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THESIS 

Vi sual means of spatial percepti on are predominant in how we 

di scuss natural and man-made places: yet our vision is onl y one of the 

w ays we are capable of thi s percepti on. Out o f our fi ve senses . vision is 

the most dominant in terms of ran ge and cogniti ve concrete thin gs; vision 

is what I will refer to as a proximit y sense. Out of the other four senses: 

taste and touch ha ve intimate characteri sti cs. hearin g has prox imit y 

characteri sti cs , and smell is the median between prox imit y and intimate 

ranges. While each sense to a degree retain s characteri sti cs of prox imit y 

and intimacy, we are going to base their categori zati on on w hat is 

generall y perce ived mos t prominentl y in the li ved-world. 

When it comes to spatial percepti on, we locate and define through 

our sensory percepti ons; however, when we refer to things by their 

texture, size, and shape it is generall y done so on the basis o f the visual 

perception of th e space. We enter into a space and we move through it , 

understandin g the space in term s of our vision. 

Taste, touch, and smell , none of these senses all ow us to 

understand finit e space. Whil e touch and smell are characteri sti cs of 

ph ysical space. they are continuall y present and there is not as drasti c o f a 

need to des ign for those sensati ons, as they are sensati ons that cann ot be 

tran slated into a whole vo lume of space. Hearing and sound on the other 

hand ha ve properti es that can be useful in understanding finite space when 

vision is unavailabl e. Sound, techni call y defined as vibrati ons transmitted 
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through a state of matter, and within that transmittance of vibrati on, echo, 

pitch, resonance, frequency, loudness, defl ec ti on, etc . .. occur in our li ved-

percepti on of sound and its interac ti on with the environment. These 

properti es of sound, whi ch se t it into uniqueness from all other senses, are 

indeed spati al in nature. Sound in its moti on through matter is chaoti c, 

and it is w ithin thi s chaoti c moti on that all of its spatial propel1ies ex ist. 

Sound takes the visual concrete thin gs, which ex ist in a stati c nature, and 

brings them into a being. Sound makes us aware o f these things in a way 

that surpasses vision, for as sound in abstrac ted term s is vibrati on in 

matter, it can be a pal1 of the things in the environment as we ll as a part of 

ourse l ves. Where the eye creates tangibility and so lidity, the ear creates 

fluidity and enve lopment. 

A tree fall s in the woods; i f no one is around does it make a sound ') 

From the perspec ti ve of phenomenology and a Ii ved world/ex peri ence, it 

i s insignificant. The tree does produce a sound but it is a sound th at ex ists 

as a thing in the general world , insignifi cant to a mortal 's li ved 

world/ex peri ences, as it does not make an impac t upon it. Wh at is 

import ant is th at thi s questi on sets up what is to be our understandin g o f a 

percepti on of phenomena, speci f icall y sound. It all ows us to understand 

th at perce i ving sound is a phenomena ex perienced direc tl y through a body 

being present. That is, sound does not ex ist as sound unless it is impactin g 

upon a body and creatin g it s li ved world/ex peri ence. Whi ch mean s the 

fac t that we are present in a pl ace all ows for phenomena to ex ist. and thi s 
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being the case, [ fee l th at it can be j ust as ri ghtl y stated th at sound, as 

phenomena, all ows for one to be prcsent in the space . T he phenomenon 

that is sound is bound up in our being present j ust as much as we are 

bound up in sound ' s being present. 

T hi s dualit y between phcnomena (sound) and bodies estab li shes 

the noti on of an idea around the presence of a body being all owed to be 

present through the phenomena it receives, but also in the way the body is 

recei ved by the phenomena. T he prob lem w ith thi s is th at it leaves out a 

crucial third element. For i f men were still a creature that li ved in nature 

then thi s idea of the duali ty of hi s presence in the world would be 

complete, there would be no thi rd element th at contained man and 

separated him from nature. However, man, through hi s dwelling, hi s 

culti vati on and erec ti on of the earth , implants thi s third element , the 

element of architec ture. T hi s element contains the body of man, it 

removes him from the natural environment , keeping and staying hi s 

presence amongst the natural worl d and the worl ds of men. It gathers the 

li ves of men in its " moti fs" made of " thresholds", staying the li ves of 

mortals and presencing them to others. T hi s erec ti on of architec ture is the 

acti on by which man dwe ll s and is on-the-earth, beneath -the-sky, before

the-di viniti es. It is these factors th at force us to include the third element 

of architecture into our discuss ion of a body's being present, A nd if 

phenomena, parti cular ly sounds, are as much a factor in all ow ing a body 

to be present , as a body is in all ow ing phenomena to be present, then 
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architec ture can be understood as what all ows for the duality. now a 

trialit y , o f bodies/mortal s and phenomena to ex ist together in space. "T o 

say that mortal s are is to say that in dwe lling they persist through space by 

virtue o f their stay among thin gs." ( 155 Poetry. Lan guage, Th ought ) 

A rchitec ture is the thin g that keeps and stays the presences of phenomena 

and mortal s among things, and becomes itself intert w ined w ith the duality 

of the two, and it now becomes a questi on about the three . 

There are different degrees of being-in -the-world , and as mortal s 

we are in the world through our bodies. What it takes for our bodies to 

full y be engaged and present in the world , is for a world to be full y 

engaged and present in the body. Thi s means th at the spaces in whi ch 

bodies ex ist need to gi ve the world to the body as we ll as the body to the 

world , and where we stand now. creating architec ture based on visual 

phenomena, is not the most authentic way to gi ve the world and the body 

to one another in a space. There are other sense phenomena whi ch are 

more capable and more appropriate to ac hieve thi s. Bec ause architec ture 

is where the stage is set for world and body to co me together in li ved 

ex perience, since we no longer inhabit natural place, it must be the goa l of 

architec ture to respond to our being-in -the- world . as mortals in a body. It 

needs to give us shape and reveal us to the world , to ourselves, and to 

space. On a whole. architecture that addresses these issues is never built , 

but there are some ex ampl es o f works that respond to these ex act iss ues. 

The Jew ish Museum in Berlin , by Daniel Libeskind. address each o f these 



key issues, and is a remarkable exampl e of how bui lt space is the stage we 

inhabit that all ows for ourse lves, as we ll as the world and the space to be 

present as we ll as presenced. 

Voids/Spaces/BodieslPhenomena: Th e I ri -pOrl 

relaliunship Ihal is 11"11((1 g i l'es II ·a v IU fI, e presence urIllOr/a!s upon-Ihe

earlh. 

Architec ture is somethin g that deals with bodil y engagement , it 

creates spaces/voids th at can admit or exc lude. These vo ids/spaces arc 

formed by the joining of surfaces, hori zontals and ve rtical s, in order to 

create the environments that inhab it people and that people inhabit. 

"Space is always something that has been made room for . . . it is within a 

boundary." ( 152) "That for which room has been made is always granted 

and hence is joined, th at is gathered, by virtue of a locati on." ( 152) 

Architectu re is th at wh ich makes room, grants pace, joins space, and 

gathers space because architec ture is what creates a locati on for space to 

ex ist in . Architecture is also that which shapes, unconceals, and join s 

bodies, phenomena, and space. Architec ture gathers and stays bodies, 

phenomena, and spaces, wi thin itse lf/themse lves, in their trialit y. As such 

it should be the goa l of these vo ids/spaces of architecture to all ow bodi es. 

phenomena, and itse lf to be present as much as it presences the bodies, the 

phenomena, and itself. Architec ture and phenomena are here bound along 

with bodies, all ow in g fo r the body to presence itse lf as we ll as be present 

in the world and capable of li ved ex perience. The situation has become 
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one that creates equalit y amongst these three elements. Where eac h one 

gives meaning to the other two, and the three parti cipate in a "minor

play", where eac h "thin g stays-gathers and unites- the" ( 178) mortal. The 

unity of the three, "presence as the appropri atin g mirror-pLly of the 

betrothed, each to the other in simple oneness."( 178) 

The body ex peri ences phenomena through the senses. In thi s way 

can be understood as the way the body translates the thin gs of the world , 

through its vari ous thresholds, and presences them to the consc ious, 

creatin g the li ved world of a mortal upon-the-earth . Together the senses 

create a depth of intri cacy in a li ved world , and the absence of an y sense 

removes lessens thi s depth and intri cacy. Bein g that architecture deal s 

with bodil y engage ment , and a body all ows for the ex istence of 

phenomena which create li ved worlds/ex periences as much as phenomena 

allow for the ex istence of the body, then it becomes the case that 

architec ture, in its shaping of spaces/voids, should be informed of these 

phenomena and bodi es takin g the cues in its design from them. 

Bein g in fo rmed in such a way is a crucial aspect in the making of 

architec ture, because just as the body direc tl y ex peri ences phenomena, the 

body also direc tl y ex peri ences spaces/voids. And when a space tak es its 

cues from phenomena, it understands phenomena as thin g in the world like 

all other thin gs, and brings the phenomena to be present al ong with the 

bodies in the space. Architec ture, as container of these elements and as 

what all ows them to take shape in conjuncti on with one another and 

6 



creates the relati onships in a man-made place that puts phenomenon 

w ith/ into the person and the person w ithli nto the phenomenon, to create 

li ved worlds and ex peri ences . 

A rchitec ture is the reason thi s relati onship is ab le to occur, it too 

becomes intert w ined in the process, crea tin g the trialit y, the mirror-play o f 

the three elements th at form the totalit y o f the mortal. T hen just as the 

orches tra conductor mediates great symphonies between the musician s and 

the audience, shaping sounds and guiding it to generate speci f ic li ved 

experi ences, spaces in architec ture mediate be tween the body/presence 

and the phenomena in the worl d, becoming a part of the relationships it 

creates. 

What has been elaborated thus far is th at the body i s that th rough 

whi ch we are upon-thi s-earth , as mOl1als. However, w hat must also be 

c lear is the understanding of body as object in the world , and as such, as a 

pre-conditi oned state/structure, a form th at has consistencies and 

generaliti es making it a determin abl e structure. While variat ions do ex ist, 

as a general thin g in the world , the ph ysical conditi on of the body is pre

determined into a certai n organi zati on and structure. Yet, as the bod y is 

intert w ined w ith ph ys ical space and phenomena, creatin g a li ved 

ex peri ence/world, the body requires spaces and phenomena in order to 

actuall y be-a-body. Without these other two elements, the body would be 

shape less . It would ex ist so lely in it s stati c/determined conditi on, and it 

would not inhabit an y spec ifi c place or li ved world . 
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Since the body is pre-conditi oned it is stati c. It i s capab le of being 

shaped and refined in cert ai n ways; however it maintains the same 

unchangin g general system of organi zati on. resulting in a stati c entit y. 

However, thi s generall y stati c conditi on of the body can be shaped in a 

different way, a way that in vo lves an unconcealin g of the body. A s a body 

moves through a space it reacts to it s li ved ex periences and it s li ved 

environment , it is in these reac ti ons that a percepti on is takin g place and 

thin gs are being tah:en into the body, all ow ing for a kind of dynami sm in 

the body. A dynamism which is the full rea li zati on or revea ling of the 

body as a complete body. 

However, in our architec tural practi ces and under the gui se or 

moderni sm and other movements. we have come to des ign spaces for the 

stati c conditi on of the body, through an understanding th at we, as mortal s 

inhabiting bodies upon-thi s-eaI1h , gi ve meaning to a space and not that we 

gi ve meanin g to a space as equall y as a space gi ves meaning to us. In 

creatin g architec ture we are rul ed by regulati ons and conformed noti ons of 

vo lume (w idth/depth/height ), all ow ing our in ves ti gati on into design and 

forms to be ruled by what has become sys temati c mathemati cal 

abstrac ti ons. however valid they ma y be. A s a res ult o f in ves ti gati on 

being systemati c/stati c mathemati cal abstracti ons in our formulati on o f 

spaces, we limit ourse lves and our understandin g of body, ph enomena, 

and space. We create a barri er between ourse lves and the li ved worlds 

that we inhabit. In thi s situati on we are onl y accounting for the stati c 

8 



constructi on o f our bod ies and not the li ved worlds that our bodies should 

naturall y inhabit through these constructed spaces . For the bodi es natural 

conditi on can ex ist anyw here, but for a space to be created to allow for the 

w hole o f the dynami sm th at th e body is capab le o f, is a space that would 

full y reveailunconceal the body. allow ing the body to be present and 

presenced. 

By shaping the body in its stati c conditi on we do not full y shape 

body, phenomena, or space. They all remain onl y partiall y revealed. W e 

revea l the body it se lf through the spaces and the phenomena it inhabits 

th at all ow itli t all ows to be present. We revea l spaces through the bodi es 

and phenomena th at ex ist in it , and we revea l phenomena through the 

spaces and bodies th at perce i ve it. Phenomena are somethin g intrinsic to 

the body and the space, and it can never be di sregarded. When it i s 

di sregarded , it i s never gi ven to the body or the space, and the body and 

space are never gi ven to it. The three: body, space, and phenomena are 

ti ed to one another. Th ey ex ist in a " miITor-play" o f themse lves, in their 

oneness, all ow ing for the oneness and presence o f each o f the three to be 

reali zed full y. However, w hen undertak ing the task o f creatin g a full 

dynami c bod y ex peri ence and shapin g all o f the three elements. we have 

to use abstracti ons. It w ill be through abstracti ons th at we can remove 

ourse l ves from li ved worlds/ex peri ences to create man-made places that 

understand the three elements in the mirror-playas thin gs to be brought 

together w hi ch will all ow for the full revea lin g o f each. However. an 
~ 
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attempt to understand all phenomena full y in their abstrac ted sense would 

be a near impossible and implausible tash: . Through our use of abstracti on, 

we must limit ourselves to those phenomena th at inform us in our creati on 

of ph ys ical built space. 

Sight , hearin g, smell , taste, and touch. these are the fi ve senses that 

we possess through our bodies , that translate the world and presences it to 

our consc ious. Since our body shapes space and gives meanin g to space 

as equall y as space does to it , to gai n an understandin g of whi ch 

phenomena have pertinence in the designin g of built space, we must 

understand whi ch have pertinence in stayin g ourse lves as mortals 

inhabiting the earth through bodies, upon-thi s-earth : 

Light, the phenomenon of the eye, all ows for solidity and 

tan gibility, but at the same time it sets our bodies again st the objects in the 

world th at it illuminates . Li ght all ows us to understand objects in the 

world in certain terms, terms th at define it as object with physica l 

properties and a certain character and ourse lves as another thin g with other 

propel1ies. Thi s phenomenon permits an understanding of the ph ys ical 

world th at allows for us to build in the world and allows for us to na viga te 

it. Li ght is al so how we generall y co mmuni cate aspects of spaces and 

experi ences. It has the most ran ge out of all of the sense. and is generall y 

understood as the predo minant phenomena in our ex istence, whi ch is how 

we come understand our li ved worlds. Light however is tran sient , never 

fixed or permanent. So when we understand it as the main revealer of th e 

10 
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world and li ved ex peri ences, in its absence do our li ved 

worlds/experi ences cease to ex ist') Li ght is fl ee tin g and impermanent. we 

cannot create it from our bodies. If we are to use it as the mean s to 

understand our li ved worlds/experi ences we make the ass umpti on that we 

onl y inhabit a li ved world and have ex peri ences in the presence o f li ght , 

and that we in fact are onl y present w hen li ght is around us. W e all ow 

ourse l ves to be govellled by it and adjust our li ves accordin gly to it , and 

while it may be a crucial element to our li ved worlds it is not a 

phenomenon that we can use to wholl y be present/shapec1lunconcealed in 

our Ii ved world. Whi ch mean s that it is not a phenomena that we can use 

to give shape to our space and our space to it , and accordin gly to our body. 

While li ght can techni call y do all of these things, it forces us to see all o f 

the elements separate from one another, creating a fal se and inauthentic 

understandin g of our conditi on as mortal s upon-thi s-earth. It assumes that 

our body and spaces are to be continuall y reshaped, yet remain always 

stati c. Li ght is a phenomenon that is fundamental and crucial , w ithout it 

we could not even begin the endeavor o f thi s in ves ti gati on, however, it is 

put to better use if used metaphori call y to desc ribe how different spaces 

shape phenomena and bodi es and themse lves dillerentl y from other 

spaces, phenomena, and bodi es, 

Taste , the phenomena of the mouth , thi s can be rul ed out 

immediately for we simpl y do not taste all the thin gs in our li ved worlds. 

Smell and touch , the phenomena of the nose and skin . arc continual 
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indi cators o f a li ved world , but th e way in w hi ch we co me to ex peri ence 

them in relati on to architec ture and the body. is such that they are al ways 

part o f a built space. They inhabit a space and shape a space. independent 

from the conditi ons o f the space. Every element al ways has a tex ture and 

a smell can fi ll an y deri ved vo lume. Spaces do not ha ve to be structured 

and tai lored to these sense in order for them to be gi ven to a person and a 

person to them as we ll as to be gi ven to the space and the space to them. 

The last of the senses now is sound, the phenomena o f the ear and 

al so the w hole o f the body, w hich has been the topi c of di sc uss ion thus far. 

When the eye creates tan gibilit y and sets one thing against another, the ear 

creates fI ui di ty, en ve lopmen t, and i ntercon nec tedness o f the body, the 

phenomena, and the space. Sound trave ls in a dynamic/chaoti c manner, it 

is capable o f being guided by a space and the space is capabl e o f being 

informed by the sound, each one can shape the other. Sounds are ever 

changing yet constant , and are somethin g th at we as mortal s, as bodies, 

can even produce. I f the presence o f all other phenomena were removed 

we , as bodies, would still be present th rough sound. through the vibrati ons 

it creates and the way it trave ls through our body. It is a phenomenon that 

never leaves us. as it is as much a part o f us as it is the rest o f the world . It 

permits us to be present as much as we permit it to be present , and 

becomes a phenomenon that is capabl e o f shaping the triad of the body, 

the space, itself. SOllnd is the element th at all ows for " the round 

dance ... the rin g that j oins w hile it plays as mirrorin g." ( 178) as th e body, 
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space, and ph enomena parti cipate in a " mirror-pl ay" o f the ex istence of 

mortals, upon-th e-earth , beneath -the-sKY, and be fore- the-di viniti es. Sound 

w ill al ways ex ist as a phenomenon. perpetu atin g our li ved 

world/ex periences . giving us our full shape and mode of being upon-the

earth as mortals. 

A ll o f the other sense phenomena are regulatory fac tors in the 

formati on of a space. Li ght is al ways necessary in order for a space to be 

abl e to be " put toge ther". T ouch and smell are always present as every 

element in the space consistentl y has these qualiti es when the body comes 

into contact with them. Taste is negli gible for we do not taste space. 

While sound fall s last as an impac ting phenomena it is generall y onl y 

considered in semanti c ways the deal with building noises . SOLlnd shows 

itself to be the most va luable in the tri ad relati onship of body, space, and 

phenomena, but it is the one th at i s always left OLlt of the equati on when 

constructin g space . Sound needs its space, space needs sound, and we as 

mOJ1als inhabiting bodies need both in order to be present as bod ies on thi s 

earth . 

Threshold - lI ,here l ranslalioll s occllr. deep (l nd cOlllp lex. 

Ihreshold is Il'here. in archi leclllre, lI 'n r/'; is p ilI inlo III C' I\'() rld 10 rCl 'col 

Imlhs. 

The w ind w ill bl ow past the body's ear. whether it is still or it 

moves. In architec ture. very much the same thin g happens in th e 

windows/openings of a building. The building is still and the w ind blows 
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past making its presence in the world known to the building and to those 

inside, ye t so often windows are gi ven the functi on and reason for 

ex istence as lettin g in li ght and presencing the visual scene o f the 

landscape around the buildin g into the buildin g and to th e peopl e. A 

w indow's placement in the " motif ' o f the buildin g is typi call y governed 

by li ght and other visual references, things that are perfec tl y valid and 

necessary considerati ons, yet in these regards it i s simpl y a di scontinuati on 

of fa~ade and a break in the wall surface to form an opening in a spec ifi c 

spot. Through thi s treatment the window is the absence of wa ll , but what 

of a w indow th at i s also treated in regards to sounds'! Does it magnify, 

does it dampen, does it enhance or does it bl ock '! A ll these aspec ts require 

something more in depth then a simple absence of wall. T o consider these 

other aspec ts there is a different understanding th at is required of the 

window/opening. It requires a diffe rent structure, something more in its 

des ign and intent, something that prov ides another leve l of care structure 

and brings to the front another leve l of what w indow/opening is ... the ear 

(yet al so the eye) , a threshold of a buildin g. 

'Threshold" has become limited in our understanding of it because 

we view it as boundary and a line between inside and outside, it has 

become somethin g stati c where nothin g takes place w ithin the thresho ld 

itse lf, rather somethin g begins it s presencing on either side of it. T hi s 

noti on of threshold overl ooks what occurs in the thresho ld itse l f. It 

presumes that nothing happens w ithin it and onl y around it , devaluin g the 
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noti on of ·'threshold". while exemplifying what happens on either side of 

it. But if we are to understand " threshold" as an important element in 

itse lf. not just for what it all ows to he present on either side of it. we must 

understand the depth of the thresho ld . It is not simpl y a breadth less w idth 

of space formin g a plane, but rather it is a deep and co mplex " thing". The 

threshold ' s "essential nature, its presencing, so ex perienced and thought of 

in these terms, is what we call/hillg. We are now thinking of thi s word by 

way of the gath erin g-appropriatin g staying o f the fourfold ." ( 172 Poetry. 

Language, Thought) "The thin g things. Thin ging gathers . .. appropriating, 

it gathers" ( 172 Poetry, Language. Th ought) 

Within the threshold occurs the convergence and di vergence of all 

that the threshold has gathered and all ows to be present. These thin gs are 

translated or sampled, and inside becomes outside as well as outside 

becoming inside. What is presenced on either side of the threshold finds 

its form through the translati on that occurs w ithin the threshold . That is to 

say that the threshold is what gi ves shape to what is presenced from it. In 

that the threshold gathers the things of the world . and is what all ows for 

the world to presence/be present, it becomes a " work " , in additi on to being 

a " thin g". " To be a work mean s to set up a world . . . the wo rl-.: as work se ts 

up a world ... The work ho lds open the Open of the world. " (43-44 Poe try, 

Lan guage, Th ought ) "A work , by being a work . makes space for that 

spaciousness . 'T o make space for ' means here espec iall y to liberate the 

Open and to establi sh it in its structure. " (44 Poetry. Lan guage, Th ought ) 
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It is from here that we ca n begin to understand the complex ity o f the 

ph ys ical form that the threshold , as the threshold. should take. It is the 

" thing" , it gathers and appropriates . and w ith the noti on o f the tripartite 

" mirror-play" ex istence o f mortal s, space, and phenomena, threshold 

becomes the point at whi ch each element comes into cont ac t w ith one 

another. Its ph ys ica l form then becomes that w hi ch is all three element s, 

as it presences all three. It is the full y reali zed structure o f each single 

element and the three combined. Yet also it gi ves shape th rough a 

translati on and it ex ists as a fundamental noti on between inside and 

outside, thus the shape of the threshold must be such that it all ows for the 

translati on from one to the nex t. 

Whil e visual mean s o f treatment in a threshold offer va lid 

translati ons, li ght remain s transient , it should not be the onl y thin g 

considered. Th e threshold shapes more than Just the phenomena of li ght. 

It shapes and translates all those things that contribute to our li ved 

worlds/ex peri ences. 

The sampling of architecture: We as /Joc/ies 11 0 IOllger 

ill/lCIbil 1101 u ral p i ({ ce, we ([ r e ollce 1-el IlOl 'edji 'Ol ll if. A r ch i l eclf( r e becollles 

Ihe \'ellile Ih ro llgh \11lich Il 'e heg ill [() he p reselll , olollg II'ilh Ihe Imrie!, 011 (/ 

Ih e space il all ill/wbils. 

W e can neve r hope to make an architec ture that ex hibits 

phenomena as it is in the world . It can onl y exhibit the noti on and 

presence o f phenomena as thin g. A rchitec ture. as a result o f w hat it i s. can 
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onl y ever "sample" these sounds and oth er phenomena from the natural 

place, as well as "sample" the natural place itse lf. For by creatin g 

architec ture we are creating a venue fo r thin gs to presence, and through 

the venue thin gs become a noti on of what they we re before translated 

through architec ture. A rchitec ture establi shes the venue in which sounds 

and other phenomena are translated or "sampled" in order to gi ve them to 

man as we ll as gi ve man to them. A rchitec ture is the creati on of a 

thresho ld, a single threshold that is it se lf made up of numerous thresholds. 

" When we relate ourse lves to these thin gs that are not in our immedi ate 

reach, we are staying w ith the thin gs themse lves." ( 154 Poetry, Language, 

Th ought ) In sound. we find the phenomenon that all ows for our continual 

percepti on of thin gs, without mental representati on. Sound all ows for our 

continual "staying w ith thin gs", for when we are in the presence of the 

sounds of things and the things themse lves are not in our immedi ate 

presence, we are sti II present before them and them before us through our 

percepti on of their sOLlnds. II does 11 01 exisl as a lIIelllo l rep resell lUlioll oj' 

Ihe Ihillg Ihal II 'as ali ce a parI aLII' liFer! lI 'o rlds o lld i.1'II 'I u lIYlll o re ({I Ihe 

1110111 ell I, i l is sliff I'e rv IlIlICh experiell ced direci/v ulld !l lO re cOlllillllOI/" bv 

II S. 

A hOLlse or an y other type of structure is a man -made environment. 

Because of thi s it must interpret. through it s thresholds, natural place. 

Thi s translati on and these thresholds are the elements of a constructi on 

that w ill eventuall y gi ve it shape and form and create its spaces. T hese 
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clemcnts that all ow a prcsencing to occ ur gi ve shape to th at preseneing 

and arc overl ooked in respec t to it. But then how docs thi s tran slati on 

process occur. how does it share the form to come. how can we kn ow 

what the form to come should be'l We can gain an initi al understandin g 

for what the form should become by the natural place. for it is natural 

place that gi ves the thin gs of the world to a person as thin gs to be 

experi enced as phenomena in their li ved world . The buildin g acts as an 

ex tension o f our body and an ex tension o f the phenomena. It w ill be w hat 

first is ex posed to the things (phenomena) o f the world and to our bodies. 

tran slating and relating all. in their oneness, in order to presences them 

arouncl/in/ through the "multifari ous in -between" . that i s the threshold o f 

earth and sky. 

There ex ists, by virtue o f architec ture being built space, a degree o f 

separati on between our bodies and the world . W e have come to a point 

where we inhabit architec ture and no longer natural place, it is in the 

world , but we are not in the world. Because o f thi s, architec ture, as man 

made creati on, comes to inteq)ret the world. It becomes the first 

presencing o f phenomena and the body. The peasant cabin o f Heidegger 

w ill never be abl e to escape to touch o f th e techno logies and societi es o f 

man. Our citi es and urban places ha ve become entirel y new places for 

ex istence. they inhabit the earth, but no longer on a scal e relati ve to 

humans. Rather the earth and the natural world now inhabit our c iti es on a 

scal e than can be related to humans, now the natural ex istence o f natural 
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place and settlement has been flipped. Thi s mean s that the natural place of 

man , while it may maintain its roo ts w ithin actual natural place . is no 

longer the authenti c natural place. but the man-made place and the natural 

pl aces that inhabit it. What was crea ted was an abstracted world for man 

that has taken precedence as the place of man , the city/settlement. 

So far the ideas that have been di sc ussed are unsubstantiated, they 

are mere rhetori c around the idea that w ithin the Heideggarian noti on of 

the mirror-play of th e fourfold (eal1h , sky. di viniti es, and mortals). the 

presence of mortal s is in vo lved in it s own min"or-play between space, 

body, and ph enomena. A min"or-pl ay that leve ls the importance of each 

single element and forms equalit y between the three, where one cann ot 

ex ist without the other two, and one has no meanin g without the other two. 

The three are bound together in order for any of them, in their oneness, to 

be present in the threshold of the world , the "multifari ous in -between. " 

The Jew ish museum, by Daniel Li beskind is a pl ace w ith a 

multitude of threshold , ex teri or and interi or. Them museum is meant as a 

symbolic reference to the Di aspora, scatterin g of the Jew ish popul ous. the 

form of the mu seum is theori zed to be either a broken Star o f Dav id or an 

organi zati on based on the path s that were a result o f the Di aspora of th e 

Jewish people. Li beskind se tup these organi zati onal structures around a 

seri es of voids: memory, holocaust. garden of ex il e. Each vo id sets up its 

own thresholds and brin gs somethin g to come to presence uniquely in 

them. A ll ow ing the museum to be a dramati c repli ca of the hi story of 
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Berlin and its Jewish culture constructed into a built form . Libeskind 

wrote. " there are two lines . one is a strai ght line. but broken into man y 

fragments: the other is a tortuous line. but continuing indefinitely. 

Between the ordered and the di sordered, the chosen and the not chosen. 

the vocal and the silent. " (32 Territ ori es o f Complex it y) "The Void is the 

pregnant and inaccess ible memory ... 'the embodiment of absence ' " (32 

T elTitori es of Complex it y) 

As one moves through the first threshold and begins their entrance 

into the museum. they are forced to walk the " fragmented line" whi Ie 

being visuall y consc ious of the "continuous line" es tabli shed by the ax is 

of the voids that run s through the buildin g. A body is forced to mentall y 

and ph ysicall y stumble through thi s place and around these vo ids, over 

skewed pl ains and around skewed wall s. Walking thi s " fragmented line" , 

yet seeing the "continual line" not being ab le to walk it at all . There is a 

subtle communicati on and noti on of di sengagement , di scontinuati on, 

di srupti on, absence. but these are appli ed ideas, appli ed experi ences 

through a mental representati on. There is a degree of actual engagement. 

an unconcealing of hi story through the wa lking of a fragment and the 

noti on of the continual. bu t it is not complete. it remains mainl y a visual 

reading. These mental concept s are all things that can be used to desc ribe 

the hi story of the Jewish people in World War II , but it remains onl y a 

desc ripti on through mental interpretati on and representati on. The onl y 

understandin g gained comes from these representati ons, like readin g 
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hi story and stori es out of a book. A t thi s leve l the museum is not 

architec ture at all, aside from it being constructed space, it is a hi story 

book. 

It is when, al ong the " fragmented line" , that a body co mes to the 

point that they can enter into one of the vo ids, pass th rough its thresholds, 

that the museum starts to become architecture, it starts to shape/unconceal. 

The body in the space is no longer separated from the "continual line." 

They are no longer in oppositi on to the voids by virtue of their being 

opposite of it , a conditi on that is created by a means of connec ti on and 

engagement with the vo ids in a purely visual way. The space begins to 

take shape in the presence of the body and through the phenomena that it 

gi ves to the body. The body then understands its place and begins to 

manifest/shape/unconceal itse lf in the presence of the space and the 

phenomena contained w ithin it. The body becomes aware, and enters a 

lived world . The li ved world then informs and gi ves way to the dynami sm 

that a body is capabl e of from its stati c structure, which is what all ows the 

body to then be a body in its full form . 

The mu eum contains three vo ids, but we w ill focus attenti on on 

one, the holocaust vo id . Thi s vo id is a space spec ifi call y meant to 

presence the li ved world of the Jew ish peopl e in concentrati on camps 

during the holocaust of W orld War II. The space is a trapezoidal chamber 

that is completely shut off from the rest of the world except for a very 

small sli ght w indow in the uppermost corner of th e void . Thi s window in 
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conjuncti on of the height and vo lume of the space . allows for an ex tremely 

minimal amount of li ght to enter the space :md reach the level the peopl e 

are at. When in thi s space one is removed from li ght as the main sense 

phenomena and the emphasis is placed on sound. Being that sound is 

capable, when the room is des igned accordin gly. at fl ooding a space w ith 

even the quietes t noise by trave ling through an y opening and through the 

structure itse lf, it all ows for a person in the vo id to be recepti ve of the 

mental condi ti on and emoti onal fee l i ng o f the li ves o f those in the camps. 

Being removed from the li fe they ha ve known ph ys icall y, encased in wall s 

and not being ab le to see but still they can hear the things beyond. T hey 

know of the world outside by what they can hear. 

It is in thi s built space w here sound surpasses li ght , consc iously, as 

a phenomena that presences a li ved world , and gi ves us our being on the 

eal1h .. Li ght is limiting to a presencing of the skins of the world , where 

understandin g sound has to be a li ved ex peri ence, there is no tan gibility 

but there is communi ca ti on and there is a know ledge th at is gi ven. It is 

communicatin g the li ves of people in the past and all ow ing us to move 

past li ght as the perpetuator of li ved ex perience and worlds and understand 

the ro le of sound. Sounci bri ngs li ved ex peri ence into the chamber. and 

the past is presenced into the future w ith know ledge of hi story being 

coupled w ith the phenomenon of sound into the space. The truth s of the 

concentrati on camps are given more so than li ght can gi ve. Beyond the 

tex tures and ph ys ical conditi ons of li ght. sound gi ves us the mental 
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depravity and sufferin g of the pri soners. A person removed from life and 

the life still continuing everyw here they cannot reach. 

However. thi s is where the museum becomes perverse. For in the 

parti cular instance of thi s built conditi on, the vo id , the phenomena, the 

body, and in their mirror-play relati onship, it is not the li ved body that is 

being shaped per say. The body that is being shaped is th at of a Jew from 

the camps during World War II , it is thi s body, a body th at once was, 

being transposed ove r the body that is, in order for a li ved world shaped 

by phenomena and space to be presenced to th e body th at i s, with a depth 

of understanding and know ing th at transcends the reading of a hi story 

book. 

Here, in the vo ids of the museum, w ith the spec ifi c phenomena 

present in them, the relationship of a body th at once was to a body th at is. 

The relati onship is formed in order to in fo rm , to unconcea l a li ved world 

of the past and presence it into any moment. In thi s relati onship, mortal is 

being presenced to mort al , th ose th;.lt are capab le of death as death and 

those that were. In these vo ids, forming the " continuous line", we as 

bodies that are, are being gi ven our own mort alit y, from being to not 

being. The museum has immort ali zed life: it gathers and stays life by 

immortali zing death, the " shrine of nothin g". T he museum 

becomes/always ways the "shrine of nothin g" . and what it unconceal s is 

life and mortal i t y. T he vo ids, the phenomena. and t he body, in the m i rror-

pl ay relati onship, all ow for the presencing of life through th e abse nce o f 

'1 - . 
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life. It ac hieves an authentic unconcea ling of our Dasein. our being-on-

the-earth , as mortal s, capable of death as death . 

In our world and in ph enomenology. vision is ex ulted. the li ght of 

our time and age. It is how we move and li ve in the world , or at least it is 

what we use to describe such acti viti es. The concept o f mov ing past thi s 

level of understanding and delving into somethin g different that has its 

bas is in thi s leve l but builds upon it , has been the purpose of thi s 

di scourse. So often we fi nd oursel ves tryi ng to reveal a truth about how 

somethin g is or should be done, but why must we al ways limit ourselves 

to one truth , one way, one so luti on. 

[n the conglomerati on th at our ph ys ica l and li ved worlds have 

become, one conclusion th at can be drawn is th at there is a multitude of 

thin gs coming toge ther and moving apal1 , a multitude of interac ti on. Each 

of these instances is something th at is unique, va lid, and momentary. 

These interac ti ons are not constan ts. in the natural place of the worl d, 

thin gs change and what is constant is th at they w i II change. Perhaps it is 

in a predetermined pattern or completely random. but they do change and 

shift. Is there va lidity in taking cues from sound to in fo rm ourse lves in 

des ign? Yes. Does it reveal a truth about our be ing on-the-earth , as 

mortals, before- the-di viniti es, and beneath -the-sky? Yes, at least it is Just 

as va lid as an ythin g we have deri ved from the phenomenon of li ght , for 

sound and li ght are both phenomena to be experi enced in our li ved worlds. 

They impac t our li ved experi ences and can either add or detract from the 
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experi ence of a space. We can see one and describe it. where we cannot 

see the other but ye t still desc ribe it. One is transient , presence sometimes 

in its absence and sometimes because it is act uall y present. where as one is 

perpetual and unending as long as we, as embodied morta ls, li ving upon 

the earth , sound is never absent. 

I f what it i s to dwell upon-thi s-earth , is to build and culti vate the 

land and through th at incite a gatherin g of the " fourfo ld" (earth-sky-

mortal s-diviniti es) to take place. then li ght is solcly the phenomena 

necessary in order to dwell for it can accomp li sh all these thin gs. 

However, if we are to be humans upon thi s earth our dwelling mean s 

much more than our simpl y ability to see the things of the earth . When 

li ght may allow for th e creati on of a ri ch and full li ved world , are we not 

denying ourse lves somethin g more authenti c to our own being by relying 

so lely upon the interpretati on of one phenomenon as our realit y? When 

being mortal is understood as being capable of death as death , deri vin g 

from a know ing of death before death comes . we leave out what dea th is. 

Heidegger states th at " death is the shrine of nothin g." ( 176 Poetry, 

Language, Thought ) If thi s is the truth and our rea liti es are based on 

phenomena, than what nothing for us shoul d be is the absence of that 

phenomena, meaning we metaphori call y die eve ry day when the sun goes 

down and the moon does not come out. But i I' we are to understand death 

to trul y be the shrine of nothin g, then it should be the absence of all 
~ 

phenomena, the absence of an ythin g that perpetuates a li ved world . 
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Becoming senseless is then what death is. in accordance w ith the body. but 

as long as a single sense remains. a li ved world can still be perpetuated in 

some form or another and culti vati on and gatherin g can take place along 

di fferent means th an by the visual. 

Here we have been ex pl oring our be ing-on-thi s-earth . as mortal s. 

and the relevance of sound on thi s topi c. It has been meant to assert that 

li ght is not the one correc t way, but merely a momentary instance that we 

may use as a basis in our dwe lling to accompli sh our dwe lling. Ne ither o f 

these to prominent phenomena gi ves us a truth more hones t than the other, 

but perhaps one at a gi ven time could be more va lid and relevant th an the 

other: however, essentiall y it is just another way to understand and look at 

ourse lves and our own nature of be ing and dwelling on the earth . 

It was also an ex pl orati on as to how phenomena (sound), bodi es, 

and spaces presence. When edges are everyw here, things should be 

continuall y presenced, always new also shi ftin g, always changing. Being 

presenced for a moment and then being translated a diffe rent way or 

having another element added to the translati on. A t eve ry moment. each 

edge leads to a new possibilit y, and each poss ibility does presence, and in 

it s presence it is presencing the nex t. In the moment th at each poss ibilit y 

is come upon a truth at th at moment is revea led, the truth of that 

possibility as a possibilit y and a truth about the noti on of inquiry into 

world and des ign. 
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Truth does not need to be somethin g that is an end. Truth can also 

not ha ve a beginning. Truth is a moment. It is reveal ed and covered 

again. to be revealed as a truth again later. Through the tran slati on of 

thresholds, a mirror-play conducted and thin gs find their form , they are 

revea led and presenced. It is within thi s threshold that things are gathered 

together and mi xed and then subsequentl y revealed and presenced. The 

concept of the threshold then has to become on thin g. singular. The 

threshold is one thin g and it is the world o f thin gs. Every culti vati on and 

building is takin g place w ithin thi s threshold and creates a " multifari ous 

in -between" of thresholds, where gatherin g can take place and be revealed 

in one thing or another. Thresholds ho ld perpetual truths, where each truth 

is grounded in all other truth s, no one more va luable than the other. 

It is the constant dynamic of 

gatheri nglreveal i nglpresenci ngltranslati ng that occurs wi th ina threshold 

that draws me to sound. Sound moves as a thin g in the world , just in thi s 

way. Thin gs are subjec t to sound just as w ith language. Man and other 

things in the world can be defined Just as much by the sounds they make 

as the way in which they appear from li ght. In realit y it is in sound where 

language is ex ulted more so than in li ght. Fo r. our vocabu lary to describe 

the visual is expansive . whereas to describe the auditory it lacks. T o 

describe sounds one must use language with more depth and 

understandin g or the world to describe it acc urately. Sound is the 

phenomenon that presences without being in reach o f". it literall y can 
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reveal what is hidden, whereas all li ght can reveal is the possibility of 

something being hidden. Sound is what will let us be in our world more 

authenti call y in our state of being that ex ists now. It is us as we are it , we 

make it as it makes us, and we arc toge ther with it in the world , beneath 

the sky, before the di vinities and as mortals capable of death as death. 

When implemented in the architec ture of the now, it can create a more 

comprehensive and more authentic leve l for us to ex ists at in the ph ys ical 

and li ved worlds, for the same reason, we are it and it is us, in the spaces 

we inhabit. 
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Site Criteria: 

Dealing with sound, as a signifier and as a signified, it becomes important to 

understand that this project could become many different things, and that it is 

the site that will grow to construct its tectonic as well as programmatic 

elements. 

If it is to be a natural place, then it should be a natural place with a certain sound 

quality that is synonymous with the place. A canyon has an echo, a waterfall has 

white noise, and in a field sound becomes vast and expansive. Each natural 

place has its sound qualities that mimic the landscape itself. 

If it is to be an urban place, than there are a number of imposed sounds, the 

sounds of the human urban condition, that are placed upon it, and that it derives 

some of its atmospheric qualities from. 
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Enumeration of Actions 

Translation/folding: 

When things are imposed on one another or come into contact with 

one another, they mingle, they have a conversation. In that instance, 

two or more things come together and are translated into something 

new. 

In-between: 

These are the gathering spaces, these horizontals and verticals. It is 

here that things first meet and it is here that things are first translated 

and formed into new things, and it is here that things first become 

revealed. 

Revealing/Concealing: : 

Moving through the in-betweens of other space things come and go, 

the are revealed and concealed. One thing ma lead to another but it 

may lead to something else. These in-between spaces are continual 

and labyrinthine. They are not places for an answer or a way out, but 

rather places that begin to direct and guide, places that allow one to 

inquire and seek and engage. 

Layers/Weaving: 

Imply the depth and complexity of spaces. Allowing for a certain 

richness to exist in a place, a totality of place to exist, that is complete space. 
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Articulation of intent: 

This project is an attempt to critically look at the area of the Dequinder cut and 

through investigations, both auditory and visual, recondition the "place" of the 

cut. 

Developed as an almost non-space, the Dequinder cut served only as a void for 

high-speed transport. Sunken below the city level, it was a place that was never 

meant to have any real presence in the city, it was to be forgotten about and 

overlooked by the inhabitants. 

With an interpretation of Heideggarian theory from the visual into the auditory, an 

attempt to bring the cut into the rest of the city, through auditory means, will 

take place. The notion of the cut being woven back into the city landscape as an 

actual place through the use of sound in the design of tectonics and program will 

be explored. 

Through this investigation, not only will it be sought to bring the cut into the city 

as a place, but also to simply explore the implications of sound. The way in 

which it moves becomes crucial and also the way in which it keeps people aware 

of their surroundings on an intimate and social level. 



Program Circumstance 

Sound is a signifier, what perceives the sound is the signified. 

Sound stays with us, all those things around us. Things that we cannot see, but 

are continually there. Sound stays with us, the world we inhabit and dwell upon. 

Thresholds and in-betweens are the (voids/gaps) between inside and outside, 

between exposed and enclosed environments. Thresholds are where things are 

first related and first presenced to one another. In this way a threshold becomes 

a narrative, it speaks about one thing to another thing, it serves as a proponent 

for a dialect. 

The forming of a program involving sound is one that is considerate towards 

thresholds. It must take into account the way in which things become 

apparent/presenced, how they begin to be woven or shuffled together and the 

new types of relationships this weaving/shuffling begin to form. 

Thresholds are invaluable in the establishment of these relationships because 

they enact the weaving/folding/shuffling that forms the texture of the 

environment. 

In order to serve as a threshold, sound needs distinct place of inhabitation. In 

needs opportunities and context that will allow for it to become an e lement of 

connection 

A program of sound creates a circumstance in which, a whole is intended. That 

whole is one unified and yet separate entity, a whole tectonic of thresholds and 

sounds. This will inevitably serve to blend the inside to the outside, the body to 

the void, the function to the body, etc •.. 

There is a dialectical existence on each of these levels of connection, and for it 

to be complete (whole) , all of the dialects must be created. Since it is the nature 

of a threshold to translate, to fold, to shuffle, to connect, to separate, all at the 

same time, it should be the nature of the project to do the same .. 



VIWEING SPACE -

QUANTITIES: 

PURPOSE: 
1 

This wooden space will serve to accommodate the viewing 
aspect of a funera l service. 

SPATIAL RELATIONSHIPS: 
The wooden viewing chamber is si tuated 20 feet above the 
bottom of the Oequinder Cut; at the top of a 1: 100 slope the runs 
throughout the entire project. It is located on top of the 
chambers used for the preparation of the body [embalming, 
cremation, etc ... J. And it is adjacent to the shrine area, 

SPECIAL CONSIDERATIONS: 

EQUIPMENT: 

This space is meant to emphasize sound as a means to gather 
and stay the people in the space, attempting to use sound as a 
vehicle to bring people togeth er. 

This space is completely natural; the on ly equipment in it is a 
small hydraulic elevator that serves to bring the body from the 
preparation area into the viewing area. Other than that this 
space requires no equipment , it is all open air. 

STRUCTURAL SYSTEM: 
The system for this space is relatively generic. Using light wood 
framing members and sheath ing them with plywood on both 
sides al lows for the creation of a ho llow chamber. Then by 
removing sections of the plywood skin to allow for wind to pass 
through and tensioning cables on the interior of the chamber 
between the wood members, the desired result is akin to that of 
an Aeolian harp . In which, the wind passes through the whole in 
the she ll and when ins ide it beg ins to vibrate as it moves around 
all the cables, effect ive ly chopping the wind and causing a 
resonating effec t to occu r. Essential ly the structure would come 
alive in a sense, when the wind is blowing. 



ASSEMBLAGE SPACE-

QUANTITIES: 

PURPOSE: 
1 

This concrete space wi ll serve to accommodate the assemblage 
aspect of a funera l service. 

SPATIAL RELATIONSHIPS: 
The concrete chamber is situated 18 feet above the bottom of 
the Dequinder Cut. Number 2 in the sequence. 

SPECIAL CONSIDERATIONS: 

EQUIPMENT: 

Th is space is meant to emphasize sound as a means to gather 
and stay the people with th e memory of another. 

This space is completely natural. It is all open air and has no 
need fo r a mechanica l system 

STRUCTURAL SYSTEM: 
The system for this space is pure and simple, load bearing 
concrete. This space is entirely composed of concrete in order 
to achieve a booming echo effect from the people contained 
inside of it. Being that sound trave ls better through concrete 
than air because of its increased density, varying the thickness 
of the wa lls begins to allow a degree of play in how the echo 
occurs in the space. 



REFLECTIVE SPACE-

QUANTITIES: 

PURPOSE: 
1 

This stee l space is meant to serve a place for final moments of 
family with the deceased. 

SPATIAL RELATIONSHIPS: 
The steel reflecting chamber is si tuated 17 feet above the bottom 
of the Oequinder Cut; it falls in line di rectly after the concrete 
space. Number 3 in the sequence. 

SPECIAL CONSIDERATIONS: 

EQUIPMENT: 

This space is meant to emphas ize sound as a means of 
connec tion when someone might want to be alone. In times of 
grief it is difficult sometimes to share emotion and within this 
space, the way it is constructed, even the slightest sniffle will 
reflect off the panels and create a clamber that wi ll beg in to tie 
people together. To enhance th is effect the structure is placed 
in the middle of a re flecting pool, which allows fo r a variance in 
the speed that the sound travels and will begin to create tonal 
flux. 

It is all open ai r. 

STRUCTURAL SYSTEM: 
The system for this space is relati ve ly generic. Using medium 
gauge steel construction, it is similar to the wooden construct, as 
it is just sheathed on both sides of the columns , again creating a 
chamber for sound to resonate and bui ld up inside of. Th is 
space is constructed wi th a roo f of the same materia l as the wall 
panels, the result is an enormous sound from rain during a 
storm . So much so that if the space was in use then the sound 
would serve to shrink the space and enclose it around the people 
inside. 



VIELED SPACE-

QUANTITIES: 

PURPOSE: 
1 

Th is laminated space will serve to accommodate the burial 
aspect of a fun eral service . 

SPATIAL RELATIONSHIPS: 
The glass burial chamber is situated 16 to -3 feet above/below 
the bottom of the Dequinder Cut; at the top of a 1 : 100 slope the 
runs throughout the entire project. It is located on top of the 
chambers used for the preparation of the body [embalming , 
cremation, etc ... J. And it is adjacent to the shrine area, 

SPECIAL CONSIDERATIONS: 

EQUIPMENT: 

As th is space is glass, I assoc iate silence as a sound with this 
space. It is not about the actual hearing of the th ings around you 
but ra ther the si lent desti tute of the act of forever leaving 
someone. The con tinual 1: 1 00 slope by which the body trave ls 
trough each space is broken here and engages the same path 
that the people take . They move together trough a series of 
veils, in to a space that is suspended between ground, not above 
or below, veiled from the outside world , and ve iling the outside 
world, it houses people wi th the body in a state of transience and 
impermance, between life and death . This silent space is the 
culmination of all sounds. 

The ligh ting in th is space, since it is enclosed is embedded within 
the laminated glass itse lf. Reinforcing the nature of the material. 

STRUCTURAL SYSTEM: 
The structural system for this glass shell , is actuall y laminated 
glass. By turn ing a typical pane on its side and lam inating them 
one after the next after the next, you create an extremely stab le 
structural condition , one in which the roof , floor, and wall lose 
their static stable typica l conditions and achieve a level of fluidit y. 
And demateria lizes th e world outside when viewed from within 
and the world inside when viewed from outside. This condi tion 
es tablishes the glass shell as a true threshold . It manipulates all 
visual phenomena that occur within it , as well as the way in 
which sound moves through it. 



ENTOMBED SPACE -

QUANTITIES: 
12+-

PURPOSE: 
These are the spaces that bodies are entombed in. 

SPATIAL RELATIONSHIPS: 
These entombed spaces are towers, celebrating the burial of a 
person. 

SPECIAL CONSIDERATIONS: 

EQUIPMENT: 

Each casket is entombed behind glass block. As a way of 
creating a linkage to the vei led space that people literal ly take 
the body into the ground in . Perm anently leaving them in a place 
of transience, not literally in our world but not completely 
removed from it. A necropolis for the post-industrial ci ty , where 
the dead are leaving just a fast as the living. 

Just as in the ve iled space, there is co lored lighting placed 
behind the glass block. The lighting in thi s case is meant to 
create a link to the ou tside world. On the west side of the 
necropo lis is a "memory wall", in which portraits of the entombed 
are displayed on a large sca le, forcing the ci ty to be with its 
dead, the people who kept it thri ving. 
Each unit will be hermetically sealed so that no air can escape or 
enter. 

STRUCTURAL SYSTEM: 
These towers are a cu lm ination of each of the four building 
materia ls. The glass block works to make it modular while 
maintaining the same kind of visua l properties of the laminated 
shell. Th is glass block is supported by a st ructural steel frame 
rising from the ground to the top , that is able to be added onto. 
Concrete flooring allows access for the visitor and a wooden 
shell encloses the space and defines each as a separate tower. 



CONTEMPLATION SPACE-

QUANTITIES: 

PURPOSE: 
1 

To provide an area for reflection and meditation. Also it can 
serve as a place to hold a wake, or to just come and enJ oy part 
of the day. 

SPATIAL RELATIONSHIPS: 
This place is in actuality an orchard/park, that serves as the 
overall roof of the whole space. 

SPECIAL CONSIDERATIONS: 

EQUIPMENT: 

There is an extreme load to be carr ied in order to place this 
orchard as a roof running this 1,000' length of the cut. 

There is one large freigh t elevator intended for use by all, in 
order to gain access to the park , in addi tion to the stairs and 
ramps. This allows for the necessary machinery needed to 
maintain the landscape, to be easi ly brough t and removed from 
the park/orchard. 

STRUCTURAL SYSTEM: 
The structural system for supporting this roof park/orchard, 
requires large spanning elements capable of holding up a 
substantial amount of dead load. In order to achieve this span 
and load pre-tensioned concrete beams are req uired to be used 
in conjunction with pre-tensioned structura l single tees. 
Spanning between the tees is a hollow core slab which wi ll 
accommodate drainage from the earth that rests on top. 



WORSHIP SPACE-

QUANTITIES: 

PURPOSE: 
N/A 

This space is intended to arise throughout the entirety of the 
necropolis. 

SPATIAL RELATIONSHIPS: 
The worship space is concentra ted in a sort of jungle of columns 
near the wooden construct at the start of th e procession. 

SPECIAL CONSIDERATIONS: 

EQUIPMENT: 

.It is intended that people shall be able to set up a shrine for 
whomever the worship in th ese places and so th e nature of this 
space is completely dependant on those whom use it, for they 
will be th e ones who create it. 

In th e case of this space, it is intended that those who will use it 
can best provide all the items necessary in order to worship. For 
if we try to provide options of equipment , then we begin to limit 
the spaces potential and make it finite , whereas, allowi ng people 
to furnish it at their will , allows for the potential to grow 
indefinitely. 

STRUCTURAL SYSTEM: 
The structural system for the main area is wooden co lumns. 
Smaller set of columns grouped in 4's and tied together with 
oth er timbers. Each co lumn in a group is independent from th e 
others , and 4 spaces are fo rm ed between them. It is intended 
that these space beg in to allow the integration of shrines into the 
structural working s of the space . 



PLAZA SPACE -

QUANTITIES: 

PURPOSE: 
N/A 

Th is space is th e circulation, and on th e west side of th e si te it 
becomes the in hab ited memory of the people entombed here . 
This space will also allow for a flow across th e Dequinder cut 
instead of always having to move around it. 

SPATIAL RELATIONSHIPS: 
It is networked all throughout the project. 

SPECIAL CONSIDERATIONS: 

EQUIPMENT: 
Lighting along the path . 

STRUCTURAL SYSTEM: 
Wood timbers and trusses. At some poin t cantilevered our from 
the retaining wa ll or hung from the roof. 
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ANALYSIS: 

The Jewish museum, by Daniel Libeskind is a place with a multitude 
of threshold, exterior and inter ior. Th em mu seum is mean t as a symbolic 

reference to the Diaspora, scattering of the Jewish populous, the form 
of the museum is theorized to be either a broken Star of David or an 

organization based on the path s that were a result of the Diaspora of the 
Jewish people. Libeskind setup th ese organizational structures around 
a series of voids: memory, holocaust, garden of exil e. Each void sets up 

its own thres holds and brings something to come to presence uniquely 
in them. Allowing the museum to be a dramat ic replica of th e history of 
Berlin and its Jewish cu lture constructed into a built form . Libeskind wrote, 
"there are two lines, one is a straight lin e, but broken into many fragments; 

the other is a tortuous line, but continuing indefinitely. Between the 
ordered and the disordered, the chosen and the not chosen, the vocal and 
the sil ent:' "Th e Vo id is the pregnant and inaccessible 
memory .. .'th e embodiment of absence'" 

As one moves through the first threshold and begins their entrance 
into the mu seum, th ey are forced to wa lk the "fragmen ted line" w hil e 
being visually conscious of the "continuous line" established by the axis 
of the voids that run s through the building. A body is forced to mentally 

and physically stumble through this place and around these vo id s, over 
skewed plains and around skewed walls. Walking this "fragmented line", yet 
seeing the "continual line" not being able to wa lk it at all. There is a subtle 
comm un ication and notion of disengagement, discontinuation, disruption, 

absence, but these are app lied ideas, applied experiences through a mental 
representation. There is a degree of actual engagement, an unconcealing 
of history through the walking of a fragment and the notion of the 

continual, but it is not complete, it remains mainly a visua l reading. These 
mental concepts are all things that can be used to desc ribe the history of 
the Jewish people in World War II , but it remains only a description through 
mental interpretation and representation . The on ly understanding gained 
comes from these representations, like read ing hi story and stories out of a 
book. At this level the museum is not architecture at al l, aside from it being 
con structed space, it is a hi story book. 
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* "THE FIRST AND LONG EST A X IS, THE 

AXIS OF' CONTINU ITY" BEGINS I N 

THE BAROQUE O LD BU I LDING AND 

CONTINUES, V IA A LONG STAIRCASE , 

STEEPLY UPWARDS· TO THE 

PRESENT DAY AND TO AN AS-QF"-YET 

• 

• UNCERTAI N FU TURE . V I S I TORS REACH 
• 

. THE E X HI BITION FLOOR S F"ROM THESE 
• 

VOID LINE 
" " TH E LINE OF VOIDS, EXPRESSES THE EMPTINESS 

REMAINING IN EUROP E AFTER THE BANISHMENT 

AND MURDER OF ITS .JEW S DURING WORLD WAR II 

TH E VOIDS STAND FOR THE DEPORTED AND E X ILED 

MASSES, AND FOR THE GENERATIONS THAT WERE 

NE VER SORN. THEY MAKE THEIR ABSENCE VIS IBLE . " 

MEMORY VOID 

' S E RLIN, .JE WI SH MU SE U M, "VOI DS." 

LlBESIC I NO- O U I LO IN G . SEPT. 25. 200S 

< HTT P : //WW W . oJu EOI S CH ES - M U SE UM · B ER L I N.DE > 
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o 
~ 

• 
~ 

• n --o , 
~ 

....- .. , 

• STAIR S . THI S I S WHERE THE PERMANENT 
• 

• 
• 

• 
E X HIBITION PROV I DES AN OVERVI E W 

. OF T H E PA S T AND PRESENT 
• 

. qF" .J EW I SH GERMANS." 

· * u THE SECOND AXIS LEADS OUT INTO THE GARDEN 
• 

• 

'. O f E X I LE AND EM I GRATION. THE CORRIDOR RISES -
• 

• 

• 
• 

• 

• 
• 

· THE: PATH TO EXILE IS A DIF"F"lCULT ON E . TH E WALLS 
• 

• 

• 

• 
• 

• 

• 
· ARE SL I GHTLY SLA N TED, THE F"LOOR I S UNEVEN 

• 

• 

• 
• 

• 

· D AYLIGHT IS V I S IBLE AT THE E ND O F" THE CORRIDOR · ' 

• 

'. WHICH GROWS CONTINUA LLY N ARR O WER. A DOOR 

· LEAD S TO TH E G ARDE N OF" E X I LE." 

• 

"'> 
~ 
~ 
'<;' . 

• 

• 

• 

• 
: . * "THE TH I RD AXIS IS A DEAD END, 

LEAD I NG TO THE H OLOCAUST TOWER . " 

• 

• 

-BERLI N , .JEWISH MUSEUM , "AX IS . " 

LIBE S KINO - BUILOING . S EPT. 2 5, 2005 

< H TTP ://WWW . ,J U EO I SC H ES-M U S EU M-B ERLI N. 0 E > 
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GROUND PLAN 
* "THE GROUNDPLAN HAS B EE N INTERPRETED 

IN MANY DIFFERENT WAYS . SOME SEE IT AS 

A LIGHTNING BOLT STRIKING THE CITY OF 

BERLIN. DANI EL LIBES K I ND, THE ARCHITECT , 

LIKENS IT TO A DECONSTRUCTED STAR OF DAVID. 

THE BU I LD I NG PLAN WWAS CONCIEVED 

AROUND TWO MAIN LINES: A CONTINUOUS LINE, 

TORTUOUS AND INFINITE, REPRESENTS THE 

CULTURAL EXCHANGE BETWEEN .J EWS AND 

GENTILES AND THEIR MUTUAL INFLUENCES; A 

SECOND LINE , STRAIGHT BUT BROKEN INTO 

DISCRETE FRAGMENTS, RUNS THROUGH THE 

• 

• 

• 

LENGTH OF THE HOUSE - IT IS THE LINE OF THE VOID." 

o 

-BERLIN, .JEWISH MUSEUM, "THE GROUND PLAN." 

LISESKIND-B UILO ING . SEPT. 25, 2005 

< HTTP://WWW • .JUEOI 5C HES-MUSEUM-B E RLIN. 0 E > 
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GARDEN OF EXILE 
"THE GARDEN IS MADE UP OF 49 

EACH SI X METRES HIGH. THEY ARE 

IN A SQUARE OF SEVEN ROWS OF 

SEVEN I S A SIGNIFICANT NUMBER 

HISTORY: THE WORLD WAS CREATE 

AND ON THE SEVENTH DAY - THE 

PEOPLE SHOULD REST." 

• 

" TH E 49 PILLARS - CONCE 

PLUS 1 STONES -REFER TO THE F • 

THE STATE OF ISRAEL IN 1948, • 

BERLIN. OLIVE BRANCHES GROW' 
• 

PILLAR TOPS , AND TRADIT IO NALLY 

PEACE AND HOP E IN .JEWISH "RA 
• 

-

-

• 

-
• 

BERLIN, .JEWISH M U SEUM, " G A RDEN OF EXIL E . " 

L I8EsKINO-eUILDING . SEPT. 25, 2 00 5 

< HTTP://WWW .... UEOISCHES- .... USEUM-BERLlN.DE > 
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This void is a space 

pecifically meant to presence 
e lived world of the Jewish 
ople in concentration camps 

uring the holocaust of World 
II. The space is a trapezoidal 

amber that is completely shut 
ff from the rest of the world 

pt for a very small slight 
indow in the uppermost corner 
the void. This window in 

conjunction of the height and 
volume of the space, allows for 
an extremely minimal amount 
rd light to enter the space and 

h the level the people are 
t. When in this space one is 
moved from light as the main 

phenomena and the 
phasis is placed on sound . 

eing that sound is capable, 
hen the room is designed 

'I..cordingly, at flooding a space 
even the quietest noise by 

raveling through any opening 
and through the structure itself, 
it allows for a person in the void 
to be receptive of the mental 
condition and emotional feeling 
of the lives of those in the camps. 

Being removed from the 
life they have known physically, 
encased in walls and not being 
able to see but still they can hear 
the things beyond. They know of 
the world outside by what they 
can hear. It is in this built space 
where sound surpasses light, 
conscious ly, as a phenomena that 
presences a lived world, and gives 
us our being on the earth. 
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Light is limiting to a 
presencing of the skins of the 
world, where understanding 
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brings lived experience into the 
chamber, and the past is presenced 
into the future with knowledge 

1 ~ , ' 

of history being coupled with the 
phenomenon of sound into the space. 
The truths of the concentration 

camps are given more so than light 
can give. Beyond the textures and 
physical cond itions of light, sound 
gives us the mental depravity and 

suffering of the prisoners. A person 
removed from life and the life still 

continuing everywhere they cannot 
reach. However, this is where the 

museum becomes perverse. For in 
the particular instance of this built 
condition, the void, the phenomena, 
the body, and in their mirror-play 

relation ship, it is not the lived body 
that is being shaped per say. The 
body that is being shaped is that of 
a Jew from the camps during World 
War II, it is this body, a body that 
once was, being transposed over the 
body that is, in order for a lived world 

shaped by phenomena and space 
to be presenced to the body th at is, 
with a depth of understanding and 
knowing that transcends the reading 
of a history book. 
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Here, in th e voids of 
. the museum, with th e specific 

phenomena present in them, 

the relation ship of a body that 
once was to a body that is. The 
relat ion ship is formed in order 

to inform, to unconceal a lived 

world of the past and presence 

it into any moment. In this 

relationship, mortal is being 
presenced to mortal those that 

are capable of death as death 
I and that w ere. In these voids, 

forming the "continuous line'; 

we as bodies th at are, are given 
our own mortality, from being 
to not being. The mu seum has 

immortalized life; it gathers 
and stays life by immorta lizing 

~ I death, the "shrine of nothing". 
I~ - . 
I ~ ..... _.-__ ",,_,,~. -;- /- ---- -- The museum becom es/ always 
1 .'W 0 ' '' ways the "shrine of nothing'; 

and w hat it unconcea ls is life 
and mortality. The vo id s, th e 

phenom ena, and th e body, in 

the mirror-play relationship, 
• 

." -- allow for the presenci ng of 
, life through the absence of 

life. It achieves an authentic 

unconcealing of our Dasein, 
our being-on-the-earth, as 

morta ls, capable of death as 
death. 
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THESE ARE INAGES OF MY FIRST PROPOSAL 
WHICH WAS FOR A CENTER OF MUSIC, FEATURING 
DANCE, RECORDING STUDIOS, CONCERT HALLS 
AND VARIOUS OTHER PROGRAMS THAT COULD 
BE ASSOCIATED WITH A LEARNING CENTER 
OF MUSIC. 
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IMAGES WERE PRODUCED 
WITH THE INTENTION THAT THEY 
WOULD REPRESENT A DISRUPTION 
OF THE EDGES OF THE DEQUINDER 
CUT. THAT IS, THE ILLUSTRATE A 
WAY IN WHICH VIBRATION AND 
MOVEMENT OF MATTER CAN START 
TO FORM LAYE 
RELATIONSHIPS. 
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ARE 
INVESTIGATING VOIDS, AND WHAT 
POSSIBILITIES AND 

ARE IN RELATIONSHIPS 
BUILT AND ILT 

SPACE. THEY ARE DERIVED FROM 
SHIFTING STUDIES 

EARLIER. 
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IN THIS STUDY, VIDEO IS BEING USED AS A 
CONCEPTUAL TOOL TO EXPLORE THE SITE. 

DEQUINDER CUT IS A DISOWNED SPACE. 
IT IS A PLACE THE CITIES INHABITANTS 
RARELY EVEN ACKNOWLEDGE, SAVE THOSE 
WHOM I IT ... THE MARGINALIZED AND 

POPULATION. 

*THESE ARE CLIPS FROM THE VIDEO WHICH 
BECOMES ABOUT A JOURNEY THROUGH THE 
CUT. SPLICING AND CONVERGING ITS 

THROUGH MONTAGE IN ORDER 
TO GAIN AN UNDERSTANDING OF THE WHOLE 
FROM ITS PARTS. 

FROM A VIDEO ILED 
BY MYSELF AND A FRIEND 
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THESE IMAGES ARE DED OVERLAYS 
CONSTRUCTED OFF OF THE IMAGES FROM THE 
VIDEO EXPLORATION. 

THE TOP 2 DIRECT OVERLAYS, WHE 
THE BOTTOM 5 ARE SECTIONS DERIVED FROM 
THOSE OVERLAYS. EACH ONE DONE WITH THE 
INTENTION OF GAl KNOWLEDGE ABOUT 
THE POSSIBILITIES IN THE CUT. 
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*THE IMAGES ABOVE ARE OF 2 WAX CAST 
MODELS, CREATED FOR PURPOSE OF 
UNDERSTANDING VOLU ON THE CUT 
AND POTENTIAL IT HAS WHEN FILLED IN. 

*THE MODELS TO THE RIGHT 3D 
REPRESENTATIONS OF SHIFTING GROUND 
AND VOID STUDIES FROM EARLIER. 
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*SERIES OF SECTION PERSPECTIVES STARTING 
AT THE ENTRANCE AND MOVING NORTH 
THROUGH THE CUT. 

THESE SECTIONS ARE STILL EXPLORATORY 
AND FOCUS ON THE IDEA OF A SOUND 

IN WHICH ALL OTHER PROGRAMS 
ARE SPLICED AND PUNCTURED INTO. 
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BEACH OF THESE BANDS IS A FOREGROUND 
BACKGROUND STUDY OF HOW THE FACADE 
ON THE SOUND CHAMBER COULD BEGIN TO 
TAKE SHAPE. 

THEY ARE DERIVED FROM THE 
OVERLAYS OF THE VIDEO. 
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THESE INAGES OF MY FIRST PROPOSAL 
WHICH WAS FOR A CENTER OF MUSIC, FEATURING 
DANCE, RECORDING STUDIOS, CONCERT HALLS 
AND VARIOUS OTHER PROGRAMS THAT COULD 

ASSOCIATED WITH A LEARNING CENTER 
OF MUSIC. 
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THESE ARE INAGES OF MY FIRST PROPOSAL 
WHICH WAS FOR A CENTER OF MUSIC, FEATURING 
DANCE, RECORDING STUDIOS, CONCERT HALLS 
AND VARIOUS PROGRAMS THAT COULD 
BE ASSOCIATED WITH A LEARNING CENTER 
OF MUSIC. 
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STUDIES INVESTIGATING THE BREAKDOWN OF 
FORM TO ALLOW FREEDOM OF , AND 
LIBERATION FORM SPACE. 
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SKETCHS AND MODLE OF TED PATH 
CONCEPT. INTENDED TO LOOK AT HOW ONE 

TO TO OUTSIDE AS WELL 
AS THE INSIDE. 



I 

-

J • • « • 
I • , 
• • • I 

• 
• -

• - • ~ • 

-

"""'" .. 
,. I I • 

I I ~ 

FINAL RENDERINGS 

• 
I 

I 

-- -

• 

• , • 

! ! ! • • • 

• 

I 

! • 
, 

• • • • 

I • 
I I 

... . I 

• 

• 

-



• 

, 

FINAL RENDERINGS 

• 
t' • l , • 

4 • • .. • 
. ' . . , .-. ~ 

• 
• 

j -• 

• 

t': I .. 

-

I 

r ( 

~ 

• 

L 

{ 
l 

• 

, 

/1", '" 
f """ I fI1 • ( . 

I'" 



• 

WOOD ICON = WIND. 

AN IMAGE USED TO CREATE A SITUATION IN 
WHICH ONE COULD POTENTIALLY RELATE A 
SOUND TO THE EVENTTHE ICON DESCRIBES. 
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DETAILED RENDERING OF WOOD CONSTRUCT 
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CONCRETE ICON = THUNDER 



STEEL ICON = RAIN 
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DETIALED 
CONSTRUCT 
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OF THE STEEL 
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GLASS ICON = SILENCE/LIGHT 
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DETAILED RENDERING OF GLASS CONSTRUCT 
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FINAL SITE PLAN AND DRAWINGS 
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