschwitz by Jan 
Wolkers. 

21. Raou I Wallenburg. Memorial Park, 
Budapest. Tree of Life. 

22. Tree of Life. Individual Leaves. 

Tree of Life in Budapest. This sculpture 
commemorates the 5,000 victims of 
the Holocaust buried nearby. The 
willow tree is a traditional symbol of 
mourning. It is also said to represent 
an overturned menorah. Stones are left 
next to the tree in memory of the dead. 
The black granite slab at the center of 
the sculpture has two holes cut through 
in the traditional shape of tablets. This 
represents the absence of the Ten 
Commandments as a moral code for 
those who perpetrated the Holocaust. 
Individual leaves are engraved with the 
names of Holocaust victims (Florida). 

29 



~~~,~ ~.~~ 

·{!.' .; /4 " ,:~J ,_ jJJ> 
-,,'t'! 

~~~~:::..:;.~~-~·-t.;i;,· ·:~,, 
24. Outline Of The Former Boy's Orphanage 

in the Jewish quarter of Amsterdam. All photos 

on this page courtesy of the Florida Center for 
Instructional Technology. 

25. Outline Of The Former Boy's Orphanage 
in the Jewish quarter of Amsterdam. 

Outline Of The Former 
Boys' Orphanage in the 
Jewish quarter of Amsterdam. 
It was known as Megadlei 
Yetomin or "guardians of 
orphans." As many as seventy 
boys stayed here at one time. 
In March of 1943, the boys 
were transported to the 
Sobibor death camp. This 
memorial communicates 
through a simple footprint the 
memory of what used to bea 
small, cramped space for 
orphaned children, later killed 
in concentration camps. A full 
recreation is not necessary, 
nor is a description of the 
place, only the outline is 
essential to produce the 

:-.~::V'·owerful message ofloss. 

26 - 28. Here & Now, Hamburg, Germany. 

Here & Now: A Monument to the Victims of 
National Socialist Justice is located at the Provincial 
High Court and Court of Appeal in Hamburg, 
Germany. The view from the courthouse shows only 
a grey granite wall with the date 1933:Thedate 1933 
marks the beginning of the Third Reich. A nearby 
sign reminds us that in 1933 ''the German court was 
the willing organ of the National Socialist Dictatorship. 
Judges and lawyers enforced decisions characterized 
by racial hatred against Jews, Poles, Russians, and 
other groups. Almost all kept quiet about the injustice. 
Only a few tried to resist." The left side of the granite 
wall represents Hamburg today. Ninety planters are 
located in front of a contemporary photo graph of the 
Hamburg skyline. The varied plants represent the 
diversity ofHamburg's population. Foreign plants 
grow alongside domestic; the thorny and the tender 
share the same space. Each plant has the right to 
equal care just as each citizen of Hamburg has the 
right to equality under the law. The constant care 
required to nurture the plants makes this an ongoing ~ 
memorial. p,j 
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29. Bebe/platz, Berlin, Germany. 

Bebelplatz, Berlin, Germany. A 
memorial below ground level marks 
the book burning that occurred in the 
plaza (Florida). The memorial is 
simply a library of empty shelves. 
The book shelves are hurried within 
a single plot in the plaza. The act of 
looking into the ground as an open 
casket is a powerful connection with 
how we look at burial sites. Observers 
automatically bows their heads upon 
looking into the burial site which 
contrasts with the enclosed tomb . 
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31 . Valley of the Communities, Yad Vashem, 
Jerusalem, Israel. 

32. Valley of the 
Communities, Yad · 
Vashem, Jerusalem, 
Israel. 

Valley of the Communities, Yad Vashem, 
Jerusalem, Israel. It lists the names of 
thousands of Jewish communities that 
suffered under the Nazis. The larger the 
name's type, the greater the population 
of the community. The Valley of the 
Communities spans 2.5 acres created out 
of the natural bedrock of Jerusalem, 
Israel. The 107 walls of the Valley of the 
Communities roughly match the 
geographic arrangement of Europe and 
North Africa. Walls, rising to a height of 
30 feet and more, are meant to dwarf the 
visitor. The nearly 5,000 communities are 
deliberately listed chaotically, names 
thrown on the walls, thus symbolizing both 
the dissemination of the people and their 
individuality. The Valley is made up of a 
labyrinth of courtyards, walls, and dead 
ends that make the visitor feel trapped and 
insecure. 

r ii..· • ..., IY. 

3'""'3-. Vt"'a"'t""'iey oft he Communities, Yad Vashem, Jerusalem, Israel. All photos on this page 
courtesy of the Florida Center for Instructional Technology. 

31 



F A c I L I T y 1 s s u e s 

The intellectual issues of the facility are those that deal with remembrance, promoting 
hope for the future by commg to terms not only with a loved one's death at the site but 
recognizing the interim between that loss and returning to pay respects at this place. It 
should be a pilgrimage site.A place for those who lost something; a nation's innocence 
or, as some say, an innocence sel:fimposed by turning a blind eye toward terrorism 
(USS Cole, Nairobi, WTC 1993). Since the end of the cold war, the United States 
has retreated into isolationism through, "doubting diplomacy, dodging treaties, 
abandoning Africa, fantasizing a missle shield, dimissing the Middle East" (Rhodes 
91) Only after Pearl Harbor did the United states take action and become involved 
in WWII despite Roosevelt's pledge to King George VI before the start of WWII. 
Ground Zero should be a place for educating those who will visit this memorial and 
mourn the· extinguished glow of innocence. This ne.eds to be a place not only for the 
survivors and those who were directly affected by the tragedy, but also should relate 
to those that did not lose a loved one, but who only want to make a pilgrimage for 
personal, multifarious motives. It should canymeaning to those who saw the footage 
on the television, heard about it through the radio, or read about it in the newspaper. 
It should be as relevant today as it should be I 00 years from now, when the grandsons 
and daughters of those who were witness to this event come to the site. 

It is about coming to terms with the past by connecting with the future with hope and 
will. It should connect with the hope that this event will never happen again. The only 
way this can never happen again is through education and tolerence. It should be a 
place where reflections of the observer are seen from the observer onto himself. This 
does not necessarily mean in the same fashion as the Vietnam Memorial, but it could 
be by other means such as reflection onto the site and beyond. Connecting with the 
site and the city is similar in intention as the baths at Vals by Peter Zumthor. Although 
the baths are in a rural setting among the hills ofVals, Switzerland, they nonetheless 
constitute a meaningful case study into how material, space, void, light, color and 
experience can create a meaningful work of architecture fitting to its place/site. The 
Genius Loci of these places (Vais) are as pertinent to the design as they shall be in 
experiencing the urban landscape ofNew York. The stretch from rural landscape to 
thriving metropolis is not as far as believed when speaking about this facility as both 
fit in with their respective environments and they create a stance of so lice where the 
spirit is subdued within space. A fitting memorial is one that treats the dead with 
respect and allows the mourners time to come to terms with their moments of tragedy. 
It does not thrust hate for the enemy nor grief in their face but allows them to be 
reassured and inspired through revisiting unfullfilled dreames. It is not severe in nature 
noris it intollerent of different ways of thinking (religious and philosophical). This 
place is hallowed ground. I will treat it with the utmost respect. It is not only a place 
where the course of history was changed, but at this writing remains still the resting 
place for thousands missing. 
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c 0 N T E x T 

N E w y 0 R K c I T y 

manhattan 

T H E D A y before 

[Monday] 

The Towers-An architectural wonder they were not, but what an engineering marvel 
they were. Completed in 1976, the 110-story skyscrapers were designed by Minoru 
Yamasaki & Associates of Detroit with Emery, Roth & Sons of New York. The 
program presented to Yamasaki, selected from over a dozen other American architects, 
was quite explicit: build twelve million square feet of floor area on a sixteen acre site, 
which also had to accommodate new facilities for the Hudson tubes and subway 
connections with a budget of under $500 million. The vast space needs and limited 
site immediately implied a high-rise development ''that...make( s) the adjacent drama 
of Manhattan's business tip seem timid in comparison .... " (Mathews). After studying 
more than one hundred schemes in model form, Yamasaki decided on a two-tower 
development to contain the twelve million square feet of office space. One tower 
became unreasonable in size and unwieldy structurally, yet several towers were 
inappropriate for the area and as Yamasaki said, "looked too much like a housing 
project" (Mathews); whereas two towers gave a reasonable office area on each 
floor, took advantage of the magnificent views, and allowed a manageable economic 
structural system. The twin towers, with 110 floors rising 1,353 feet. From observation 
decks at the top of the towers it...(is) possible to see 45 miles in every direction .... One 
distinct advantage of the project's enormity is the architectural opportunity to advance 
the art ofbuilding. Yamasaki re-examined the skyscraper from the first principles, so 
that it could not be questioned, especially in view of the potential of modern technology. 
The usual economic prohibition on 'custom-made' was dismissed as a contraint, as 

I. and 2. Faced with the 
difficulties of building to 
unprecedented heights, the 
engineers employed an 
innovative structural model: 
a rigid "hollow tube" of 
closely spaced steel 
columns with floor trusses 
extending across to a central 
core. The columns, finished 
with a silver-colored 
aluminum alloy, were 18 3/ 
4" wide and set only 22" 
apart. Photos by the Author 

2001. 



virtually anything made for this enormous Center would automatically become a stock 
item. "Economy is not in the sparseness of materials that we use," said Yamasaki of his 
$350 million estimated cost, "but in the advancement of technology, which is the real 
challenge."The North Tower (WfC 1) was 1,368 feet tall; The South Tower (WfC2) 
was six feet shorter. For a brief time, they were the world's tallest buildings, until 
Chicago's Sears Tower surpassed them in 197 4. The towers were classic examples 
of tube structures, which gain their strength from tightly spaced perimeter columns that 
also provide wind resistance. Perimeter steel columns, spaced 39 inches on center, 
were braced laterally by 40,000-square-foot floor diaphragms of concrete and metal 
decking on 60-foot horizontal steel trusses extending from the concrete core. The 
building's central core carried the load of these steel trusses and the dead load of the 
elevator bank. The open floor plate was unencumbered by any columns from the 

3, 4, and 5 (clockwise). Twin Towers exterior, interior 
and view from Roosevelt Island. Photos by the Author 
2001. 



perimeter to the core. This lack of 
secondary structure contributed to the 
collapse of the building because the planes 
and the intense fires breeched the 
perimeter support structure and melted 
the connections to the exterior steel 
columns. To preserve floor space on the 
lower stories, Otis Elevator developed a 
central network of express and local 
elevators for the towers, requiring 
passengers to change elevator at sky 
lobbies on the 441h ad 781h floors-a 
solution that halved the number ofelevator 
shafts needed. A combination of express 
and local elevator banks, called a 
skylobby system, it is particularly efficient 
because it requires fewer elevator 
shafts-thus freeing approximately 7 5 
percent of the total floor area for 
occupancy; had a conventional elevator 
arrangement been adopted, only 
approximately 50 percent would have 
been available. 

''The structural system, deriving from the 
I.B.M. Building in Seattle, is impressively 
simple. The 208-foot wide facade is, in 
effect, a prefabricated steel lattice, with 
colwnns on 39-inch centers acting as wind 
bracing to resist all overturning forces; the 
central core takes only the gravity loads 
of the building. A very light, economical 
structure results by keeping the wind 
bracing in the most efficient place, the 
outside surface of the building, thus not 
transferring the forces through the floor 
membrane to the core, as in most curtain
wall structures. Office spaces will have 
no interior columns. In the upper floors 
there is as much as 40,000 square feet of 
office space per floor. The floor 
construction is of prefabricated trussed 
steel, 33 inches in depth that spans the 
full 60 feet to the core, and also acts as a 
diaphragm to stiffen the outside wall 

K"~:s:::l against lateral buckling forces from wind-

load pressures." These connections from 
trusses supporting the metal decking are 
the elements that failed and eventually led 
to the collapse of the towers. 

From the outset, Yamasaki believed that 
there should be an open plaza from which 
one could appreciate the scale of the 
towers upon approach. There is little or 
no sense of scale, for instance, standing at 
the base of the Empire State Building. 
Yamasaki 's plaza ... (is) sheltered from the 
river winds and contained by five-story 
buildings which ... house shops, exhibition 
pavilions and a250-room hotel {WTC3)." 

The two nine story Plaza Buildings, with 
roughly ell-shaped plans, flank the main 
entrance to the complex from Church 
Street, with WfC 4 on the south and WfC 
5 on the north. Groundbreaking for 
construction was on August 5th, 1966. 
Steel construction began in August 1968. 
First tenant occupancy of One WTC was 
December, 1970, and occupancy ofTwo 
WTC began in January 1972. Ribbon 
cuttingwasonApril4, 1973. On Friday, 
February 26, 1993, a massive terrorist 
bomb exploded in the Center's public 
parking garage, but the Towers survived. 

'The World Trade Center should,' 
Yamasaki said, 'because ofits importance, 
become a living representation of man's 
belief in humanity, his need for individual 
dignity, his belief in the cooperation of men, 
and through this cooperation his ability to 
find greatness.' 

Paul Heyer. Architects on 
Architecture: New Directions in 
America.p194-195. 
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T H E D A y of 

[Tuesday] 

"It just went 'barn,' like a bomb 
went off. It was like holy hell" 

Witness in north tower when it was hit by 
AmericanAirlines Flight 11 

11 . Flight patterns for AA Flight 11, AA 
Flight 77, United Flight 175, and United Flight 
93. Photo from CNN.com. 

14 and 15. Photos courtesy of 
MSNBC.com 

Obituary 
of a 

building 

WTC was destroyed in a terrorist attack on 
September 11th 2001. 

At 8 :45 am EDT on the morning of September 
11, 2001, the first of four hijacked planes, 
AmericanAirlinesFlight 11, aBoeing767 flying 
from Boston to Los Angeles, with 81 passengers 
and 11 crew crashed into the North tower near 

the 96th floor. The building later 
collapsed at 10:28 am. The 
impact ignited more than 
20,000 gallons of jet fuel and 
scraped away fireproofing 
insulation on the columns and 
floor trusses, exposing the steel 
to temperatures as high as 
2,000 degrees Fahrenheit from 
the burning fuel. The structural 
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steel above and around the fire begins to expand and soften like heated plastic in the 
intense heat. At 10:28 a.m. the exterior walls buckle because they were unable to 
continue supporting the dead load from above ( 45,000 tons). The floors began to 
pancake, progressively collapsing the tower from within. Several floors remain standing 
but later collapse. The north tower stood for 102 minutes and crumpled to the ground 
in eight seconds. 

The second plane, UnitedAirlines Flight 175, from Boston to Los Angeles, with 56 
passengers and nine crew members aboard crashes at an angle into the south tower 
near the southeast corner of the 80th floor of the south tower at 9:03 am EDT. the 
missle blasts a hole through the adjacent side, wiping out many of the supporting 
perimeter columns leaving the building aflame and structurally damaged. Increasingly 
weakened by the nearly 2,000-degree heat generated by the fuel load of the aircraft, 
the remaining columns start to buckle. The top portion of the building slumps toward 
the damaged corner, rotating slightly. At 10:05 a.m. unable to further hold the top 30 
floor's 110,000-ton weight, the tower fails floor by floor. Nothing remained but rubble. 
Structurally crippled to a greater degree than its twin, the south tower remained erect 
for only 56 minutes before collapsing in 10 seconds (CNN). 

In separate but related attacks, the Pentagon building near Washington D. C. was 
hit by a hijacked 757 at 9:43am, and at 10: lOam, a fourth hijacked jetliner crashed 
in Pennsylvania. WTC 7, a substantial 47 story office building in its own right, built 
in 1987, was damaged by falling debris from the North Tower and caught fire and 
later in the afternoon also collapsed. 

\6. Photo courtesy of MSNBC.com 

Photo courtesy of 
MSNBC.com 

Photo courtesy of 
MSNBC.com 



T H E D A y after 

[Wednesday] 

How do we rationalize what we have seen, or should we? Let me give a definition 
which will become central to this thesis. A contemporary memorial is an unspoken, 

not necessarily abstract, emotional feeling portraying memory ofloss in order to 
regain validity and value for oneself and others. 

MEMORIAL 
adjective 

1. Perserving the memory of a person or thing: often applied to an object set 
up instituted to commemorate an event or a person. 

Oxford-English Dictionary 

MEMORIAL 
adjective 

Etymology: Middle English, from Latin memorialis, from memoria memory 
Date: 14th century 

1 : serving to preserve remembrance : COMMEMORATNE 
2 : of or relating to memory 

noun 
something that keeps remembrance alive: as a : MONUMENT b : something 
(as a speech or ceremony) that commemorates c : KEEPSAKE, MEMENTO 

Marriam-Webster. 

The list of collapsed buildings 
(confirmed by the New York Times 
through Saturday, 2001 .0915) includes 
all seven buildings of the World Trade 
center complex -including WTC 6, 
the U.S Customs House to the north; 
WTC 3, the 22 story Marriot World 
Trade Center hotel just west of Tower 
Two; and WTC 4 and 5, the Plaza 
Buildings to the east (although satellite 

Photo by the Author. r 
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images suggest much ofWTC 5, the north Plaza Building, is still standing). Other 
nearl>y buildings are significantly damaged, including the St Nicholas Greek Orthodox 
Church, and One Liberty Plaza, a 54 floor, 743' tall building across Church Street to 
the eastln a recent lecture, 73-year-old Leslie E. Robertson, principal engineer of the 
World Trade Center was asked if he wished there was anything he would do differently 
he replied, '1 guess I wish I had made it stand up longer'' he said, his voice trailing off. 
I mean, every man was important ... "He stood alone at the lectern and wept. A team 
of engineers led by W. Gene Corley, senior vice president of Construction Technology 
Laboratories Inc., said in their initial assessment that indications were that the buildings 
"performed well" in that they didn't collapse immediately. This still leaves the 
unanswered question as how should the next generation of skyscrapers deal with the 
question of structural collapse concerrring similar terrorist situations. The Empire State 
building sustained minimal damage after being hit by a B-25 bomber on the 78th floor 
in 1945. Whereas the "first tower collapsed about 4 7 minutes after impact, while the 
North Tower stood for about an hour and 40 minutes." (Starkman B 1) 

"It was dramatic, but in urbanistic terms, it 
was not a positive experience." 

Bruce Fowle ofFox & Fowle Architects 

With committes forming to discuss future rebuilding there 
certainly will be comprimises and, "for architects, 
designing by committee is one potential nightmare, 
another is that an emotion-laden plan for a memorial might 

gain adherents. Riley calls such thinking for 
~ New York "misguided" and 
- "wrongheaded." For David Piscuskas of 

1100 Architect, the task of imagining 
any memorial so soon after the attack 
is "daunting." "When I hear talk of a 
memorial, I think this is absolutely 
essential in some way," he says. "But 
how and when?" Only days ago, 
Piscuskas walked into Ground Zero 
and peered into a hole rescuers had 
cleared. The surreal nature of what 
he saw left him almost speechless: a 
dust-caked fiuit-and-vegetable stand 
survived six stories below ground, 
and some underground shops were 
intact, while all around, steel girders 
had melted like plastic. The 
knowledge that thousands of people 
had escaped the Twin Towers down 
stairwells is accompanied by the 
realization that doomed firefighters 
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going up those stairs did not." 
These stairwells are a vehicle for 
a memorial and a device to recall 
memory and realizations as to the 
lives lost and those found. "As 
designers instinctively do, 
Piscuskas let his mind wander 
over the eerie, eerie images, in 
search of something that would 
suggest a memorial." "At the 
moment it feels like a 100-story 
void," he says. " It feels like a 
pretty deep hole." While New 
Yorkers wait and debate, a team 
of artists and architects has moved 
to close the gap in the night sky, 
at least temporarily. They envision 
two immense beacons of light, 
which the public nonprofit arts 
organization Creative Time is 
helping to realize. Ironically, until 
they were gone, the Twin Towers 
were something of an odd couple 
in a city ofbeloved landmarks. As 
quality architecture they were 
uncelebrated. But when, with their 
sheer scale, they reshaped the sky 
in the 1970s, whether we knew it 
or not, they defined New York 
and there is a yearning for that 
New York. 

New York New Visions is a 
coalition of 20 architecture, 
planning, and design organizations 
that came together immediately 
following the September 11 
terrorist attacks on the World 
Trade Center. This group, 
representing over 30,000 
individuals, has pooled the 
collective resources and technical 
expertise of over 350 
professionals and civic group 
leaders in a pro-bono effort to 
address the issues surrounding the 
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Seven General Principles for the Rebuilding of Lower Manhattan. 
We propose the rebuilding of a vital World Trade Center site and Lower Manhattan 
in a way that responds to the needs of a wide variety of stakeholders. New York 
New Visions offers the following six major reconunendations that are presented in 
more detail in the body of this report. 

1. Establish an Open memorial Process. Organize a fonnal, transparent, and open 
process to detennine the nature and location of memorials. Ultimately, memorials 
should be integral to the redevelopment of the area. Prepare for a lengthy and 
comprehensive memorial effort. Establish appropriate temporary memorials during 
the intervening period. 
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2. Encourage a mixed-use future for lower Manhattan. 
Intensify and encourage increased diversity of programmatic uses. Capitalize on 
the cultural, historic, and geographic assets of the district as generators of growth. 
Develop a true 24-hour community within a pedestrian realm. Promote 
complementary and productive adjacencies to improve security and develop the 
regional tax base. 

3. Become a Transportation crossroads for the city and region. 
Focus on improving accessibility by mass transit; it is the single most important 
investment in the future health oflower Manhattan. Magnify public and economic 
benefits of investment by linking existing and new transportation centers and integrating 
them with pedestrian flows and open space. 

4. Enhance the reciprocal relationship between lower Manhattan and the region. 
Implement a balanced growth strategy that reflects the reciprocal relationship of Lower 
Manhattan and the region. Coordinate decisions about the restructuring ofthe World 
Trade Center site with development in the rest of Manhattan, the other city boroughs, 
and key communities in Long Island, Westchester and New Jersey. 

5. Become a center for design excellence in New York City. 
Demand design excellence with an emphasis on sustainability to create economic and 
social value. Create the highest quality urban patterns and architecture. Require 
decreased life-cycle costs and energy use. Promote long-tenn flexibility. 

6. Develop a creative and inclusive planning process. 
Create a comprehensive and inclusive plan for Lower Manhattan. Balance Urgency 
with informed decisions. Reorganize the building review process to expedite priority 
projects. Adopt a model building code to address changes in technology and 
performance. 

7. Immediate Actions. 
Create and implement a plan fortemporaiymemorials, integrated with viewing places 
that address visitor and resident needs. Address short-term transportation, amenity, 
and small-business needs of the district. Define the character of a secure and open 
public realm, and begin its implementation as utilities are put back into place. 

"The city is going to survive, we are going to get through it. It's 
going to be very, ve:ry difficult time. I don't think we yet know the 
pain that we 're going to feel when we find out who we lost, but the 
thing we have to focus on now is getting this city through this, and 
surviving and being stronger for it." 

Mayor Rudolph Giuliani 
(New York City Mayor 1993-2001) 



c 0 N T E x T issues 

The contemplation of a time before September provokes images longing for the past. I 
was a tourist at the WTC three days before it a turned to dust and became a grave for 
thousands. The day was September 8th, Saturday, where I walked around and took 
photos of the structures, the plaza and bought tickets at TKTS for a Broadway show 
that night. This seems like years ago because my thoughts of architecture and life have 
changed so much. I think I used to be more trivial and complacent about my world. I 
think back now and think about how innocently and simply I thought. Things were so 
superficial and the condition oflife perceived in the clouds of innocence. I find my !""""'~ 
connection with my wife much stronger. I find myself grabbing hold of the things that are ~~ 
real. The innocence of the city was struck down, but the people of New York are as 
resilient and as strong as they come. If any city will be back its New York. 

This city was devastated, and tremendous life was lost, life should not go back to normal, 
but should be different for everyone. This is a time to uphold the new; we cannot be 
complacent again about what's happening not only around the world around us but in our 
own city. The city before the attack was a much different place than it is now. The center 
of downtown was hollowed out just as the spirit of those that lived there. A monument to 
the people who died and who will live there now and will live there 100 years needs to be 
a clear and recognizable monument. The site will take on a different character in the 
coming years, whether through mixed use or by multiple towers, but undoutabley different 
and hopefully better. When I walked though this place only days before, there were only 
a hand full of reasons to walk to this place that was the World Trade Center. The Battery, 
Wall Street, Trinity Church, The Statue ofLiberty, Tribeca, and the complex that was the 
World Financial District. These place drew people in for the multiple reasons ofbuisiness 
and tourism, but for the people who live in the city there were not too many reasons to 
walk here after work. I believe a mixed use complex would be a fitting urban renewal, 
including theatres and open pavilions of shops, along with a new subway line on the west 
side along Tenth Avenue. The city lost hundreds of thousands of square feet of office 
space that need to be replaced. The towers held a stagering 43,200 square feet of space ~ 
per floor. The Port Authority ofNew York and New Jersey operated the Towers that sat 
on this 16 acre site of Lower Manhattan grouped around the five acre plaza. How will 
this site bounded by Vesey Street on the north, Church Street on the east, Liberty Street 
on the south, and West Street on the west, about three blocks north of the New York 
Stock Exchange be transformed and how will I do my part to make a difference. All of A 
these are questions I hope to answer in the comming months, and some will not be ~ ~ 
answered until the coming years. 
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c 0 N c L u s I 0 N 

Designing a memorial for so many who lost there lives in a single moment in 
time is a daunting experience. During the design process I am wrought with 
both doubt and anticipation. How does one build a memorial to such an event? 
I did not immediately jump into the thought of building a memorial after 
September 11 t11. At first I wanted to stay away from such a project. I felt I was 
too emotionally attached, and still have trouble distancing myself from the 
memory of those who died in my city. I felt and still feel I needed to do this for 
healing reasons and giving something back to the city and to the people. I say 
that it is indeed possible to build something great with endearing qualities upon 
the site that I will forever think of as hallowed ground, and something, whether 
good or bad, will eventually inhabit this site. Creatively, as a designer I tell 
myself this needs to be a memorial that signals a renewal within everyone who 
was effected by the tragedy (no small feat), while the pragmatist within tells 
me this must be a buildable memorial. Both, I believe have their complexities 
sided with problems and solutions. In the next two months I will have a 
presentable design, but it will be for the next 50 to 60 years that I will think 
about that day and the days that followed September 11th. The conclusion is 
that there are never any single solutions to any problems. There are always 
different ways of teaching and learning. There will always be a battle between 
the pragmatic and the poetic. These will always be the simple and the complex, 
and they are not inherently opposites, but are indeed grays overlaid on a 
background of gray. 



T H E p R 0 c E s s 

The Memorial is about ideas. It is about coming up with a single strong idea and 
carrying it through from inception to the end of construction. I entailed this from the 
outset with sketches that later flurished into AutoCAD drawings. The idea of path has 
remained constant. The idea of walking toward something as a vehicle for healing is 
clear and easy to understand. The issues of healing for myself and New York City are 
essential elements in the making and pursuing of this thesis. The global character of the 
Memorial speaks to all cultures through its theoretical base of"supennodemism". The 
ideas oflight, sound, perceptions of structure and space are addressed in a way that 
speaks to all cultures and does not single out one culture over another. The spaces are 
universal spaces that allow for multiple interpretations. This notion of a universal space 
was fundamental to the creation of the Memorial. The Memorial addresses the 
importance of creating tolerant conditions, whereby every race and person is an 
important entity in the global arena. 

The Twin Towers were two separate structure that behaved simultaneously as separate 
buildings housing office space while working as one unit composing the icon that is the 
World Trade Center. In the design of the Memorial I chose to respond to this duality 
by reading the structure as a horizontal skyscraper portraying it as a single mass, and 
simultaneously introducing two separate spaces, one for the victims that serves as a 
phantom tower and a second tower given to the visitors who walk the glass enclosed 
path. The structure is separate yet takes place in conjunction with the pedestrian path. 
Each portion depends on each other and are vital to the operation of the Memorial. 
The memorial becomes a vehicle for expressing not only structure, but also the space 
that composed the cores of the Twin Towers. The structure is seperate and the core 
area is removed from its original status as a dark corridor to an area oflight. 

A criticism addressed during the design reviews was making the Memorial 's location 
within the city very clear and readable to all. That is, if anyone had visited Lower 
Manhattan before they should easily be able to understand where it is and how it fits 
into the area of Lower Manhattan. Working at an urban scale and connecting the 
redeveloped site with the composition of the city addressed this issue. Multiple site 
maps on varying scales demarcating each street and structure at the site working to 
created a strong sense of scale and position in the hierarchy of the surrounding buildings. 
The context of the final model delivers a strong message as to what the site will be and 
how the Memorial fits into the downtown region. 

Another criticism at the design reviews was how the circulation in and around the 
Memorial brought visitors to experience the spaces. This issue was clearly addressed 
through circulation diagrams and color-coding of spaces within the presentation. Along 
these same lines was the concern about how one begins their journey. This issue was 
addressed by further designing the entry of the "North Tower Beacon", the main 
entrance corridor to the Memorial. 



Through the inception of the design, beginning with program and terminating in a final 
design I have maintained a rigor to create a work of architecture that is at the same 
time simple to understand inherently complex given the importance of the issues at 
hand. The most difficult positions I have had to contend with are keeping the design as 
simple as possible. I have learned that simple is in no way parallel to easy. The more 
simple and straight forward the design may be, with everything but the essential elements 
removed, the more stringent the demands on the attention to detail. 
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T H E R E s p 0 N S E 

The conceptual bases for my design began as a linear path or a line drawn onto New 
York City. The line is a powerful gesture and becomes the progenitor for axis, sight 
lines, paths, control points, termination points, a datum, spaces within and spaces 
between the path. However, it is not a line of destruction or criticisms, but a line of 
healing. In plan and from the scale of the city grid it becomes a suture for the city. The 
concept is one ofhealing and bringing the pieces ofa torn city and torn lives back 
together. 

There are four elements that serve as the basis for my design and they form a series of 
hierarchies within the site of the World Trade Center. The first and foremost is the 
Memorial, which stretches from the footprint of Tower 1 through the winter Garden 
and terminates over the Hudson River at a point demarcated by a 75 ft. wall section 
taken from the remains of the North Tower. The Memorial becomes the pendulum 
that all the other elements derive. The main entry to the Memorial is a glass box with 
15 ft. wall of stone encompassing the base, thus creating an enclosure within a 
transparent cube. The footprint of the South Tower holds a pyramid of glass with a 
shaft of polished stone demarcating the angle of the sun when Tower 2 collapsed at 
10:05 a.m. on September 11111

• The final element in the design scheme is the area 
surrounding the Memorial and the Beacons. It is a green space filled with only minimal 
trees and low lying vegetatioIL This area becomes a place of solace and contemplation 
as well as a meeting place for those in the businesses that will surround the Memorial. 
Various proposals for future construction are provided, but the most important aspect 
is that the site will remain illuminated bynatmal daylight throughout the year especially 
at the times of 10:05 am. and 10:28 am. of September 11 "'. 

The controlling factors of my design were the principles of creating consistent spaces 
that utilize light and structure to derive places ofhealing and strength to overeome the 
anguish of September 11th. These spaces should fit into the urban fabric of Lower 
Manhattan in term of sequential spaces while simultaneously bridging the areas that 
surr01.md the site. 

The most compelling aspect of my design is the use oflight Throughout my five years 
here at Texas Tech University I have been studying space and I have found that light is 
the element that always manages to produce both a tangible and intangible visceral 
sensation when it is used properly and with care and attention to detail Themanipulation 
and use of light both manmade and natural consistently create timdess projects and 

that is what it bas done for this Memorial 



D E s c R I p T I 0 N 

The final presentation consists of 49 individual 12" x 12" sheets spray mounted onto 
foam core backing. Each of the plates symbolizes an individual state in the union with 
the final finished 7' x 7' board representing the so th state. The process of making the 
boards, from creating the graphic representation on computer to composing the image 
is a process ofbreaking apart and piecing back together again. Each board is tom 
apart from the other boards and then in a symbolic and gestured process is brought 
back together to form a unified larger board This healing process is echoed on multiple 
levels throughout the final design. 



Alfred 

new york city /.!001 there are 
8, OQO ( 000 stories in this cit:y 

Site Plan at l "=300'. Figure ground re
lationship between open spaces and the 
structures that surround the Memorial. 
Conceptual sketches line the right side 
of the board, while acomputerrender
ing of the night sky across the Hudson 
River is superimposed onto a photograph 
of The World Financial Center. The idea 
of the city grid is introduced in the bird's 
eye perspective taken ofNew York City. 

Site Plan at 1 "=400' with the white areas 
constituting buildings while open spaces 
are in black. A computer rendering ofThe 
Memorial with a proposed skyscraper at 
the site of7 WTC is seen in the upper 
right hand comer, as is a sketch of this 
same proposed tower in the center of the 
board. The core of the North Tower is 
highlighted to demonstrate its connection 
to the memorial. Site Plan at l "=200' 
shows the Memorial, the immediate sur
rounding buildings and the proposed 
buildings on the new WTC site. 



The upper photograph is of World Trade 
Center Towers 1 and 2 as seen through an 
installation at P.S. 1 in Queens, New York 
onAugust2001. Theredcolorbecomesa 
foreshadowing of what is to happen a 
month later. Exterior perspective is pro
duee<i through photographyofa final model 
of the Memorial in natural light. The Inte
rior perspective, taken of the final model 
records the idea of space and light in the 
Memorial. It records how reflections, pro
duced by the enclosure of glass, leads to a 
controlled and animated quality of space. 
The color-coded circulation on the 1 "=200' 
site plan clearly identifies the seIVed spaces 
and how people will move and use the 

. space along the Memorial. 

This portrait is a symbolic repre
sentation of Architecture, Geog
raphy, Justice and History. The 
woman with herann outstretched 
is symbolic of this new Memorial 
and the Site as a place ofhealing 
as well as an armature for re
newed vitality in the City. She di
rectly identifies the site and its 
location to the viewer, while at 
the same time looking both to and 
away from the viewer to illicit a 
response ofboth protection and 
anguish. 



The exterior perspective, intention
ally placed above a photograph of the 
New York City elevated subway 
tracks, communicates both the idea 
of the Memorial crossing over the 
West Side Highway and also the pre
cedent of broken rays of light in and 
amongst the City. To the right is the 
glass walkway represented by the 
long shadow on a rendered walkway. 
The photograph below is of Dan 
Grahm's installation on the roof of 
The Dia Center in Chelsea. The idea 
conveys a sense of the reflective qual
itywithin the Memorial.Also, the steel 
mullions will be used to produce the 
transparent Beacon that sits upon the 
footprint of Tower 1. The sketch is 
an initial sketch idea of the entry to 
the Memorial that later becomes the 
transparent Beacon ofTower 1. 
The designs as a first inception be
gan as a Horizontal Skyscraper. This 
idea is relayed through photographs 
of how it relates to the Twin Towers. 

The large detail is a section Detail of the 
Memorial. The steel columns to the right 
and the pathway create a passage for lost 
souls, while the various types of glass are 
shown on the left side of the section. The 
elevator core and stairs leading visitors to 
ground level are shown diagrammatically. 
The North Elevation at 1"=100' shows the 
context of the Memorial to the World Fi
nancial Center and to the North and South 
Beacons. 
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An axonometric structural detail is shown at 
the upper left portions of the board. The con
nection between the grass ceiling and sup
porting structure is clearly visible, as is the 
connector of horizontal steel beam to steel 
column. The photograph ofBoullee's Tomb 
of the Dead clearly identifies the significance 
of the Pyramid on the footprint ofTower 
2's South Beacon. The photograph of the 
Statue of Liberty demarcates the view from 
the Memorial across the Hudson River to
ward Liberty Island. This will be a predomi
nate view that will direct visitors along the 
path. The Transverse Section through the 
North and South Beacons communicates the 
connection of the subway stations, the un
derground businesses as well as The Hall of 
Remembrance under the entrance to the 
Memorial. The South Elevation at 1"=100' 
shows how the Memorial fits into the scheme 
of the other skyscrapers and how the 
changes in elevation work to raise visitors 
above the street level and then over the 
Hudson River. 
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The woman's hand gestures directly to
ward the site, while the photographs relay 
stories of what was, what is and what will 
be. The two sketches communicate the 
details of the Memorial. One shows the 
connection of colwnn to beam and the ribs 
of steel to give the structural integrity and 
aesthetic support to the Memorial, while 
the other sketch at the right shows the 
modular pan system used to hold the glass 
panels along the walkway. The West El
evation at l "= 100' shows a vertical scale 
of the memorial to the Winter Garden and 
to the Buildings of the World Financial 
Center. The photograph of the blurred sub
way station streaming by draws attention 
not only to the West Elevation above, but 
also to the fact that the footings and struc
tural supports of the Memorial must be 
minimal to adapt to the existing Path trains 
that run underneath this portion of the site. 

, .... , ........ , "'. 

East Elevation 1"=I00' shows the 
North and South Beacons on the 
footprints ofTower 1 and Tower 2 
respectively. The South Tower's 
skylights composed of beveled 
glass to direct the light in a single 
direction toward the 50 ft. remains 
below grade. The derivation of this 
source pyramid is one of encom
passing a moment in time through 
memory. The memory of time and 
form, in past history from Boullee 
to the Pyramids of Giza, is evident 
and responsive to the tragedy that 
occurred on this site. This is seen 
in the light ofremembrance for a 
single moment in time portrayed 
through the rays of light directed at 
the remains. 



Longitudinal Section 1"=100'. Cut is through sub
way station, Path train station, Winter Garden World 
Financial Center 2, and visitor's path of Memorial. 
The photograph gives a sense of direction as to the 
position of the Statue ofLibertyin relation to the 
Memorial. The footings of the Memorial will stretch 
down past the fill, soil and clay that compose the 
area around Manhattan and sit upon the Bedrock at 
adepthof80ft. below grade. 

Longitudinal Section l 11= 100'. Cut is through subway 
station, Path train station, Winter Garden, World 
Financial Center 2, and structural section of 
Memorial. The photograph to the left derives from a 
parti Diagram of the sight and the Memorial that I 
used to grasp the elements and vocabulary I wished 
to use though out the process of making The 
Memorial. 



Committee Chair: James E. Whi te A. I.A. 

Thesis Advisor : Assistant Professor Urs Peter Flueckiger 

Fo r The Tragedy of September 11th: In Memoriam 

T H B S I S M E M 0 R I A L 

II BS TRACT 

I perceive a place or !undamental conditions, 

oC tlone ul.,,.eLf and ti11e lost , 

ol s pace collapsed and l ight infuoed. 

This will obviously be a place '1here tragedy is remembered ao "'"ll as the joys of liven remem 
bcr ed. 

How does one get over such a tragedy, especi ally one so close to home? 

This iG unli~~ ~fcent War ~emoriolG where men and ~omen died on foreign soil. Terroriam wrenchou one 
~ into the r e al. 

This is the ev 
the ordinary 

This 

y tha L is wrought w'LLh destruction and Lorn t o dest.r-uction. It io r.hH l'hdum beLween 
where occurrenceG take place of home and family. and ~he destruction of a 11fe lose 

in the blink o! an eye. 

I w;rnt to compone a pl<ice for people to foci.' the tragedy of 9/11. The im.,gc of wh<it fell on September 
11th wac not only 30001 lives but aloo Lhe louv o! an -Con . 

1hl s i!;> a p:ac~ of phantorr;e. 

So s oon into the tragedy >1e do not kn°"1 what will come. no.., can we think of a 11'.emori a l at auch a cl.o:e? 
How con we not? Wi ll ~omorrow chnngc ~vcrything i n the bl i nk ot an oyc ? 

Plate #49: Thesis Abstract overlaid onto the 
Parti Diagram of sight and Memorial. The line 
to the left and again to the right of this program 
is an image I took while in the lobby of the 
world Trade Center Tower 2. It was Septem
ber 81h when I went in to purchase tickets from 
TKTS for a musical that same night. I took the 
picture while waiting in line, but mistakenly left 
the shutter on too long. The image I captured 
is one oflong streaks oflight foreshadowing 
phantoms in around this space. 



Overall Thesis Presentation: 7' 1 Yz" x 7' 1 Yz". Each Tile is separated by W'. This 
separation constantly changes from solid to void as the viewer walks toward and then 
away from the panels. The symbolism is the path one takes from September 1 oth, 
arriving upon September 11th where time and lives are shattered and progressing 
toward September 12th where the pieces begin to come back together. The panels 
play a part in the idea of shattered time and shattered lives following the perception of 
solid and void space within the perceptibility of~". 
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