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SUMMARY

The intention of this thesis was for the author to
begin a search for his own critical architectural
base. The procedure was primarily introspective and it
led to a proposition for an Architecture from Within.
A belief in the inherent power and influence of images
from a past fused with the energy embodied in
aspirations towards a future.

The catalyst is a sense of nurtured and developed
ambiguity between the associations of architecture and
landscape. The thesis is not an attempt at any
categorization or establishment of hierarchies within
the images. It is not an attempt to draw any
conclusions. It is an attempt to begin to fuse similar
and diverse elements, influences and images into a
compositional whole in such a way that their process of
fusion can also address their individual strengths.

A closeness to nature led me to believe that all
things are in a perpetual state of transformation which
may have no essential beginning or larger end, and it
may exist only to continue. Between origin and ruin
there is a constant building evolving. Where exactly
does a building begin or end? The potential for all

things to be eventually reclaimed by nature heightens
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the sense of time, timelessness and architecture’s
fragile nature. This is an attempt to strengthen
architecture’s position within the landscape in a
compositional unity of these ideas and then upon that
compositional strength address its inherent ambiguity.
My fragmented poems provide a crust of the associations
most strongly felt, yet I found that any form of
language fails as inadequate imagery: it is at best
hieroglyphic and provincial; reading is not seeing.
Therefore, the proposition is given final formal
expression in a designed object, an illusive creation
whose purpose was to be a receptacle from which is

allowed the process of ideas and images to emerge.



1.

A combination of intense deliberateness and
subtle restraint in the same motion.
“fervent concentration of boldness are layers|

upon a swath of flayed edges.
develops between foreground and background.

Diagonal, 1952. Franz Klinﬁ.

Ambiguity

CHAPTER I
INTRODUCTION: AN AMBIGUITY OF LANDSCAPE
AND ARCHITECTURE

This thesis 1is positioned somewhere between
beginning and end. It is a beginning of a culmination
of past experiences fused with aspirations for the
future. It is not a conclusive or complete work to be
discarded and largely forgotten with the next step. It
is intended to point in a direction on a path of
architectural inquiry that coincides with my natural
inclinations; inclinations which I had previously not
examined within the context of architecture. I have
set out to begin to find my voice with the hope that
the activity of making architecture might be one of
greater personal significance and deliberateness.

As a first step in a search for objectives the
project expands in a purgative way rather than
narrows. It establishes boundaries but leaves them
deliberately broad.

The moving towards a beginning first required a
listening from within. This introspection led to the
creation of a rather enigmatic object full of ideas and
partial ideas. It is an illusive thing which does not
easily lend itself to a verbal description, but its

physical description, partial as it stands comes more
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The threaded connections of aged and torn
burlap to fresh cloth; the ability for
different characteristics of material to be
married into a composition by its method of,
joining.

Sacco, 1951. Burri:

easily as it is; some illustrations, pictures of a
model and some measured drawings. The object is in the
language I feel most comfortable with, and the words
offered are merely intended to facilitate seeing and
feeling and to minimize the frustration and anxiety
involved when looking at an object with the unfulfilled
need to see that it is something more than itself.

Nevertheless there needs to be some preparation
before seeing the object. Throughout the text of this
thesis my hand performed the duties of the elder ladies
on the porch I will speak about. My pen was a needle
carrying the thread that ties disparate parts
together. The chapters are not unlike the patches of a
quilt. Each patch dense with meaning and only fully
understood when combined with the rest to achieve a
whole. In certain ways the chapters are intentionally
broad, but there is a common thread they share. These
images do not comprise a formal autobiography, but they
have a shared dimension. I hope to transcend
individual experience to communicate collective emotion
through text and form.

What are the images that my reflection has dredged
up? They are not shocking or unique. There are
multitudes of poetic and intellectual positions that

run parallel to this text, some of which I consulted



for confirmation and sustenance. They cannot be
confined to a 1list, or subjugated into categories.
They are apparitions that are best represented by the
illustrations that compliment and confront the text and
serve as a separate narrative, and by the written
reflections (stories) at the end of each chapter.

I grew up among barns and chicken houses veiled
and anchored by cobwebs. Structures upon a landscape
slowly becoming reclaimed by that landscape; the
discovery of ruins tending toward their origin; the
structures of nature - the beehive, the spiders web,
the birds nest, and the underground tunnels and rooms
of the groundhog; the webbed lacework of strings fof
beans, in rows and arches; the guy wires of tomato
plants and their diverse geometries of support - wood

frame pyramids, tire <circles and chicken wire

cylinders. All contribute to my sense of ambiguity of

landscape and architecture.

A synthesis of texture and form. The | There are places where architecture and landscape
fabric copies or accentuates that which it
wraps? unite. Furrowed fields and orchards become walls,

walls of greenery alternate with walls of stone or
wood, floors of grass or red clay or water enclose each
other, views of buildings in plan or elevation merge
with views from windows or trees, an area map is in the
head while a particular step is underfoot. Elements

3. Tissu sur Carton, 1964. Tapies. overlap.



The line; intersections;
that seem to gather or reject all outside of
it - origins, destinations.

Rectangle Gris sur Gris,

1965.

point intensities.

Antoni Tapies.

Architecture was not distinguished apart from the
land for me. I saw buildings as objects. Their
function, by never being acknowledged as something
outside of 1landscape, was thus subverted and what
remained was the power of poetics.

Within this thesis I’ve developed a desire to
speak about the ambiguity of landscape and architecture
within an all embracing concept of process, of
continuity. Embodied within this expression of text
and form are the images and influences of my past,
aspirations for the future, and the elements or aspects
related to architecture that I trust are most
representative of my reflections 1in the dialogue
between architecture and landscape, such as site
sculpture works; the wall and the role it plays as
modulator, definer, separator or connector; and the
unfinished or incomplete qualities of building which
allow architecture to address a suspension of time and
the intermediary direction of its existence, and
through its discontinuity heighten the sense of
continuity; of process.

At the beginning of each new chapter is a story
(an image) that became the genesis of that chapter,
followed by a short discussion of the contents of the

chapter.



CHAPTER II

SITE SCULPTURE

When I was young my parents would leave the house
each evening and walk along the stream beside the
gravel road. A silence would fall over the house
behind them as they moved away. It was something we
didn’t talk about. We (my brother and sisters) knew
this time was very important for all of us. We felt
they held on to something outside of us and our
concerns that we could never touch. Something that
kept continually moving away from us not unlike the
stream and the road and the walk itself...And this
brought us closer, for we knew that something out of
all this movement was capable of coming back.

In this chapter I want to look at and discuss the
things that have come back out of all the movement (the
educational process) - site sculptors and architects
who deal with a minimal vocabulary of associations and

are intent on displaying the inherent beauty of

materials and form and the "honesty" of materials

(nothing is made to look like it isn’t), then look at

At first there is chaos, then in chaos there
is an order.

the closeness of the simple human movement to
architecture - that there is inherent in all of us the
capability of <creating an architecture when the
definition of architecture is ambiguous.

I was first drawn to site sculpture works or
"earthworks" as a confession to the ambiguity of
architecture and landscape; between the built and the

5. "Air", 1971. Anthony Caro. not-built, the cultural and the natural. Site






