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Connective Canopy
Naturalized Neighborhoods to Residentialize the 

metropolitan forest
Juan Herreros / Aistyara Shanning

Partner: Hannah Zhao
Columbia University - ADV VI

Villaverde, Madrid, Spain

Post-occupation strategies uniting dwelling and environmental repair with 
urban biodiversity and interspecies coexistence.
	 The studio takes Madrid’s Metropolitan Forest as its laboratory : five
territorial voids caught between the built city and its periphery. The studio 
proposes transforming these green fragments into gravitational centers 
for urban biodiversity, introducing dwelling as a programmatic layer and 
architecture as the instrument of a genuine fusion between nature and people. 
Working across the scales of territory, neighborhood, and unit, projects 
respond to two intersecting planetary crises — the environmental degradation 
of urban ecosystems and the urgent need for inhabitation — dissolving the 
artificial/natural divide and challenging every preconceived idea about how, and
for whom, we build.

Connective Canopy provides an additional piece of infrastructure to a 
site that is heavily fractured and highly manipulated – one of connection rather 
than division. The project links existing community resources to an urban forest 
of gridded poplar trees, creating pedestrian infrastructure that doubles as 
adaptable affordable housing for a highly transient population organized 
around courtyards and meanders through the forest canopy. Here, domesticity 
is defined by shared spaces, the forest as an active participant, and change over
time.

We reject the isolated private unit, instead providing a gradient of private-
public boundary, from private bedrooms, to shared courtyards, to communal 
paths, to the forest canopy itself. Polycarbonate enclosures above the winding 
path through the canopy allow the housing to maintain a visual link to the 
forest, where domesticity is driven by flexibility and customizable privacy walls
rather than utility or defined spaces.

5min. walk

10 min. walk



Zachary j. BeimArchiving Inuit Memoryscape | arch 4005



Zachary j. BeimArchiving Inuit Memoryscape | arch 4005



15 Zachary j. Beim

Archiving Inuit Memoryscape
Melting Archives

Leslie Gill / Khoi Nguyen

Columbia University - ADV V

Fox Basin, Nunavut, Canada

A series of hunting cabins, a typology in dramatically increasing demand 
over the past two decades, is conceived not as buildings but as decentralized 
archival devices. The cabins are situated in remote areas along known 
hunting routes in the Fox Basin area near Igloolik. Each cabin frames key 
landforms associated with Inuit place names, enabling users to re-enter the 
memoryscape through embodied sightlines, environmental cues, and perspectival 
relationships. Rather than translating Inuit knowledge into Western archival 
forms, the project creates architectural situations that restore the horizon as 
a memory interface, re-embed place names in lived spatial experience, and situate 
the archive back into the land it emerges from.

The hunting cabin is derived from the organization of traditional Inuit 
shelters where the user progresses from a covered entry through a form of 
airlock, into a communal area, and then finally to a raised, shared sleeping
platform at the rear of the building. This traditional layout is re-imagined 
utilizing the directions of the nearest place names to the site. CLT panel walls 
not only frame the horizon in key directions, but act as the central structure 
for the three rooms that surround and create space for the hearth.
	 This is an intentional subversion of traditional wayfinding in the sense that
wayfinding typically occurs outdoors. The archive reinforces the concept of
Anijaarniq (Ah-nee-yaaq-niq) and orienting as a form of dwelling through direct 
visual connection to the landscape from the center of the building. The central 
space is intentionally vertically compressed and significantly more isolated from
daylight than the bedrooms, forcing attention outwards towards the source 
of daylight. The horizon in each of the only three windows in the cabin becomes 
the sole source of orientation in an otherwise disorienting and artificially
lengthened space.
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OysterBar
Designing with/for Uncertainty: Towards Adaptation

Rachely Rotem
Partner: Joshua Allen

Columbia University - ADV IV

Bridgeport, Connecticut

What does multi-temporal and multi-species architecture look like? We’re not 
talking about a zoo typology or a green roof with local plant species; we’re 
attempting to develop a form, building material, and program in which the human 
isn’t the primary user. We present an architecture which builds upon a rigid 
framework of steel and adapted concrete to extend into the sea, stabilize the 
shifting sands of the beach below, and provide a habitat for human and marine 
life that endures beyond typical coastal lifecycles. We seek to preserve these 
natural lifecycles through careful shaping of a meandering structure that runs 
largely parallel to the beach, which will help absorb storm energy and retain 
sand, passively reinforcing the beach and providing a habitat for humans and 
wildlife alike.

Our adaptable form uses prefabricated panels, made on site from local materials 
and using local labor, which can be applied both to this site and new sites in 
the future. Over time this will create new habitat, reinforce the peninsula, and 
offer recreation and education to visitors. As the panels stack, they form a 
fishing and observation pier that climbs the beach with the rising tides, diffusing
wave energy and helping retain sand and slowing beach erosion. We incorporate 
facilities onsite to aid in oyster cultivation and building new framework 
elements; the facility is then capable of sustaining and propagating itself along 
the beach. Through research and testing, we’ve developed a concept for a panel 
that is clad in a porous matrix of Oystercrete diamonds and will serve as an 
artificial oyster reef bed designed to mimic natural oyster beds.
This is not a single complete solution, but a first test case – a tool box that
can aid current and future efforts alike to address local, remote, and future 
needs. 
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StoopScapes
Heirs to the Air

Eric Goetz
Partner: Kentaro Komazawa

Columbia University - Core III

Harlem, New York City

Can we design an apartment complex in a way that feels expansive, open, and 
connected? Can we bring a sense of spaciousness and community to residents, 
through architecture?

Through the staggering of vierendel trusses containing a single wide corridor 
of apartment units, summer and winter gardens are created on the north and 
south sides of the building. These gardens are communal, semi-private “stoops” 
that connect each unit through a space defined by the community it serves.

The unit plan is designed to “invite” or create a space that entertains the 
possibility of an informal gathering through the design of a gradient from 
public to private space, utilizing the “utility” spaces as a buffer zone between 
the truly private bedroom. 

Acknowledging the ebbs and flows of social energy in people, the design of
the “porch” allows for user to control the public visibility of the front. Giving 
the user agency to control their privacy. The idea of exposing the slab within 
the inside of the unit demarcates where your “home” starts relative to the unit 
itself because of the contrast. However, relative to the entire building, the slab 
becomes a similar language with circulation space or “public space”. This design 
of bringing the perceived public space into the unit is also a subtle gesture 
towards the resident that the entire building is apart of the home experience by 
pulling the resident to the semi-outdoor “stoop”.
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Community Park(ing)
Damage Control

Josh Uhl

Columbia University - Core II

Newark, New Jersey

While roughly half of the residents of Newark utilize public transportation as 
their primary means of travel and do not own a vehicle themselves, the constant 
influx of commuters and the questionable priorities of urban designers have
resulted in a friction between pedestrians, vehicles, and the infrastructural 
systems that support them. Parking dominates the ground level of the majority 
of the city and creates a sprawling network of moments of damage. This form of 
private land banking offers nothing to the local community.

All parking in Newark must be understood as a temporal condition, however in 
the vicinity of the Prudential center thousands of surface parking spots sit 
empty until the occasional event. During concerts or sporting events these lots 
are entirely filled with double parked vehicles, yet rarely will even reach half
capacity during the work week and can hold less than a dozen vehicles on week-
ends. 

My project targets a world where private land banking as observed in Newark 
today has been disincentivized, and yet the demand for parking remains. It is 
an attempt at a new typology that utilizes the temporal nature of parking and 
manipulation of the ground plane to create a site which directly interfaces with 
pedestrians white retaining surface parking as necessary and introducing a new 
type of plinth that meets needs of future construction while providing a means 
of connection to the community.
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Waterscape
Fugitive mobilities - concrete

Galen Pardee

Columbia University - Core I

Harlem, New York City, New York    

Nicknamed the Concrete Jungle, New York City is a sprawling network of non-
porous surfaces that requires an even more complex network of drainage 
systems to account for the surface runoff produced. 

While rising sea levels have drawn the attention of the public in recent years, 
the impact of climate change on other infrastructure has been largely ignored. 
As the climate continues to warm, New York City is receiving 10-20% more annual 
precipitation than 100 years ago, and severe storm precipitation has increased 
by 70%. The city’s century old infrastructure cannot accommodate the increase 
in runoff - CSOs dump raw sewage into the nearest river during every storm 
while many parts of the city experience flood damage multiple times a year.

Waterscape is centered around the concept of the water square - public 
architecture designed to flood during storms and slow the release of runoff
into water management systems. The project utilizes the existing Taystee lab, 
a new construction struggling to find tenants, as a platform for education
regarding New York City’s runoff problems. The front bay of the structure has 
been reworked into a pathway that showcases various systems of temporary 
water retention in a trade show format. The design of the path allows for each 
of the installations to function as they would in actual application while viewers 
interact with them, thus demonstrating how these strategies could be used to 
benefit both current and future projects.
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explorations
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Explorations
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Color as Poetic Interpretation:
 Reading Atmosphere in Carlo Scarpa’s Drawings

Architecture Apropos Art
Steven Holl

Columbia University - Fall 2025

Tomba Brion, Treviso, Italy 

Carlo Scarpa’s architectural legacy is often summarized through his 
meticulous attention to detail in precisely calibrated joints, stepped reveals, 
and the dialogue of carefully chosen materials. However, focusing exclusively 
on detail risks overlooking the deeper conceptual engine of his work: drawing 
as a phenomenological and atmospheric practice. Scarpa’s drawings are not 
neutral, technical intermediaries; they are active, exploratory acts of perception 
in which color becomes a primary medium for sensing space, long before it takes 
architectural form.

This project builds upon Scarpa’s atmospheric drawing practice through 
a series of digital paintings derived from his original compositions. Rather than 
reproducing his linework or color palette, the method isolates the chromatic 
fields embedded within Scarpa’s drawings and transforms them into color-
blocked compositions. This process intentionally removes line, geometry, and 
representational anchors in order to reveal the atmospheric logics that his 
drawings encode but do not always explicitly describe. It is an interpretation of 
Scarpa’s drawings in an effort to make plain the intent behind the drawings that is 
often overlooked.
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Modular Hyperbolic Paraboloids
Tensile/Compression Surfaces

Bob Marino
Partners: Isaac Martinez and Kelechi Iheanacho

Columbia University - Fall 2026

Location Unspecified

This project investigates architectural form through the relationship 
between tension and compression. The process began with a lightweight wooden 
frame and suspended string network used to model the force trajectories of an 
anticlastic saddle surface. Plaster was applied directly onto the tensile assembly, 
allowing the geometry to emerge through gravity, material behavior, and structural 
equilibrium. Once cured and inverted, the hanging membrane was transformed into a 
self-supporting compressive shell.

The resulting surface was digitally reconstructed and translated into a fabricated 
mold system produced in the woodshop. Using these molds, a series of concrete 
shell fragments were cast and assembled into a modular structural system capable 
of generating larger spatial configurations through repetition and aggregation.
The project explores the relationship between analog form-finding and digital
fabrication while examining how material behavior and structural logic can generate 
architectural form. Developed within the context of Tension/Compression Surfaces 
in Architecture: Tactile Methods for Architects, the work draws upon precedents 
established by Frei Otto, Heinz Isler, and Felix Candela.
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ReBreaking the Modular: 
 Conflicting Objective Optimization 

Generative Design
Danil Nagy

Partners: Chang Cao and Roman Karki
Columbia University - Spring 2026

Location Unspecified

Optimizing Solar Gain and Visual Privacy in Facades through Multi-Objective 
Algorithms using Rhino, Grasshopper, and Wallacei

	 Facades in buildings are simultaneously the building’s environmental filter and
its public face. Particularly in the home, it is the surface that negotiates between 
its residents’ interior lives and the exterior environment. The tension between cost-
effectiveness, environmental responsiveness, and unit diversity often leads us to 
rely on repetitive housing modules, leaving the result sterile.

This project aims to build on our colleagues’ previous work to implement multi-
objective genetic algorithm optimization. Rather than ‘Discover’, we use Wallacei 
for Grasshopper to optimize facade configurations that balance two competing
objectives: maximizing solar gain for unit facades and minimizing views from 
neighboring facade viewpoints. We explore this through a parametric housing model 
that introduces variation via unit depth, recession, and unit stacking logics. 

These produce a design space wide enough to surface unexpected results that 
are significant in terms of performance. Such a range of options would be difficult
to arrive at through manual iteration alone. Ultimately, we can find different
iterations of a given design based on different weights or preferences for the 
objectives, thereby introducing diversity to both modularity and optimization. 
	 Thus, our project seeks to treat the facade not as a fixed outcome but as a
search space. The evolutionary solver, using Pareto Fronts and Parallel Coordinate 
Plots, makes generative design a tool for understanding how conflicting objectives
impact design and negotiate with each other when we emphasize different weights.
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Density Mapping
Architectural Drawing & Representation

Lorenzo Villaggi

Columbia University - Spring 2024

Location Unspecified

Utilizing parametric design, both analogue and digital, students were tasked 
with developing a drawing machine.

This movement density mapping machine was created utilizing Grasshopper. The 
user inputs the coordinates of the desired site, and the script pulls mapping 
base layer information from open source GIS data within a 1.5 mile radius. The 
heat map data points are pulled from cellphone records available to the public 
and plotted on the map utilizing the established coordinate system. The user can 
also choose to filter the heat map by time of day if desired and adjust colors
as necessary. Given the prominence of cellphones, this provides an accurate 
picture of population dispersement within a given space at a level of detail that 
typical population maps utilizing census data are lacking.
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terms of tectonics or materials, but in terms of perceptual, ethical, and ecological engagement?
By placing Ruskin in conversation with architectural modernism, a broader questions arises: 

What happens when buildings are viewed as agents within topographic systems rather than 
formal objects? How can Ruskin’s insistence on moral attention to the land sharpen our reading of 
architecture’s responsibilities today? Rather than dismissing Ruskin as premodern or sentimental, the 
aim here is to recover his thought as a vital critical lens that challenges us to reimagine what it means 
to build truthfully in the modern world.

II. Theoretical Framework: Ruskinian Ethics of Site

	 To understand the aforementioned theoretical framework, it is important to briefly touch
upon Ruskin’s architectural writings outside of topography and landscape. At the heart of Ruskin’s 
architectural philosophy lies a theory of truth, one that connects aesthetics to ethics, perception to 
material, and making to morality. In The Seven Lamps of Architecture, Ruskin outlines “The Lamp of 
Truth” as the foundational principle upon which all good architecture rests. Truthfulness, as he defines
it, is not a matter of stylistic transparency or formal simplicity, but an honest relationship between 
construction, materials, and representation. Buildings must neither disguise their structure nor imitate 
the appearances of other forms or substances. Veneers, false joints, superficial ornamentation, and
imitation stone become moral violations – manifestations of vanity, deception, and detachment from 
the real.3 A building tells the truth when it reveals its process, honors its materials, and acknowledges 
its setting. Conversely, architecture that prioritizes visual coherence or symbolic abstraction over 
material clarity becomes both misleading and ethically suspect.4

This understanding of Ruskin’s general architectural approach to truth serves as a background 
for the aforementioned framework developed primarily from his writings on art in Modern Painters 
V, particularly in the chapter “Of the Truth of Earth”. To blend his approaches to truth in architecture 
and truth in landscape is to say that buildings must be attuned to topography formally, ethically, and 
in a manner which brings connections to the site by foregrounding both cultural implications and the 
projective value of a site. Architecture, for Ruskin, participates in the truth of the land. A building that 
bulldozes its site flat, ignores the orientation of light or the logic of geology, and fails to utilize the site
to the benefit of the architecture commits a kind of violence against the earth and begins in falsehood.
Conversely, a building that acknowledges slope, material availability, and regional character while 
putting them to use to better the architecture itself begins to inhabit ethically.
This is not a call for literal mimesis – Ruskin is not asking buildings to resemble rocks, but for a mode 
of building that engages with the land’s processes, textures, and histories.

This framework resonates closely with Kenneth Frampton’s later articulation of Critical 
Regionalism. Writing in the 1980s, Frampton calls for an architecture that resists the homogenizing 
effects of globalization by rooting itself in “the tectonic” and “the topographic.” He argues that buildings 
should mediate between universal technique and local culture through materially grounded, climatically 
responsive design as opposed to nostalgia or revivalism.5 Frampton’s insistence on terracing rather 
than leveling, on filtering local light rather than depending on artificial glare, echoes Ruskin’s earlier
demand for attention to landscape’s specificities. The very rise of critical regionalism comes from
a desire to provide authenticity to architecture, as discussed by Alan Colquhoun, stating, “Thus, 
there were two traditions leading to regionalism, one stemming from classicism and the other from 
romanticism; one figural and combinatory, the other functional and holistic… In romantic theory,
imitation ceases to be the representation of external forms and becomes the revelation of an inner,   
organic, and indivisible structure. In a corresponding movement, historicism forbids the artist the 
freedom to combine, mechanically, as it were, different historical forms as if they were lying ready-to-
hand in the same historical space.”6 While not directly addressing how architecture meets site...

1 John Ruskin, Modern Painters, Volume III (London: Smith, Elder & Co., 1856), 15.
2 John Ruskin, Modern Painters, Volume V (London: Smith, Elder & Co., 1860), 266-267.
3 John Ruskin, The Seven Lamps of Architecture (London: Smith, Elder & Co., 1849), 45.
4 Ibid., 49–50.
5 Kenneth Frampton, Towards a Critical Regionalism: Six Points for an Architecture of Resistance, 26–30.
6 Colquhoun, Alan. “Regionalism II.” In Essays in Architectural Criticism: Modern Architecture and Historical Change, 286–289
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an excerpt from

Truthful Inhabitation:
Ruskinian Authenticity in Modernist Architecture

Topogrpahic Modernsim
Lucia Allais

Columbia University - Spring 2025

I. Introduction

John Ruskin’s writings on art, architecture, and landscape emphasize a moral imperative at the 
core of visual and spatial representation. For Ruskin, the truthful depiction of nature is not merely an 
aesthetic principle but an ethical obligation or a test of morality. In the third edition of Modern Painters, 
he insists that misrepresenting natural forms is a kind of deceit, a willful distortion of divine creation. 
“All great art,” he writes, “is the expression of man’s delight in God’s work, not his own.”1 The artist, or 
by extension the architect, must become a translator of landscape, conveying its richness, irregularity, 
and inwrought history with humility and care. In the fifth volume of Modern Painters, he expands this 
concept while taking aim at the artists themselves, stating that the abandonment of attentiveness to 
the landscape by the artist “must end in deformity as it began in falsehood”, and that “those artists 
who, day after day, could so falsely represent what was forever before their eyes, when it was to be 
one of the most important and attractive parts of their picture, can scarcely be expected to give with 
truth what they could see only partially and at intervals.”2 Ruskin’s moral argument insists that buildings 
participate in the land rather than just existing upon it. When architecture ignores this relationship and 
begins abstracting, flattering, aestheticizing, or most often outright ignoring the terrain it occupies, it
ceases to be truthful. How then, when an architect does not utilize the projective value of a site and 
begins a project in falsehood, can the architecture truthfully or morally contribute to the progression of 
the field towards the answer to the question, What is Architecture?

Architecture today faces a crisis of truth. Amidst accelerating environmental degradation, 
cultural homogenization, and speculative development, buildings of the last hundred years have 
increasingly become tools of erasure. They are rendered as images, optimized for circulation rather 
than habitation, disconnected from the earth beneath them and the benefits that can be afforded to
architecture that works with its site. In such a context, the stakes of truthful representation are not 
only formal but ecological and political. To build without attention to site is to contribute to a global 
condition of placelessness. To build with real, situated, and critical attention is to resist that condition. 
In this light, Ruskin’s theory of authenticity becomes newly relevant. His suspicion of abstraction of 
natural elements and his emphasis on craft and fidelity to nature offer a counter-model to the dominant
tendencies of modern, and in many cases contemporary, practice. He urges us to consider not only 
how buildings look, but how they lie or tell the truth – about their materials, their sites, and their labor.

The premise of Ruskin’s theory of authenticity, his commitment to truth in representation, and 
deep respect for landscape’s contribution to art and architecture offers a generative lens for evaluating 
how modernist architecture has engaged with the terrain it occupies. Modernism is frequently 
critiqued for many reasons, but here we will focus on the critique of its detachment from site – its 
formal abstraction, industrial materials, and universalizing aspirations are often seen as antithetical 
to place-based practice. Yet such readings risk flattening modernism into a monolith and ignoring
its internal contradictions. While some modernist works did indeed sever ties to local context, others 
reimagined site as something to be reengaged on new terms. This paper traces that spectrum utilizing 
a framework developed from Ruskin’s understanding of truth in landscape.

To do so, it examines three key projects: the Marseille Transporter Bridge, Le Corbusier’s Notre-
Dame du Haut at Ronchamp, and Luis Barragán’s Casa Pedregal. Each of these buildings establishes a 
different kind of relationship to the land it occupies – one infrastructural, one symbolic/aesthetic, and 
one material. Through these case studies, a series of questions can be asked: When does architecture’s 
relationship to site align with Ruskin’s notion of moral authenticity, and when does it constitute a kind 
of aestheticized manipulation or abstraction? What does it mean to inhabit a site truthfully, not just in 



... A few pages later, this relationship is condensed into one of the chapter’s central formulations: “To penetrate 
the surrounding environment is to be penetrated by it.”7 Atmosphere therefore exceeds both the niches 
organisms carve out for themselves and the limits of immediate perception. Activity and passivity become 
inseparable. Bodies shape environments while simultaneously being shaped by them.

Coccia uses swimming as an intuitive example because immersion destabilizes the boundary between 
subject and medium. Water presses against the swimmer while the swimmer displaces water through 
movement. At a microscopic level, water and any contaminants within the water are absorbed into the 
body through mucous membranes or the skin itself. The body is never fully separate from the environment 
surrounding it. This condition becomes ontological in In Open Air. Every living being exists through forms of 
reciprocal environmental exchange. Read through this framework, existing theories of embodied perception 
begin to take on new significance. James J. Gibson’s ecological theory of perception, for example, rejects
detached visual observation in favor of bodily engagement with environmental conditions. “Natural vision,” 
Gibson writes, “depends on the eyes in the head on a body supported by the ground.”8 Perception emerges 
through movement, orientation, texture, depth, and environmental interaction rather than isolated visual 
representation. The eyes do not see by themselves, but rather are a part of a system immersed in surroundings 
and entangled with other senses. Vision can therefore be understood as something impossible to isolate from 
the atmospheric medium.

Juhani Pallasmaa’s critique of modern architecture similarly resonates with Coccia’s understanding 
of immersion. Pallasmaa argues that contemporary architecture has increasingly become “the retinal art of 
the eye,” flattening architecture into image and spectacle.9 Against this tendency, he describes architecture as 
fundamentally multisensory:

“Every touching experience of architecture is multi-sensory; qualities of matter, space, and scale are 
measured equally by the eye, ear, nose, skin, tongue, skeleton and muscle. Architecture involves seven 
realms of sensory experience which interact and infuse each other.”10

Pallasmaa’s descriptions of forests and Japanese gardens become especially significant through Coccia’s
framework because they describe environments experienced atmospherically rather than compositionally. He 
writes that these spaces are “invigorating and healing because of the essential interaction of all sense modalities 
reinforcing each other; our sense of reality is thus strengthened and articulated.”11 Humidity, filtered light,
texture, smell, and sound combine into a continuous sensory field. Perception unfolds through prolonged bodily
immersion rather than detached observation.

This multisensory understanding of immersion also appears in environmental psychology research 
surrounding restorative environments. Roger Ulrich’s studies on stress recovery suggest that bodily states 
respond rapidly to environmental conditions such as layered depth, diffused light, vegetation, and spatial 
complexity.12 These responses often occur before conscious interpretation, reinforcing Coccia’s understanding 
of atmosphere as a medium that continuously shapes bodily experience. Coccia’s writing ultimately expands 
these phenomenological descriptions and scientific observations by positioning immersion within a broader
ontology of atmosphere. Environmental experience is no longer simply sensory or psychological. Atmosphere 
becomes the medium through which bodies and worlds continuously produce one another.

III. Architecture as Atmospheric Mediation

Coccia’s discussion of plants carries important implications for architecture because plants alter 
atmospheric conditions simply through existing. Their existence transforms the medium surrounding them. He 
writes:

“One cannot exist in a fluid space without modifying, by this very fact, the reality and
form of the environment that surrounds us. The life of plants constitutes the most surprising proof of 
this, in light of the cosmogonic consequences they have had on our world. The existence of plants is, by 
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an excerpt from

Atmosphere, Immersion, and Architecture:
Reading Architectural Atmosphere Through Emanuele Coccia

Nervous Systems
Lindy Roy

Columbia University - Spring 2026

itself, a global modification of the cosmic environment, in other words of the world that they penetrate
and by which they are penetrated. It is already by existing that plants modify the world globally without 
even moving, without beginning to act.”13

Later in the text, this idea expands into a broader conceptualization of world making:
“‘To be’ means, for them, to make world [faire monde]; reciprocally, to construct (our) world, to make 
world is only a synonym of ‘to be.’ Plants are not the only living beings to experience this coincidence: 
organisms display it in an even more obvious manner. One must then generalize this find and conclude
that the existence of every living being is necessarily a cosmogonic act and that a world is always, 
simultaneously, a condition of possibility and a product of the life that it hosts.”14

Read architecturally, these passages suggest that buildings also participate in shaping the conditions of 
experience surrounding bodies. Architecture modifies airflow, light, acoustics, humidity, thermal conditions,
and sensory orientation continuously. Buildings structure immersion. Spatial experience emerges through 
environmental mediation rather than formal image alone.

The writings of Peter Zumthor and Steven Holl become especially revealing when interpreted through 
Coccia’s conception of atmosphere. Both architects describe atmosphere phenomenologically through light, 
material, sound, tactility, and emotional immediacy. Coccia expands these descriptions beyond phenomenology 
by positioning atmosphere as the medium through which environmental relations themselves become possible. 
In Atmospheres, Zumthor comments on the connection between atmosphere and our emotions, defining it as
something sensed bodily before it is interpreted intellectually:

“I enter a building, see a room, and – in the fraction of a second – have this feeling about it. We perceive 
the atmosphere through our emotional sensibility – a form of perception that works incredibly quickly, 
and which we humans evidently need to help us survive. Not every situation grants us time to make up 
our minds on whether or not we like something or whether indeed we might be better heading off in the 
opposite direction. Something inside us tells us an enormous amount straight away. We are capable of 
immediate appreciation, of a spontaneous emotional response, of rejecting things in a flash.”15

Material, sound, temperature, and proportion produce environmental conditions that shape perception almost 
immediately. Zumthor’s description resonates strongly with environmental psychology research suggesting that 
emotional and physiological responses to environments occur rapidly and often pre-consciously.16 Movement 
through Therme Vals occurs through gradual atmospheric transitions rather than abrupt spatial separation. 
Narrow stone corridors compress the body before opening into larger chambers filled with reflected light and
humid air. Sound shifts continuously between echoing pools and acoustically dampened passages. Temperature 
becomes spatialized through movement between cold and warm baths. Stone absorbs moisture and sound 
differently throughout the day. Light moves slowly across surfaces through narrow openings. The body becomes 
increasingly aware of humidity, tactility, echo, and weight while moving through the building. Architecture 
operates less through visual composition than through calibrated environmental variation unfolding over time – 
the built environment is in conversation with the atmosphere itself and is experienced atmospherically through 
prolonged bodily immersion.

Steven Holl’s writing similarly describes architecture through changing environmental conditions 
rather than static form. Recalling his first experience within the Pantheon, Holl writes of architecture’s “forceful
capacity… to engage all the senses.”17 The shaft of light entering through the oculus transforms the interior 
continuously throughout the day. Atmosphere becomes temporal and environmental rather than fixed. Holl’s
descriptions of the Zen gardens at Ryoanji align even more closely with Coccia’s understanding of immersion. 
Holl describes how “textures, smells, and sounds all combined” into a single environmental field.18 The 
experience of the garden unfolds gradually through movement and sensory adjustment rather than immediate 
visual comprehension. Humidity, filtered light, the sound of gravel underfoot, shifting shadows across stone, and
the silence of surrounding walls all contribute to an atmosphere sensed continuously through the body...
7 Emanuele Coccia, The Life of Plants: A Metaphysics of Mixture (Cambridge: Polity Press, 2018), “In Open Air.”
8 James J. Gibson, The Ecological Approach to Visual Perception, Boston: Houghton Mifflin, 1979.
9 Juhani Pallasmaa, “An Architecture of the Seven Senses,” in Questions of Perception: Phenomenology of Architecture (San Francisco: William 
Stout Publishers, 2006).
10 Ibid
11 Ibid
12 Roger S. Ulrich, “View Through a Window May Influence Recovery from Surgery,” Science 224, no. 4647 (1984): 420–421.
13 Coccia, The Life of Plants
14 Ibid
15 Peter Zumthor, Atmospheres, Basel: Birkhäuser, 2006.
16 Ulrich, “View Through a Window May Influence Recovery from Surgery”
17 Steven Holl, “Archetypal Experiences of Architecture,” in Questions of Perception: Phenomenology of Architecture (San Francisco: William Stout 
Publishers, 2006).
18 Ibid



Session 07: Minimalism and the Art of Construction
(From the “Dutch Corner” to the Swiss Baths to SANAA)

For: Architecture as Intangible and Introspective

“The eclectic excitement of postmodern style collages was as suspect to them as the formal 
complexity and theoretical bias of Deconstructivism. They counteracted the conceptual ‘external’ 
referencing of architecture, i.e. the referral to systems ‘foreign’ to architecture, with an introspection 
based on ‘intrinsically architectural’ values” 
Ilka Ruby and Andreas Ruby, “Essential, Meta-, Trans-. The Chimeras of Minimalist Architecture,” in Minimal Architecture 
(Munich: Prestel, 2003), 17-18.

“‘I believe that architecture today needs to reflect on the tasks and possibilities which are inherently its
own. Architecture is not a vehicle or a symbol for things that do not belong to its essence. In a society 
which celebrates the inessential, architecture can put up a resistance, counteract the waste of forms 
and meanings, and speak its own language’”
Peter Zumthor, Thinking Architecture, 3rd ed. (Basel: Birkhäuser, 2010), 19.

These quotes distinguish Minimalism from past movements because it looks inwards in an attempt to 
redefine architecture and its values. But how is this really different from what every movement tries to
accomplish? What exactly is the essence of architecture that Zumthor wants architects to follow? To 
quote Boullee, as referenced in Architecture and Disjunction:

“One must conceive in order to make. Our forefathers only built their hut after they had 
conceived its image. This production of the mind, this creation is what constitutes architecture, 
that which we now can define as the art to produce any building and bring it to perfection. The
art of building is thus only a secondary art that it seems appropriate to call the scientific part of
architecture” (Boullee, Essai sur l’Art).

If the essence of architecture is a production of the mind, it must be linked to that which influences and
moves us, including things that could be viewed as external such as literature or pop-art. If this is the 
essence of architecture, any movement that questions our understanding of architecture is inherently 
introspective, regardless of where it draws inspiration. This questioning is what drives the field forward,
avoiding stagnation and keeping our architecture alive and valuable to our everyday lives. I don’t mean 
to disregard the intended meaning of these passages in regard to Minimalism, but perhaps in their 
attempt to establish a better architecture they also highlight what defines a successful architectural
movement – even those that might appear in opposition.

Against: Further Division of Architecture

“This deceptively simple yet complex synthesis, simultaneously uniting the polarities of ‘architecture 
versus art’, ‘tradition versus innovation’, and ‘nature vs culture’ is largely absent in the work of Herzog 
and de Meuron, who seem to insist on being recognized as artists rather than as architects, that is to 
say as artist/architects rather than craftsmen/architects who happen to practise the art of architecture 
rather than art as such ... Thus architects have constantly shifted their ideological ground from science 
envy to art envy and back again… that is to say electing to practise as either architect/engineers (Renzo
Piano) or as architect/artists (Frank Gehry)” 
Kenneth Frampton, “Minimum Moralia: Reflections on Swiss German Production,” in Labour, Work, and Architecture (London:
Phaidon, 2002), 327-331.

Division of labor in modern architecture has weakened the position of the architect – why do we insist 
upon further division? We’ve already delegated so much of the work to develop the building itself that 
if we continue to make distinctions between “artist/architects”, “craftsmen/architects”, and “architect/
engineers”, the architects themselves may cease to exist. Development of a concept requires an 
architect to weave between the roles of an artist, scientist, engineer, craftsman, historian, linguist, 
and philosopher, among many others. This is the beauty of the field and what makes us invaluable to
society: we have a unique ability to condense the work of varying roles into a singular concept to be 
made physical. An “architect/engineer” or “architect/artist” is far less valuable, and at that point, it would 
make no difference to drop “architect” from the phrase altogether.
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Session 05: Heterogeneity, Disjunctions, Fragmentation
(From the Concept of Deconstruction to the Bilbao Effect)

For: Disruption of Envelope Through Site

“In recent years, the modern understanding of social responsibility as functional program has been 
superseded by a concern for context. But contextualism has been used as an excuse for mediocrity, 
for a dumb servility to the familiar. Since deconstructivist architecture seeks the unfamiliar within the 
familiar, it displaces the context rather than acquiesce to it. The projects in this exhibition do not ignore 
the context; they are not anti-contextual. Rather, each makes a very specific intervention. What makes
them disturbing is the way they find the unfamiliar already hidden within the familiar context. By their
intervention, elements of the context become defamiliarized… Each project activates some part of the
context to disturb the rest of it, drawing out previously unnoticed disruptive properties and making 
them thematic… this estrangement sets up a complicated resonance, between the disrupted interior
of the forms and their disruption of the context, which calls into question the status of the walls that 
define the form”
Mark Wigley, “Deconstructivist Architecture,” in Deconstructivist Architecture (New York: Museum of Modern Art, 1988), 
17–18.

Blurring the line between inside and outside, public and private, has become a cliche used by every 
unimaginative architect (myself included). The problem isn’t necessarily the concept, but the wanton 
application of the concept to mask unconvincing forms and lack of connection to the site. Using the 
inherent flaws in the building as points of disruption, probing, and torture resonates with the disruption
of the site, questioning the solitidy of the walls. This provides a thorough and thought-provoking 
purpose to the use of the cliche. It sets an example for how such overused moves and forms can be 
productive within a design rather than a crutch for a lack of rigor in applied theory.

Against: Putting Everything Into Boxes

To dismiss the shift from the emphasis on functional program to a concern for context as “an 
excuse for mediocrity, for a dumb servility to the familiar” is both incredibly reductive and largely 
undeserved. In fact, I would argue this is in direct contrast with the overarching themes in Wigley’s 
later writings relating to what it means to be human and how we experience the material world. The 
crux of this movement was that connection to site and context allows a means of utilizing space 
to curate experiences, feelings, and even theory made physical. Perhaps the forms generated were 
not as strikingly uncanny and fragmented as the works of the Deconstructivist exhibition, but they 
accomplished similar goals through materiality and ephemeral moments. In the sense that they both 
present a new way of experiencing architecture through a variety of senses and utilize space as their 
medium, I would argue that the movements aren’t very different at all. This speaks to a larger problem 
within architecture: The idea that we need a name or -ism for every exploration of space implies 
that lines must be drawn and everything must neatly fit these often arbitrary categories. If we value
exploration of space and architecture as a theory rather than a material field, this dismissive attitude
towards new explorations that often have not yet completely developed is contradictory and only 
serves to limit possibilities.
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Session 08: Ideological and Ecological Envelopes  
(Single and Double Conceptual Envelopes)

For: Light Modernity as Tactical Sublimation

“Lightness is the message of his primal scene as a designer, a childhood memory of an awning of 
sheets billowing in the breeze on a Genoese rooftop, a vision that conjures up the shapely beauty of 
both classical drapery and contemporary sailboats as architectural ideals. For Piano, lightness is thus 
a value that bears on the human as well as on the architectural: it concerns graceful comportment in 
both realms”
Hal Foster, “Light Modernity,” in The Art-Architecture Complex (London: Verso, 2011), 61.

The problem with “lightness” in contemporary architecture is the lazy deployment of the concept as 
a stylistic crutch by firms chasing the aesthetic of innovation without substance. Certain aspects
of Piano’s work demonstrate how lightness, when rooted in material intelligence and tectonic logic, 
can move beyond  visual dematerialization into an active negotiation between local craft and global 
systems. The Menil Collection’s roof trusses do more than simply filter light; they translate Houston’s
glare into a luminosity more appropriate for its galleries, proving that technological refinement can
amplify rather than erase place. This strategic lightness utilizing highly studied details to heighten 
sensory engagement is fundamentally different from the universalizing lightness of modernist glass 
boxes. When treated as an operational tool rather than a formal trope, lightness becomes a way to 
oppose the “banal cosmopolitanism” that has proven itself to be one of the biggest detractors of the 
global style.

Against: The Banal Cosmopolitanism of Lightness

“Hence the allusion to the floating world in the Hermès store in Tokyo, the village huts in the cultural
center in New Caledonia, the spire in the tower planned for London, and so on. Beck calls this 
phenomenon ‘banal cosmopolitanism,’ and, like Rogers and Foster, Piano is adept at its architectural 
expression”
Hal Foster, “Light Modernity,” in The Art-Architecture Complex (London: Verso, 2011), 66.

To claim that Piano’s light modernity represents meaningful mediation between global and local is 
to ignore how thoroughly capital perverts such gestures. The Tjibaou Cultural Center’s abstracted 
Kanak huts misses the ‘critical’ in ‘critical regionalism’ and functions more as architectural virtue-
signaling – a sleek, state-sponsored apology that aestheticizes indigeneity while maintaining Western 
technocratic control. Local particularities become decorative motifs slapped onto what are ultimately 
variations of the same glass-and-steel universal language, creating a sense of extractivism rather than 
an emphasis on locality. Worse, the rhetoric of sustainability surrounding these projects often serves 
as greenwashing for massive carbon footprints (see: Kansai Airport’s artificial island). What both Beck
and Foster call “banal cosmopolitanism” is really architecture’s version of algorithmic placemaking, 
providing just enough local flavor to satisfy Instagram while maintaining seamless corporate
functionality. Here, lightness is more of a marketing strategy than design philosophy. Even the most 
exquisite detailing can’t disguise architecture’s complicity in the flattening effects of globalization,
which claims universal relevance while reducing local identities to consumable aesthetics and serving 
the same wealthy clients.

Session 09: The Post Critical and the Iconic
(From Blobs to Blogs)

For: Architecture as Concept Manifest

“An example of a question: What makes this particular construction ‘architecture’ rather than just a 
building? My answer (contradicting Nicholas Pevsner): A bicycle shed with a concept is architecture; a 
cathedral without one is a building”
Bernard Tschumi, “Some Notes on Architectural Theory,” lecture delivered for 2000+: The Urgencies of Architectural Theory, 
Columbia University, New York, 2014, 75.

When I completed my undergraduate architecture degree in 2020 during the heart of the pandemic, 
I was one of the few of my peers fortunate enough to land a job with a firm I had previously interned
with. The typology that allowed them to continue hiring during such a difficult economic period for
most other firms was industrial work. I understood this area to be an amalgamation of soulless, banal
boxes for capitalistic companies – something that was hardly architecture and certainly not the type of 
work I imagined for some of my first buildings. Instead, I found a firm that was committed to proving
that the concept is what turns a building into architecture. I began to question my own understanding 
of architecture, driving me to enroll  in Columbia GSAPP with a newfound interest in theory.

The warehouse is a typology based on simplicity and efficiency while maximizing storage space in
the available buildable area. It is no secret how to do this, and there is no reason to depart from the 
norm and reinvent the wheel. The truly interesting part of industrial design is finding a moment to
inject meaningful style that often inherently creates a disjunction with the program. It is the ability to 
define the project with a concept that says, “this isn’t just another precast box; look again”. Whether
the concept is based on integration with agrarian vernacular in the Lehigh Valley or the ascension 
and descension of flight paths from a nearby airport, a warehouse with a concept can undoubtedly
be called architecture in a typology dominated by buildings. To someone who understands the 
nuance, turning a warehouse into a work of architecture is arguably more impressive than a design 
for something such as a museum, which is expected to have a concept and often to be art itself. It 
is no easy task to weave a concept into such a highly specific and standardized typology, relying on
small moments and a constant negotiation between the design concept and the program. To do so 
successfully earns a building the title of “architecture”.

Against: Projective Architecture as Strategic Ambiguity

“Rather than looking back or criticizing the status quo, the Doppler projects forward alternative (not 
necessarily oppositional) arrangements or scenarios. A projective architecture does not make a claim 
for expertise outside the field of architecture nor does it limit its field of expertise to an absolute
definition of architecture. Design is what keeps architecture from slipping into a cloud of heterogeneity”
Robert Somol and Sarah Whiting, “Notes Around the Doppler Effect and Other Moods of Modernism,” Perspecta 33 (2002): 75.

The refusal to “look back or criticize the status quo” might sound like an architectural liberation, but 
it’s actually a quiet abdication of responsibility. In recasting critique as outdated and oppositional as 
passe, the projective turn shifts architecture away from resistance and toward accommodation – 
not of complexity, but of power. The promise of projecting “alternative scenarios” rings hollow when 
it disavows historical accountability and sidelines architecture’s potential as a critical medium. This 
ambiguity is further encoded in the way Somol and Whiting position “design” as a safeguard or the 
bulwark that keeps architecture from dissolving into a “cloud of heterogeneity.” But what exactly is 
being held together, and why? Here, design is framed not as a tool for political or cultural clarity, but as 
a kind of formal duct tape: flexible enough to absorb multiplicity, yet rigid enough to protect disciplinary
identity. It’s a rhetorical move that evades the hard work of defining architectural values. Instead of
confronting the messiness of context, design becomes an alibi for indeterminacy – a smoothing 
agent that enables architecture to perform engagement without ever taking a position. In this sense, 
projective architecture buries ideology under layers of mood, atmosphere, and style. The fear of 
“slipping into a cloud” reveals a projective architecture that wants the aura of engagement without the 
discomfort of confrontation. Ironically, in its effort to stay grounded through design, it loses the ground 
entirely and substitutes strategic ambiguity for critical accountability.
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