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PAPER TRACES



His to r ic  p reserva t ion  has  t yp ica l ly 
p r i v i leged the  s to r ies  and the  spaces  o f 
weal thy  whi te  men .  Many des igna ted 
landmarks  represen t  a  s t ronghold  o f 
soc ia l ,  rac ia l ,  and economic exc lus iv i t y —
poin t ing  towards  a  need to  reassess  the 
ways  in  which  ins t i t u t ions  c i rcumscr ibe 
and def ine  pub l ic  space.

Through a  s tudy  o f  access ib i l i t y  and 
exc lus ion ;  t ransparency  and opac i t y ; 
l ight  and shadow ;  we might  be t te r 
unders tand how soc ia l  d iv i s ions  are 
en forced and how they  cou ld  be 
d i sman t led .

The proposed in te r ven t ions  a t  each s i te 
seek  to  re -def ine  the  spa t ia l  vo ids  tha t 
they  inhabi t  to  f i nd  new condi t ions  o f 
hab i ta t ion .
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DISMANTLING 
LEGACY

At  Columbus  Ci rc le  th i s  i s  done 
through a  s t ra tegy o f  un rave l ing .  The 
s i te  becomes  a  space o f  observa t ion 
as  the  s t ruc tu re  sp i ra l s  upwards  to 
a l low for  e leva ted v iews  prev ious ly 
reser ved fo r  the  monument  tha t  once 
s tood there .

The F la t i ron  in te r ven t ion  exp lores 
bo th  s t ra teg ies  o f  excava t ion 
and e leva t ion ,  becoming a  space 
fo r  re f lec t ion  where  the  be loved 
bu i ld ing lends  i t se l f  as  a  pa la te  fo r 
the  in te r io r,  no t  on ly  looming above , 
bu t  a l so  re f lec ted be low.

The in te r ven t ion  a t  Rocke fe l le r  Cen te r 
employs  a  s t ra tegy o f  excava t ion .  The 
s i te  becomes  a  space fo r  knowledge 
and commun i t y  resources  as  the 
grounds  are  rec la imed to  carve  ou t 
space fo r  a  pub l ic  l ib rary.

The s t ra teg ies  proposed are  in tended 
to  reach beyond the  scope o f  th i s 
p ro jec t  as  a  too lk i t  t ha t  m ight  he lp 
us  be t te r  unders tand the  cond i t ions 
tha t  space es tab l i shes  and expand 
the  ways  we th ink  o f  pub l ic  spaces 
in  our  c i t y  to  enable  d i f fe ren t  t ypes 
o f  pub l ic  p rogramming in  response 
to  d i f fe ren t  u rban cond i t ions .
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Figure 1. Exhibition 1851: prints. c.1851. Available through: Adam Matthew, Marlborough, World’s Fairs, http://
www.worldsfairs.amdigital.co.uk.ezproxy.cul.columbia.edu/Documents/Details/VAM_106_A_26 [Accessed November 09, 

2022].
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03

IMPERIAL DISPLAY: 
EMPIRE, COMMODITY, AND RACE IN 
19TH CENTURY WORLD EXHIBITIONS

The World Exhibitions of the 19th Century—designed 
to celebrate the industrial and cultural achievements of the 
Western nations—played an integral role in establishing the 
imperial narratives of progress and civilization that would 
come to dominate the West’s imagination of itself as a civilizing 
and innovating force on the global stage. 

The logic of empire was apparent in the spatial 
organization of the World Exhibitions, which 
set up particular ways of viewing the world, 
providing the structural and visual frameworks 
that worked to order the world into distinct 
categories of meaning based on colonial status, 
productive value, and race.1  

Central to the spatial logic of the 
exhibitions was the racialization of cultural 
“others” or what Irene Cheng describes as 
“the specific role of racialism—the idea that 
humankind can be divided into indelible and 
unequally endowed biological groupings—in the 
entanglements of modernity, history, empire, 
and architecture…”2. 

A study of the spatialization of racial and cultural difference 
in the designs of the 1851 Great Exhibition in England and 
the 1893 World’s Columbian Exposition in the United States 
points towards the different ways in which these exhibitions 
fed into imperial narratives of Western superiority and the 
colonial projects of both countries. While the Great Exhibition 
organized the world’s nations under one roof—in a display of 
Britain’s already expansive empire—the World’s Columbian 
Exposition organized the world’s nations along a linear 
hierarchal streetscape—the logic of which became instrumental 
to an American national narrative in which the former colony 
becomes a colonizer on the world stage.

The Great Exhibition was the first of its kind and was 
designed to celebrate technological innovation, educate the 
general population, and communicate the power of Britain’s 
industry and empire on a global scale. The Crystal Palace that 
housed the exhibition was a powerful symbol in itself. Designed 
by architect Joseph Paxton, the building was constructed almost 
entirely of glass with a cast iron frame—an unprecedented use 
of glass made possible by modern technological innovations in 
the manufacture of glass sheeting. As such, the Crystal Palace 
stood as a monumental testimony to British industrialism and 
innovation on the path towards modernity.  The palatial scale 
of the building was seemingly important to its function as a 
symbol of both empire and industry, in which the nations of the 
world were organized within one large structure constructed 
by the British nation on British soil. In a publication promoting 
the commercial benefits of the Exhibition, William Felkin 
writes: 

“How many will see London for the first time, in 
its innumerable points of historic interest, 
and in its present magnificence and power; 
constituting it the real metropolis of the 
world.”3

The organization of the world’s nations within the 
Crystal Palace followed the logic of a world market, in which 
commodity, resource, and material wealth were put on display 

[1] Timothy Mitchell, Colonising Egypt (Berkeley: Uni-
versity of California Press, 1988): xiii.

[2] Irene Cheng, “Structural Racism in Modern Architec-
tural Theory.,” in Race and Modern Architecture: From 
the Enlightenment to Today, by Mabel O. Wilson, Irene 
Cheng, and Charles Davis (Pittsburgh: University of 
Pittsburgh Press, 2020), 134.

[3] Felkin, W. and Edmund Potter. “The Exhibition in 
1851, of the products and industry of all nations: its 
probable influence upon labour and commerce.” Great 
Exhibition Collection . Comp. The Victoria and Albert 
Museum. London: Arthur Hall, Virtue, and Co. , [1851]; 
[1853]. Pamphlet; Correspondence: 9. 
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Figure 2. Exhibition 1851: prints. c.1851. Available through: Adam Mat-
thew, Marlborough, World’s Fairs, http://www.worldsfairs.amdigital.

co.uk.ezproxy.cul.columbia.edu/Documents/Details/VAM_106_A_26 [Accessed 
November 09, 2022].

[4]  Paul Greenhalgh, Ephemeral Vistas: The Expositions Universelles, 
Great Exhibitions, and World’s Fairs, 1851-1939, Studies in Imperialism 
(Manchester, UK : New York: Manchester University Press ; Distributed 
exclusively in the USA and Canada by St. Martin’s Press, 1988), 53.

[5] Greenhalgh, 53.

[6] Felkin and Potter, 12-13. 

[7] Greenhalgh, 53     

[8] Walter Benjamin and Howard Eiland, “Selected Writings. 
Volume 3: 1935 - 1938 / Edited by Howard Eiland and Michael 
W. Jennings ; Translated by Edmund Jephcott, Howard Eiland, 
and Others,” ed. Michael W. Jennings, trans. Edmund Jephcott, 
First paperback edition (Cambridge, Massachusetts: Belknap 
Press of Harvard University Press, 2006), 37.

[9] Mitchell, xiii-xiv.

[10] Cheng, 137. 

[11] Greenhalgh, 53     

as the products of imperial gains. As historian Paul Greenhalgh notes, 

“By 1849, when the Great Exhibition was in its planning phase, British life was already difficult 
to conceive of in the absence of overseas resources…On the domestic front, power groups within 
British society increasingly saw the need to educate the population on the merits of the empire…
Empire was to be ‘naturalized’ for the British public, settled into their way of life in order to 
make them feel comfortable with the thought of Africa, Asia, and India.”4

He goes on to argue that “the first organizational task that the Royal Commission controlling the Exhibition set itself was the 
orchestration of colonies, dominions and dependencies into a huge imperial display.”5  The validity of this claim is evidenced 
in the visual and spatial emphasis put on the Indian section of the exhibition, which was heavily endowed by the East India 
Company and prominently positioned in the center of the of the exhibition hall (Figures 3 and 4).

In privileging the Indian display, the Royal Commission was able to construct a sort of imperial success narrative, in 
which the British Empire benefits from the material wealth extracted from the territories and the territories benefit from the 
“civilizing” influence of the British Empire. 

This logic is apparent as Felkin writes, “Civilization, comfort, elegant refinement, and excellence 
in the arts, are attained only by each man endeavoring to improve upon the works of others.”  Felkin 
goes on to write, “…it is an important fact, with which men have to deal: to compete more or less 
with the whole world, is their lot. To induce all the world to become customers and consumers, 
would seem to be the wisdom of our country and age.”6  

The production of the global market through commodity spectacle and displays of the accumulated wealth of the British Empire 
was central to the commercial and imperial projects of The Great Exhibition. 

“Like everything else at the Great Exhibition,” Greenhalgh argues, “Empire was a commodity…This 
point was reinforced by the way the countries within the empire were exhibited, as quantifiable 
batches of produce rather than as cultures.”7 The spatial organization of countries and territories 
into a “universe of commodities” contained under one roof in The Great Exhibition operated to both 
naturalize the British Empire’s projects of territorial expansion in the public consciousness and 
to alienate the products of colonial extraction and the productive powers of each territory from 
their context of displacement.8  

The placement of countries into museum-like displays of commodities framed within cultural embellishments, as seen 
in Figure 5, confuse the distinction between reality and representation and create an image of culture that is designed to be 
consumed. The interplay of cultural and commercial spectacle casts the objects on display as at once commodity and artifact. 
In presenting cultural and material difference in this way, the displays cast the cultural “other” as a commodity within the 
framework of modern capitalism and a historicized subject in a narrative of modern European progress. As historian Timothy 
Mitchell explains, 

Physical barriers separate the exhibition from the real world outside. The displays inside are 
arranged to express the European historico-geographic order of culture and evolution…As a result, 
the exhibition appears not just to mimic the real world outside but to superimpose a framework 
of meaning over its innumerable races, territories, and commodities. Made to appear an abstract 
order apart from physical reality, this framework is an effect of structure analogous to those 
of military order, urban planning, and other colonizing practices…produced by similar methods of 
coordination and arrangement.9

The European historico-geographic order laid out in the world exhibitions relied heavily on the racialization of non-
Western nations—a process that was intimately entangled with the expansion of Western territories and capitalist relations of 
production. 

The racialized imperial logic that found its form in the construction of the Crystal Palace and 
spatial organization of the Great Exhibition went on to inform future exhibitions across Europe and 
America, foreshadowing “a trope of Europeans being considered capable of progress and historical 
advancement, while other groups were condemned to historical stagnation.”10 
 

As Mitchell’s commentary suggests, it is difficult to separate the spatial logic of the world exhibitions from the urban and 
colonial projects of the Western nations. While the Great Exhibition can be understood as a celebration and naturalization 
of Britain’s already powerful empire, which focused primarily on the economic value of colonial economies, the 1893 World’s 
Columbian Exposition in the United States helped to establish both the architectural and ontological framework for imperial 
projects to come.

The primary attractions of Chicago’s 1893 World’s Columbian Exposition were the Midway Plaisance—an ethnographic 
display which was presented as a sort of carnivalesque museum of human evolution—and The White City to which the Midway 
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Figure 5. Dickinsons’ comprehensive pictures of the 
Great Exhibition of 1851, volume 3.) 1852. Available 
through: Adam Matthew, Marlborough, World’s Fairs, 
http://www.worldsfairs.amdigital.co.uk.ezproxy.cul.
columbia.edu/Documents/Details/VAM_46_K_3a

Figure 4. The Art journal illustrated catalogue of 
The Industry of All Nations, 1851. Available through: 
Adam Matthew, Marlborough, World’s Fairs, http://www.
worldsfairs.amdigital.co.uk.ezproxy.cul.columbia.edu/
Documents/Details/VAM

led—an aspirational exhibition of neoclassical 
architecture that was designed to assert America’s place 
among the European powers of the Western World. Borrowing 
from the racial logic of the European World Exhibitions, the 
Midway Plaisance shifted the focus that had been placed on the 
material resource of the territories in The Great Exhibition to 
a racialized anthropological exposition of cultural difference. 
While still following the same civilizing narrative of Western 
progress promoted by The Great Exhibition—which claimed 
to celebrate the “Industry of All Nations” under one roof—the 
World’s Columbian Exposition kept the displays of the non-
Western nations distinctly separate from the main fairgrounds, 
placing them on the outskirts in the Midway Plaisance.

The Midway Plaisance was comprised of a series of 
ethnographic displays organized in a hierarchical linear 
arrangement from the most “primitive” cultures to the most 
advanced. Each display was modeled as an  “authentic” 
ethnic village which functioned as a sort of living museum in 
which visitors could observe the lifestyle, architecture, dress, 
and habits of the peoples of exotic nations in their “natural” 
environments. Nations considered to be lowest on the 
evolutionary scale were placed at the far end of the strip, while 
nations that were deemed to be more advanced were placed 
with increasing proximity to the main fairgrounds and the 
pinnacle of civilization embodied by The White City (Figure 
7). The spatial organization of ethnic populations along a 
developmental scale was complimented by and reproduced 
in numerous pamphlets and publications documenting the 
exhibition. In a photo published in Views of the World’s fair 
and Midway Plaisance (1894), a man participating in the 
“Wild East” display—located at the farthest reaches of the 
strip—is shown posing with a heavily adorned camel (Figure 
8). The subjects of the image are centered in the frame against 
a background of hut-like structures in the distance. The 
composition of the image works to alienate the subjects from 
their context, suggesting that the image itself be read as a sort 
of cultural artifact. The caption to the photo reads: 

In the Wild East Encampment, as it was called, 
there was a very fair representation of the 
races who do not leave the deserts of North 
Africa altogether uninhabited and who take 
their horses and camels almost into the family. 
The illustration gives an excellent idea of 
the type, both of man and beast.12  

Here too, the subjects of the image are treated in abstraction, 
placed within a categorical framework that type-casts “both 
man and beast”—who are treated in close proximity to each 
other—as abstracted representations of cultural difference. 

[12] W.B. Conkey Company. “Views of the World’s fair 
and Midway plaisance ...” Chicago: W.B. Conkey Company, 
1894.

[13] Flinn, John J. “Official guide to Midway plai-
sance.” Chicago: The Columbian Guide Company, 1893: 20. 
Pdf. <https://www.loc.gov/item/05028671/.>.

[14] Irene Cheng, “Structural Racism in Modern Archi-
tectural Theory.,” 136.

[15] Irene Cheng, “Structural Racism in Modern Archi-
tectural Theory.,” 146.

The perceived proximity between the more “primitive” 
populations and their animals was a common trope throughout 
the fair and worked to emphasize the spatial, temporal, and 
cultural distance between non-Western populations and the 
civilizations of the West. This imagination of the non-Western 
nations as far removed from the civilized West is made explicit 
in the Official Guide to the Midway Plaisance which reads,

The Street In Cairo is one of the great 
attractions of the Midway Plaisance. Only a 
few steps from the crowded roadway one finds 
oneself in the center of a busy thoroughfare 
in ancient Egypt, where the architecture, 
the surroundings and the people are as far 
removed from anything American as could well 
be imagined.13

 
Significantly, this portion of the Plaisance, which was designed 
as an immersive replica of a Cairo streetscape and promoted as 
a place in which visitors could observe the wonders of ancient 
Egypt, also housed the displays of many contemporary African 
nations, including representatives of the Nubian and Soudanese 
peoples, pictured in Figures 9 and 10. In collapsing the 
spatial and temporal distinction between ancient Egypt and 
contemporary African populations, the display locates the 
nations of Africa in a sort of ahistorical pastime, frozen in a 
stagnant stage of development long surpassed by the West.

The language and reproduction of images in such 
publications provide critical insight into the framework 
through which the ethnographic displays were being received 
and how the racialized perceptions of cultural difference that 
were being produced and consumed fed into a larger narrative 
of Western superiority that drew a direct connection between 
race and a capacity for cultural development. 

The racialized spatial logic of the Midway 
Plaisance reflected rising trends in the field of 
anthropology, in which “older ideas of cultural 
and population groups being distributed across 
geographic space gave way to chronological 
schema that arrayed different races along a 
hierarchical developmental timescale...”14  

By inviting visitors to travel through a living timeline of human 
development that dissociated non-Western populations 
from their contemporary context and situated them within 
a constructed timeline of Western progress, the Midway 
Plaisance was instrumental in fostering an American sense of 
self that relied on a comparative study of American achievement 
against the perceived stagnation of racial and cultural others. 
Further, in organizing the peoples of the world into distinct 
racial categories along a spectrum from the primitive to 
the civilized the Plaisance played into an American mythos 
predicated on the belief that racially diverse non-Western 
populations were, by nature, inferior to white Americans, who 
were cast as the decedents of Anglo-European societies. 

“The consensus among many anthropologists, race 
scientists, and historians,” Cheng explains, 
“was that European societies had evolved 
through historical time, whereas non-Western 
cultures remained “arrested” at their moment 
of inception, suspended in a nonhistorical 
mode.”15 

Figure 7. Flinn, John J., Comp. Official guide to Midway plaisance. [Chicago, The Columbian guide company, 1893] 
Pdf. https://www.loc.gov/item/05028671/.

Figure 6. Flinn, John J., Comp. Official guide to Midway plaisance. [Chicago, The Columbian guide company, 1893] 
Pdf. https://www.loc.gov/item/05028671/.
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Figure 3. Great Exhibition (1851 : London, E. (1851). Plan of the building, Great Exhibition, 1851. [London]

These ideas were further reinforced by the 
exhibits contained in the Anthropology Building 
which acted as the scientific compliment to 
the ethnographic displays of the Plaisance 
and included exhibits such as the “Skulls of 
Races” which offered a comparative study of 
human skulls as a means of tracing racial 
genealogies and distinguishing between the 
races.16  

Working in tandem with the ethnographic exhibits of the 
Midway Plaisance, the exhibits contained in the Anthropology 
Building served to draw a connection between the biological 
and cultural evolution of humanity in which different races were 
“scientifically” proven to be at differing stages of development. 

The racialized logic of the Midway Plaisance 
was mirrored in the exhibition as a whole which 
established a spatialized hierarchy between 
the non-Western nations of the Plaisance and 
the White City to which they ultimately led.17

 

While each nation’s proximity to the White City reflected its 
perceived position along the scale of progress, they remained 
distinctly separate. Positioned on the main fairgrounds, 
the White City was cast as the architectural embodiment 
of Western civilization’s advance and the antithesis to the 
ethnographic displays on view in the Midway. As such, the 
spatial relationship between the White City and Midway 
Plaisance contributed to an imagination of the city itself as a 
sort of civilizing force. 

Organized by architect Daniel Burnham, the White 
City was an exhibition of both neoclassical architecture and 
modern technological innovation (Figure 12). 

For Burnham, the city represented “not merely 
civic pride”, but rather the promise of a 
“constant, steady determination to bring about 
the very best conditions of city life for all 
the people…”.18

 

Meant to embody the heights of Western civilization, the 
White City was presented to Americans and spectators around 
the world as a sort of model utopia of civic order and moral 
virtue during a period of extreme social and financial unrest 
in America’s urban centers. As historian Robert W. Rydell 
explains:

“For Americans bewildered by the industrial 
transformation of their society, the palatial 
grandeur of Jackson Park served to confirm 
belief in an idealized American past, as well 
as to sustain faith in America’s future, by 
providing visible examples of the actual and 
potential morality, progress, and culture of 
the nation.”19 

To this end, the White City’s neoclassical architecture was 
a way for America to lay claim to a cultural heritage passed 
down from the Greek and Roman empires—establishing a 
visual connection between America’s imagination of itself as a 
rising Western power and the ancient civilizations of the West. 

“Both America and Chicago,” Rydell argues, “were determined 

to present themselves to the rest of the world 
as the rightful inheritors and guardians of 
all that was best in the world’s high culture 
and civilization…”.20  

Burnham describes his admiration for the 
architectures of Greece and Rome in his Plan 
for Chicago, writing, “As Athens represents 
the highest expression of civic beauty which 
mankind has witnessed, so Rome stands for 
power and the magnificence thereof. Mistress 
of the world she styled herself; and to-day 
she can still lay claim to her other proud 
title of the ‘Eternal City’”.21  

For the fair’s designers, the White City was meant to harness 
the power of the eternal, placing a national American mythos 
into a grand narrative that existed beyond the scope of the 
nation’s borders. For Burnham and his counterparts, the city 
embodied both an idealized American past and the projected 
values of America’s future. 

In reality, Burnham’s supposed “determination to bring 
about the best conditions of city life for all the people” fell 
short of its promise. 

The American utopia celebrated in the exhibition 
was, by design, a racially exclusive one that 
reinforced ideas of “a descending scale of 
humanity that legitimated and naturalized 
subordination” while furthering “whiteness as 
the norm of humanity and the scale and measure 
of man.”22 

In addition to confining Indigenous and non-Western 
populations to the Midway Plaisance, the fair’s organizers 
notably excluded the stories and participation of recently 
emancipated Black Americans from the fair’s program entirely. 
In response to this exclusion, Frederick Douglas wrote: 

“America is just now, as never before, posing 
before the world as a highly liberal and 
civilized nation, and in many respects, she 
has a right to this reputation. She has brought 
to her shores and given welcome to a greater 
variety of mankind than were ever assembled 
in one place […] and as if to shame the Negro, 
the Dahomians are also here to exhibit the 
Negro as a repulsive savage.”23 

In the same publication Ida B. Wells asks, “Why 
are not the colored people, who constitute so 
large an element of the American population, 
and who have contributed so large a share 
to American greatness, more visibly present 
and better represented in this World’s 
Exposition?”24   

For Douglas, the answer is clear as he goes 
on to explain “the grounds of the prejudice, 
hate and contempt in which we are still held 
by the people, who for more than two hundred 
years doomed us to this cruel and degrading 
condition. So when it is asked why we are 
excluded from the World’s Columbian 

[16] World’s Columbian Exposition (1893: Chicago).

[17] Irene Cheng, “Structural Racism in Modern Architectural Theory.,” 137.

[18] Daniel Hudson Burnham and Edward H. Bennett, Plan of Chicago (New York: Princeton 
Architectural Pr, 1993), 8.

[19] Robert W. Rydell, “The World’s Columbian Exposition of 1893: Racist Underpinnings 
of a Utopian Artifact*,” Journal of American Culture 1, no. 2 (June 1978): 254, https://
doi.org/10.1111/j.1542-734X.1978.0102_253.x..

[20]Rydell, 260.

[21] Burnham and Bennett, Plan of Chicago, 11.

[22] Saidiya V. Hartman, Scenes of Subjection: Terror, Slavery, and Self-Making in Nine-
teenth-Century America, 1st ed (Erscheinungsort nicht ermittelbar: W. W. Norton & Compa-
ny, Incorporated, 2022), 121.

[23] Frederick Douglass, The Reason Why the Colored American Is Not in the World’s Co-
lumbian Exposition (Chicago, IL: Privately Published, 1893), 6, https://search.alexan-
derstreet.com/view/work/bibliographic_entity%7Cbibliographic_details%7C4389843.

[24] Wells, Ida B. “Preface.” Douglass, Frederick. The reason why the colored American 
is not in the World’s Columbian exposition [electronic resource] : The Afro-American’s 
contribution to Columbian literature ... Chicago: Privately
Published. Alexander Street,2. 
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Exposition, the answer is Slavery.”25

 
The decision to exclude Black Americans from the national narrative of American progress is indicative of 

the ways in which the fair was organized to present America as a civilizing imperial force of cultural and moral 
superiority in the service of global progress. As Saidiya Hartman has argued, 

“Emancipation had been the catalyst for a transformed definition of citizenship and 
a strengthened national state. However, the national identity that emerged in its 
aftermath consolidated itself by casting out the emancipated from the revitalized body 
of the nation-state that their transient incorporation had created.”26  

As a recognition of white America’s domination, exploitation, and subjugation of former slaves did not readily 
fit into the fair’s moralizing narrative and could undermine America’s imperial ambitions, it seems the fair’s 
organizers chose to disregard the reality of slavery and the formerly enslaved population entirely. Instead, as 
Douglas points out, the representation of Black populations within the fair was limited to the African villages of 
the Midway Plaisance. The exhibition of the Dahomey peoples, in particular, functioned as a sort of racialized 
barometer by which white America could measure its own superiority. Located at the far end of the Plaisance, the 
Dahomey Village was cast as the antithesis to everything The White City represented. The public reception to the 
Dahomey peoples as such is evidenced in James William Buel’s 1894 photographic portfolio of the exhibition, in 
which two Dahomians—one of whom appears to be wrapped in an American flag—are pictured sitting on a grassy 
mound (Figure 13). The caption below the photograph reads: 

DAHOMEY CANNIBALS. —It was a strange but purely scientific motive that prompted the 
bringing from Africa of a company of savage Dahomians, to exhibit them before the sharp 
and curious gaze of the World’s Fair visitors. But they afforded a remarkable contrast, 
the extreme of barbarity in contact with the highest types of civilization.27 

The deliberate presentation of the Dahomey peoples as barbaric cannibals in contrast to the glorified civility of 
The White City, in consort with the exclusion of Black Americans from the national narrative, further encouraged a 
perception of non-White populations as ahistorical “others” abstracted from their contemporary context. As Cheng 
explains, 

“A great many of these racialized architectural histories depicted white Aryans as 
agents of historical change whose architecture was uniquely capable of progress and 
development. Other, weaker groups were implicitly or explicitly portrayed as prone to 
stagnation or conquest.”28

In this regard, the exhibition of non-Western cultures in juxtaposition to the architecture of The White City 
operated as a framework through which white America could define itself as racially and morally superior agents 
of civilization.
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[25]  Frederick Douglass, The Reason 
Why the Colored American Is Not in the 
World’s Columbian Exposition (Chica-
go, IL: Privately Published, 1893), 6, 
https://search.alexanderstreet.com/view/
work/bibliographic_entity%7Cbibliograph-
ic_details%7C4389843

[26]  Hartman, Scenes of Subjection.

[27] James William Buel. “The Magic 
City: A Massive Portfolio of Original 
Photographic Views of the Great World’s 
Fair and Its Treasures of Art, Includ-
ing a Vivid Representation of the Famous 
Midway Plaisance: With Graphic Descrip-
tions by America’s Brilliant Historical 
and Descriptions.” 1894. Smithsonian 
Collections Online. Historical Publish-
ing Company. November 2022.

[28] Irene Cheng, “Structural Racism in 
Modern Architectural Theory.,” 146.

Figure 8. W.B. Conkey Company. (1894). Views of the World’s fair and Midway plaisance ... 
Chicago: W. B. Conkey company.
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Figure 9. W.B. Conkey Company. (1894). Views of the 
World’s fair and Midway plaisance ... Chicago: W. 

B. Conkey company.

Figure 10. W.B. Conkey Company. (1894). Views of 
the World’s fair and Midway plaisance ... Chicago: 

W. B. Conkey company.

The hierarchical racial logic put forth in the exhibition was 
intimately entangled with America’s projects of territorial 
expansion and the domination, transformation, and 
commodification of the American frontier. As Cheng argues,
 

“Beliefs about the inherent superiority of 
European civilization helped justify imperial 
subjugation and racial slavery—economic 
systems that surged to meet large-scale 
industrialization’s need for raw materials 
and expanded markets.”29 
  

Just as Britain’s emphasis on the Indian territories in the Great 
Exhibition encouraged an imagination of these territories as 
the natural imperial subjects of an inherently superior nation, 
the racialized logic of the World’s Columbian Exhibition 
helped to construct particular ways of viewing non-Western 
populations as not only inferior, but as incapable of progress 
without the help of the rapidly modernizing West. 

The relationship between territorial domination and 
a racialized understanding of progress becomes particularly 
apparent in the treatment of America’s Indigenous populations 
throughout the fair. In the Official Guide to the Midway 
Plaisance the North American Indian village is described with 
the following: 

“To the eastern and foreign visitors this 
village will, perhaps, have a greater 
attraction than many of its neighbors, for 
here may be seen the remnants of some of 

the greatest tribes of North American Indians 
that the white man has disinherited and 
almost annihilated. The Pottawatomies and 
Winnebagoes have a peculiar interest, for 
these tribes less than one hundred years ago 
were in possession of the land upon which 
Chicago stands today.30

 

Here, even as living representatives of Indigenous tribes 
actively participated in the display, they were cast as the 
“remnants” of an already conquered people. 

The display thus becomes “instrumental in 
dissociating Indigenous populations from 
their contemporary context and presenting them 
instead as subjects belonging to a distant 
past.”31  

At the same time, the fair’s organizers present the decimation 
of North America’s Indigenous populations as an event 
confined to the chapters of history and as such something to 
be understood as a necessary step along the civilizing path 
towards progress, without which America’s great cities would 
not exist. A photograph taken from Buel’s collection further 
illustrates how Indigenous peoples were figured into the 
America’s civilizing narrative (Figure 14). 

“Our illustration is one of two Sioux men,” 
the caption reads, “whose style of dress shows 
the result of contact with civilization. In 
earlier years their raiment was principally 
a breech-clout and blanket, but progress has 
effected changes, which, though gradual, will 
in a few years more eliminate every appearance 
of savagery in the dress and customs of the 
plains Indians.”32

Buel’s caption points towards the ongoing policies of cultural 
erasure that were presented to the American public not only as 
a natural step in the civilizing and colonizing processes but as 
something to be celebrated. 

In addition to the display, as the Official 
Guide goes on to advertise, “War dances are 
given and trinkets are sold as souvenirs.”33 
 

Here, the war dances and “trinkets” of Indigenous peoples are 
extracted from their original context and presented as both 
spectacle and commodity to be consumed by curious visitors. 
The narrative seemed clear: Manifest Destiny was complete, 
the Indigenous peoples of North America had been conquered, 
and just as Indigenous land had been transformed from the wild 
frontier into commodified territory; Indigenous populations 
and their cultural practices had also been transformed from a 
formidable threat into harmless commodified entertainment 
and living testimony to America’s power as a civilizing force.
 

In reinforcing this narrative, the fair 
“became complicit with processes of genocide 
and empire expansion,” encouraging a 
colonial imagination that native populations 
needed to be conquered and brought into 
civilization; and that native lands could be 
transformed through processes of domination, 

urbanization, and extraction.34    
The strategic positioning of the Pacific Nations just after 

the American Indian display in the Midway Plaisance further 
reinforced the idea that Manifest Destiny had been successfully 
completed across the North American frontier and seemed 
to imply that the natural next step was to extend America’s 
imperial reach beyond the frontier into overseas territories. 

Each ethnographic display was promoted by the 
fair directors as “an exact representation of 
a native village” from which visitors could 
walk away with exotic souvenirs made by the 
native peoples of far-away lands.35 
 

This carnivalesque display of exoticized cultures, in which 
everything was for sale, encouraged visitors to view the 
culture, labor, resource, and land of foreign nations as theirs 
to be consumed. In this sense, the Midway Plaisance not only 
established a hierarchal developmental schema of cultural 
difference, but also operated as a spatial mapping of each 
nation’s potential value in the context of America’s burgeoning 
imperial ambitions. 

In the years following the World’s Columbian Exhibition, 
the United States extended its imperial reach overseas, 
formally annexing Hawaii, pushing into Latin America, and 
taking possession of former Spanish colonies in the Caribbean 
and Pacific.

 
America’s projects of territorial expansion 
were analogous to European expansions into 
“The Orient”, which, Mitchell explains, 
“refused to present itself like an exhibit, 
and so appeared simply orderless and without 
meaning.”  As a result, “the colonizing process 
was to introduce the kind of order now found 
lacking…”37

  
For this, the United States looked to the White City as a model 
of structural order and stylistic coherence that could be applied 
beyond the scope of the exhibition. Designed to embody the 

[29] Irene Cheng, “Structural Racism in Modern Archi-
tectural Theory.,” 136.

[30] Flinn, John J. “Official guide to Midway plai-
sance.” Chicago: The Columbian Guide Company, 1893: 20. 
Pdf. <https://www.loc.gov/item/05028671/.>.

[31] Ana Leon. “Bones of a Nation.” Manifest Journal 
(2020): 22.

[32] James William Buel. “The Magic City: A Massive 
Portfolio of Original Photographic Views of the Great 
World’s Fair and Its Treasures of Art, Including a Viv-
id Representation of the Famous Midway Plaisance: With 
Graphic Descriptions by America’s Brilliant Historical 
and Descriptions.” 1894.

[33]  Flinn, John J. “Official guide to Midway plai-
sance.” Chicago: The Columbian Guide Company, 1893: 27. 

[34]  Ana Leon. “Bones of a Nation.” Manifest Journal 
(2020): 22

[35-37] Timothy Mitchell, Colonising Egypt: xv. 
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Figure 11. Heinze, Hermann, A. Zeese & Co, 
and World’S Columbian Exposition. Souvenir 
map of the World’s Columbian Exposition at 
Jackson Park and Midway Plaisance, Chica-
go, Ill, U.S. A. Chicago: A. Zeese & Co., 
Engravers, 1892. Map. https://www.loc.gov/

item/20105

civic values, moral superiority, and cohesive power of white 
American civilization, the White City was viewed as the 
antidote for the perceived chaos of the territories.  

The policies of exploitation, cultural erasure, 
displacement, and racialized ideas of American superiority 
propagated by the World’s Fair went on to be enacted both at 
home and abroad through the City Beautiful Movement in the 
late 19th and early 20th centuries. 

Taking inspiration from Burnham’s White 
City,“City Beautiful architects constructed 
neoclassical civic buildings and ornamental 
landscapes that symbolically restored 
order to rapidly changing cities by 
exerting[...]‘extensive monumental control of 
the ground’”.38

The City Beautiful Movement was particularly 
influential to projects of American imperialism 
in Latin America and the Philippines. Burnham’s 
extensive urban renewal in Manila was a 
poignant example of how the urban strategies 
modeled by the White City could be used “as a 
means of undermining the historical authority 
of local traditions” and concretizing U.S. 
control over the territory.39  

“Such enterprises,” historian Mario Manieri-
Elia explains, “were naturally accompanied 
by an elaborate ideological program that 
presented the Americans as missionaries of 
order and civilization and thus by right the 
arbiters of all controversies.”40  

The City Beautiful Movement adopted the Beaux-Arts plans 
and neoclassical monumental structures perpetuated through 
the White City as a means of establishing control, order, and 
American values on communities that were seen as somehow 
lesser than and in need of reform. 

At the same time that City Beautiful designs were 
being used in the service of American imperialism abroad, 
they were also being enacted in American cities in the name of 
progressive reform. As industrialized cities were facing issues of overcrowding, 

[38] Krysta Ryzewski, “No Home for the 
‘Ordinary Gamut’: A Historical Archae-
ology of Community Displacement and the 
Creation of Detroit, City Beautiful,” 
Journal of Social Archaeology 15, no. 
3 (October 2015): 410, https://doi.
org/10.1177/1469605315601907.

[39] Mario Manieri-Elia. “The City 
Beautiful under Imperialism.” Ciucci, 
Georgio, et al. The American City: From 
the Civil War to the New Deal. M.I.T., 
1979: 81.

[40] Mario Manieri-Elia. “The City 
Beautiful under Imperialism.”, 78.

congestion, poverty, immigration, and sanitation, civic 
leaders and reformers looked to the White City as a means of 
mitigation these issues within the American cityscape. Large-
scale City Beautiful urban renewal projects were undertaken 
in cities such as Harrisburg, Chicago, and Detroit, each one 
disproportionately displacing immigrant communities and 
communities of color. 

Whether at home or abroad, the racialized imperial 
logic of the World’s Columbian Exposition remained central to 
America’s urban and colonial ambitions. Analogous to the ways 
in which Britain’s World Exhibition worked to naturalize a public 
imagination of the territories as a universe of commodities with 
unlimited resources for the British population, the World’s 
Columbian Exposition was instrumental in popularizing a 
sense of white American superiority defined by a racialized 
comparison to non-white populations whose racial, cultural, 
and commercial proximity to white America dictated their 
placement on the developmental scale of human progress, 
their position in the national narrative, and their status 
as potential colonial subjects. While the European World 
Exhibitions largely served to defend, justify, and expand the 
already expansive imperial projects of the European nations, 
the World’s Columbian Exposition laid the foundations for 
America’s future imperial ambitions. Moving from the self-
contained structure of the exhibition hall to the self-propelling 
logic of the street, the spatial organization of each fair reflected 
the colonial impulse of each nation. Beyond the United States 
and Great Britain, the World Exhibitions of the 19th Century—
as elaborate displays of imperial power, cultural difference, and 
commodified territories—were instrumental in popularizing 
racialized imperial narratives of progress and civilization that 
worked to legitimate, justify, and naturalize the subjugation, 
exploitation, and displacement of racial and cultural “others” 
in the service of Western imperialism. 

Figure 13. Buel, James William. The Magic City; a Massive Portfolio of Original Photographic Views of the Great 
World’s Fair (1894)

Figure 14. Buel, James William. The Magic City; a Massive Portfolio of Original Photographic Views of the Great 
World’s Fair (1894)
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04KINESTHETIC MAPPING DEVICE







I n  1996,  the  day a f te r  Chr i s tmas ,  s i x -
year  o ld  JonBene t  Ramsey was  found 
murdered in  the  basement  o f  her  fami ly ’s 
home in  Bou lder  Colorado,  spark ing a 
na t ion-wide media  f renzy.  JonBene t ’s 
murder  remains  unso lved,  bu t  her  s to ry 
has  taken on a  l i fe  o f  i t s  own.  Fo l lowing 
her  death ,  JonBene t ’s  name domina ted 
media  headl ines  and her  pagean t 
pho tos  domina ted tab lo id  covers  a t 
every  newss tand.

A lmos t  30 years  la te r,  JonBene t  Ramsey 
remains  ingra ined in  the  Amer ican 
psyche .  However  there  seems to  be a 
d i s sonance be t ween the  c r ime i t se l f 
and the  s to ry  tha t  has  deve loped in 
the  soc ia l  imaginary.  De ta i l s  o f  the 
ongoing case con t inue to  be c i rcu la ted 
among the  pub l ic .  Fa l se  con fess ions , 
m i shand led ev idence ,  and s in i s te r 
suspec t s ,  have been a  fasc ina t ion  fo r 
a rmchai r  de tec t i ves  and consp i racy 
theor i s t s .

05ANOTHER 
SAD DAY IN 
AMERICA

Core Architecture Studio II | Spring 2023 | Critics: Mark Wasiuta + Jarrett Ley

 
 
C
O
R
E
 
I
I
 
A
R
C
H
I
T
E
C
T
U
R
E
 
S
T
U
D
I
O
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
0
5
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
S
P
R
I
N
G
 
2
0
2
3
 

      



Core Architecture Studio 1 | Fall 2022Core Architecture Studio 1 | Fall 2022
Critc: Carlyle FraserCritc: Carlyle Fraser

 
 
C
O
R
E
 
I
I
 
A
R
C
H
I
T
E
C
T
U
R
E
 
S
T
U
D
I
O
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
0
5
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
S
P
R
I
N
G
 
2
0
2
3
 

      

Core Architecture Studio
Damage Control | Spring 2023

Critics: Mark Wasiuta + Jarrett Ley

ANOTHER SAD DAY 
IN AMERICA

Thi s  p ro jec t  i s  an  inves t iga t ion  o f  bo th 
the  c r ime and the  cu l tu re  tha t  obsessed 
over  i t .  Th i s  p ro jec t  exp lores  media 
sensa t iona l i sm,  d i s in fo rmat ion ,  and 
consp i racy  theor ies  and the i r  e f fec t s 
on  pub l ic  hea l th  and the  Amer ican 
imagina t ion . 

Amer ica ’s  fasc ina t ion  wi th  the  case 
i s  deeply  en tang led wi th  Amer ica ’s 
imagina t ion  o f  i t se l f .  The  Ramsey home 
ac ted as  an  icon ic  symbol  o f  whi te  upper 
m idd le  c lass  suburb ia  and the  death  o f 
JonBene t  sparked a wide -spread sense 
tha t  the  idea l ized Amer ican l i fes t y le  th i s 
fami ly  represen ted was  under  threa t .

The fami ly  home ac ted as  a  s tage fo r 
the  un fo ld ing o f  var ious  consp i racy 
theor ies  sparked by  a  pub l ic  des i re  to 
par t ic ipa te  in  the  case .  The rup tu red 
sphere  o f  domes t ic i t y  became an 
in t imate  s i te  o f  damage in  the  cu l tu ra l 
psyche o f  Amer ica .  The mishand l ing 
o f  ev idence ,  gaps  in  the  t ime l ine — 
the  space be t ween the  known and the 
unknown— leaves  the  case i t se l f  r ipe 
fo r  consp i racy  as  Amer ica found i t se l f 
deeply  en thra l led wi th  th i s  Amer ican 
dream gone wrong.



Core Architecture Studio
Damage Control | Spring 2023

Critics: Mark Wasiuta + Jarrett Ley

ANOTHER SAD DAY IN 
AMERICA

The proposed JonBene t  Ramsey Research 
Ins t i t u te  fo r  Forens ic  Consp i racy  i s  a 
fo rens ic  recons t ruc t ion  o f  the  Ramsey home 
in  which  var ious  p ieces  o f  ev idence are 
pu t  on  d i sp lay.  These ob jec t s  a re  t rea ted 
as  bo th  ar t i fac t s  o f  the  c r ime and ar t i fac t s 
o f  domes t ic i t y,  bo th  o f  which  have been 
cons t i t u ted by  a  cu l tu re  o f  commodi f ica t ion 
and d i sp lay.  The des ign  looks  a t  the  house 
as  a  cons te l la t ion  o f  scenes  o f  ev idence , 
p rov id ing van tage po in t s  tha t  the  house 
o therwise  wou ldn’t  a l low — a fo rens ic  tes t ing 
chamber  tha t  takes  on  a  sor t  o f  do l lhouse 
log ic  to  a l low v i s i to rs  to  s imu la te  d i f fe ren t 
scenar ios .
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Critics: Mark Wasiuta + Jarrett Ley

ANOTHER SAD DAY IN 
AMERICA

.
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https://www.youtube.com/watch?v=6kUh6LKUVAY


From the  e rad ica t ion  and d i spossess ion 
o f  ind igenous  lands  to  the  dec imat ion 
and d i sp lacement  o f  Af r ican graves , 
the  grounds  o f  Har lem car ry  v io len t 
co lon ia l  legac ies  o f  d i spossess ion  and 
erasure .  However,  Har lem i s  a l so  home 
to  r ich  cu l tu ra l  h i s to r ies  and a  d iverse 
range o f  cu l tu ra l  and sp i r i t ua l  p rac t ices 
tha t  no t  on ly  recogn ize the  rea l i t y  o f 
genera t iona l  t rauma,  bu t  a l so  the  power 
o f  genera t iona l  s t reng th  and suppor t 
i n  the  con tex t  o f  co lon ia l  p rocesses  o f 
e rasure . 

06COMMON  
GROUNDS

Core Architecture Studio III | Fall 2023 | Critic: Benjamin Cadena | Design Parter: Caroline Smith
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Core Architecture Studio III

Fall 2023 | Critic: Benjamin Cadena
Design Parter: Caroline Smith

COMMON GROUNDS

Think ing through the  layered h i s to r ies 
en tang led in  the  landscape and 
ourse lves ,  th i s  p ro jec t  seeks  to  prov ide 
a  space fo r  t ransgenera t iona l  l i v ing 
in  which  the  archi tec tu re  o f  the  home 
a l lows  fo r  a  f l u id i t y  be t ween wor lds 
and a space fo r  cohabi ta t ion  wi th  our 
ances tors .

In  des ign ing no t  on ly  fo r  the  l i v ing , 
bu t  a l so  fo r  the  ghos t s  tha t  remain ,  we 
hope to  fos te r  an  env i ronment  in  which 
our  ances t ra l  re la t ions  are  woven in to 
the  fabr ic  o f  everyday l i fe  to  a l low for 
t ransgenera t iona l  in t imac ies  and care .

Whi le  the  l i v ing  spaces  are  ra i sed 
above the  ground–each un i t  des igned 
to  co l lec t  and con ta in  r i t ua l  ob jec t s  tha t 
embody complex  s t ruc tu res  o f  ances t ra l 
re la t ion–the ground f loor  i s  t rea ted as  a 
common ground fo r  re f lec t ion ,  hea l ing , 
and cu l t i va t ion  gu ided by  ances t ra l 
knowledge passed down and bu i l t  upon 
through genera t ions .



Core Architecture Studio III
Fall 2023 | Critic: Benjamin Cadena

Design Parter: Caroline Smith

COMMON GROUNDS

The s i te  i t se l f  i s  cu r ren t ly  occup ied by  an 
abandoned warehouse tha t  s tands  a t  the 
edge o f  the  lo t .  See ing th i s  ex i s t i ng  s t ruc tu re 
as  an  oppor tun i t y  to  re th ink  the  concept  o f 
adapt i ve  reuse ,  we dec ided to  a l low for  the 
she l l  o f  th i s  vacan t  warehouse to  fa l l  to  ru in , 
imagin ing tha t  the  bones  o f  th i s  s t ruc tu re  wou ld 
progress i ve ly  c rumble  over  t ime ,  becoming a 
par t  o f  the  landscape. 

Wi th in  the  ru ins ,  we’ve  p laced a commun i t y 
herb  garden ,  in  which  members  o f  the 
commun i t y  can cu l t i va te ,  learn ,  and bu i ld 
upon botan ica l  knowledge passed down 
through genera t ions . 

At  the  back  o f  the  garden we’ve  p laced a 
commun i t y  k i tchen .  Th i s  des ign  focuses  on  the 
k i tchen in  bo th  the  pr i va te  and pub l ic  rea lms ,  
as  a  key  space fo r  r i t ua l  commun ion wi th  the 
dead.  Th i s  i s  a  space where  you might  fee l 
espec ia l ly  connec ted to  your  ances tors .  Here , 
as  rec ipes  passed down through genera t ions 
are  adapted,  shared,   and bu i l t  upon ,  the 
k i tchen ac t s  as  a  space o f  co l labora t ion 
be t ween the  l i v ing  and the  dead.
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06COLONIAL 
AESTHETICS: 
IMAGING THE 
MIDDLE EAST
Spirits and Matters | Spring 2024
Alireza Karbasioun
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The lands  and spaces  o f  Colon ie ,  New 
York  and the  su r round ing area have 
been the  s i tes  o f  coun t less  e rasures 
agains t  B lack and Indigenous peoples , 
h i s to r ies ,  and cu l tu res .  Opera t ing 
in  c lose  prox im i t y  to  the  New York 
S ta te  Museum on a  cons te l la t ion  o f 
s i tes  fo rmer ly  owned by the  Schuy le r 
fami ly  es ta te ,  the  (Re)Creat ion Archive 
and (Re)Genera t ion  Ar t i s t  Res idency 
recogn ize the  in te rconnec tedness 
o f  people  and land.   In  an  ac t  o f 
rec lamat ion ,  th i s  p ro jec t  p roposes 
to  re tu rn  the  lands  and re l ics  o f 
Amer ica ’s  co lon ia l  pas t  to  B lack  and 
Ind igenous  commun i t ies  in  o rder  fo r 
them to  rec la im,  recon tex tua l ize , 
repurpose ,  and re - te l l  t hese  co lon ia l 
legac ies . 

07(RE)CREATION 
ARCHIVE 
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Thi s  p ro jec t  was  conce ived as  a 
suppor t i ve  env i ronment  fo r  research , 
wr i t i ng ,  and ar t i s t i c  express ion ,  which 
co inc ides  wi th  re - imagined archiva l 
and exhib i t ion  spaces  des igned to 
fac i l i ta te  the  co l lec t ion ,  rec lamat ion , 
p reser va t ion ,  and access ib i l i t y  o f 
mater ia l s  document ing ,  genera t ing , 
and exp lor ing B lack  and Ind igenous 
l i fe . 

Embedded wi th in  the  former  s i tes  o f  the 
Schuy le r  es ta te ,  th i s  p ro jec t  rec la ims 
i t s  co lon ia l  backdrop to  hos t  B lack 
and Ind igenous  c rea t i ves  as  wel l 
as  educat iona l  p rograms ,  research 
programs ,  exhib i t ions ,  seminars ,  and 
commun i t y  even t s ,  t ha t  ampl i f y  and 
suppor t  bo th  the  preserva t ion  and 
genera t ion  o f  B lack  and Ind igenous 
h i s to ry,  her i tage ,  and cu l tu re .
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(RE)GENERATION 
ARTIST RESIDENCY

The ar t i s t  res idency program i s  des igned 
to  o f fe r  suppor t  fo r  B lack and Ind igenous 
c rea t i ves ,  cu ra tors ,  and wr i te rs . 
Wi th  the  in ten t  o f  fos te r ing  c rea t i ve 
engagement  beyond ins t i t u t iona l  con f i 
nes ,  the  program prov ides  a  sanc tuary 
fo r  exp lora t ion  and express ion ,  roo ted 
in  B lack  and Ind igenous  h i s to r ies  and 
cu l tu re ,  o f fe r ing  an  env i ronment  where 
c rea t i v i t y,  commun i t y,  and her i tage 
converge . 
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(RE)GENERATION 
ARTIST RESIDENCY

Cent ra l  to  th i s  v i s ion  i s  the  prov i s ion  o f 
resources  and suppor t  fo r  a r t i s t s - in -
res idence .  In  addi t ion  to  t rad i t iona l 
a rch iva l  spaces ,  res iden t s  w i l l  have 
access  to  a  l i v ing  seed archive  and 
rec ipe l ib rary,  as  wel l  as  a  mater ia l 
cu l tu re  lab where  they  can access , 
con t r ibu te  to ,  and p lay  wi th  a  growing 
co l lec t ion  o f  na tu ra l  mater ia l s  which 
prov ide ins ight  in to  the  mater ia l 
cu l tu res  tha t  a re  so  deeply  roo ted 
in  co lon ia l  pa ths  o f  m igra t ion  and 
legac ies  o f  c rea t i v i t y,  res i l ience , 
and res i s tance . 

Operat ing at  the in tersect ion of cul tural 
p roduc t ion ,  h i s to r ic  re in te rpre ta t ion , 
inven t ion ,  and t radi t ion ,  th i s  res idency 
program re jec t s  the  no t ion  o f  a r t  as 
mere  commodi t y,  i n s tead va lu ing 
the  inheren t  wor th  o f  c rea t i v i t y  as 
a  condu i t  fo r  soc ia l  change and 
empowerment .
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Af te r  i t s  c losu re  in  1979,  Har lem’s 
Rena i s sance Ba l l room remained 
abandoned fo r  over  30 years .  Le f t  to 
decay,  i t  became a l i v ing  document  o f 
i t s  own gradual  e rasure —a tes tament  to 
the  v io lence o f  a  propr ie ta ry  sys tem tha t 
rendered i t  obso le te .

( IN)BETWEEN ARCHITECTURE responds 
to  the  ways  in  which  the  log ic  o f  p roper t y 
func t ions  as  a  mechan i sm o f  e rasure . 
Drawing on Sa id iya Har tman’s  method o f 
c r i t i ca l  fabu la t ion ,  the  pro jec t  engages  the 
s i te ’s  layers—i t s  impr in t s ,  mater ia l  t races , 
and d ispers ions—as f ragments  o f  d i scourse , 
weav ing pas t ,  p resen t ,  and fu tu re  in to  a 
se r ies  o f  recombinan t  nar ra t i ves .

ADVANCED V ARCHITECTURE STUDIO 
Fall 2024 | Critic: Emanuel Admassu

08(IN)BET-
       WEEN   
 ARCHIT-
     ECTURE
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Core Architecture Studio 1 | Fall 2022Core Architecture Studio 1 | Fall 2022
Critc: Carlyle FraserCritc: Carlyle Fraser

ADVANCED V ARCHITECTURE STUDIO

Fall 2024 | Critic: Emanuel Admassu

(IN BETWEEN) 
ARCHITECTURE

Re imagin ing the  s i te  a t  the  moment  o f 
i t s  ru ina t ion ,  the  mater ia l  remains  o f 
the  Rena i s sance Ba l l room are  t rea ted 
as  ac t i ve  e lemen ts  o f  assemblage tha t 
m ight  accommodate  d i f fe ren t  fo rms  o f 
occupat ion  made poss ib le  through the 
bu i ld ing’s  f ragmenta t ion .  The movement 
o f  these  mater ia l s  and the i r  engagement 
w i th  the  tempora l  passages  wi th in  which 
they  are  assembled and reassembled 
o f fe r  a  way to  th ink  beyond the  f ina l i t y 
o f  a  bu i ld ing .

Fo l lowing Fred Moten’s  concept  o f 
se r ia l i t y —”a ser ia l i t y  o f  the  no t - in -
be t ween ,  the  un-enc losed”—( IN)
BETWEEN ARCHITECTURE i s  no t  a 
des ign  proposa l ,  bu t  ra ther  a  se r ies  o f 
even t s—an “un-enc losed”  con t inuum. 
I t  i s  an  archi tec tu re  in  t rans i t ion ,  an 
archi tec tu re  o f  passage be t ween fo rm 
and fo rmlessness ,  a l lowing fo r  a  spa t ia l 
and tempora l  ex tens ion  in to  what  was , 
what  i s ,  and what  cou ld  be .   
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09PAPER 
TRAILS: A 
HANDBOOK

Spring 2025 | Advanced VI Architecture Studio
Critics: Ada Tolla + Giuseppe Lignano
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