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ABSTRACT
And I will show you something different from either
Your shadow at morning striding behind you
Or your shadow at evening rising to meet you; 
 
-The Waste Land, T.S. Eliot

How can architecture, together with poetic language, 
challenge approaches to education and learning in an 
efficient world? How can the realm of architecture 
and its typical methods of representation and design 
be tested? This thesis uses poetic and historical 
fragments to create a new reality of connection 
between people, place, and history; one that questions 
what a world beyond immediate information could be 
like, and instead encourages one to read and learn 
through imagining. It sets to prove the importance of 
language in both education and all of life. 

Existing buildings are transformed into meaningful 
space. The first, a library dedicated to unpublished 
work relating to T.S. Eliot in Boston, MA, a place 
known for its literary tradition. The other a living 
translation of the poem; pieces of a wasteland in 
abandoned space of Detroit, MI. Spaces echo and 
overlap between site and history. One is placed 
between the pages of a book to celebrate both the 
individual and collective; an atmosphere created by 
The Waste Land. Language, drawing,  and model unite to 
challenge even the education of architecture.



Reading is different from looking or watching. 
 It is listening with the eyes, evaluating signs against a lexicon
of memories. We were reading waves and rivers, winds and
clouds, the tracks of moose and grouse and hare, long before
we started reading words. We were also reading stories with
our ears a hundred thousand years before there were any
writers writing. The reading we do now—novels, poems, the
daily paper—owes its life to that apprenticeship in paying
ecological attention. 
	 It	was	not	so	very	long	ago—five	thousand	years	perhaps—
that humans started capturing their languages with marks on
stones	and	leaves.	It	was	a	new	kind	of	reading—yet	at	first
there was nothing new to read, because nothing could be
written	in	human	language	that	couldn’t	first	be	spoken.	Then
the messages started to come in from other times and other
places—from the winter before last in someone else’s village,
and from yesterday, for instance, in the house next door.
Then there were things to read that one could never have
heard spoken, and literature was born. There was a new kind
of listening called writing.
 Before there was writing, reading was silent. Humans never
spoke the languages of rabbit tracks and clouds. The best we
could do was to read and translate them. But reading human
writing meant sound out the symbols, reading them aloud.
It takes some time and practice for the lips to be severed from
the eyes—and there is still something wonderfully uncanny
about listening in silence, through symbols on a page, to
someone else’s breathing. Like praying, it can frighten people
off. And so it should. Poetry is a psychoactive substance.
Reading deeply is a means of seeing visions.
 Even when reading re-entered the silence, it was tactile.
Before the seventeenth century, few people learned to read
who did not also learn to write—in both the calligraphic and
the literary senses of the word. As long as books and texts were
made by hand, readers felt their way through them. Readers
knew the moves that made the letters they were reading. The
eye that had been severed from the lips was still connected to
the hand.
 Reading now takes more imagination than it used to.
The treasure house of the book is now disguised as a cheap,
disposable object. The liminal animal of the book—a creature
with leaves growing out of its spine—has been reduced to a
machine-made brick of paper held together temporarily with
glue. The eye is all alone, so is the tongue, so is the hand. Real
reading draws them back together and makes the reader whole.
      [Bringhurst, Robert. “Reading What Is.”]



NARRATIVE
“You open the book. You enter.”

- John Hejduk

My thesis aims to use architectural space 
designed through the use of poetic language 
to alter and challenge both the current 
methods of standardized education and the 
impersonal, unemotional spaces of educational 
architecture. Through an adaptable design 
model based on fragments of history and story, 
two existing buildings will be transformed 
to create meaningful space for learning 
through reading and imagination. Currently 
in America, the education system in place 
ensures the same information is presented 
to each student. Knowledge is concentrated 
into overly simplified boxes for quick and 
easy distribution to large masses; similar 
to the mass industrial processes of consumer 
production. The student is not an active 
participant in their expansion of knowledge; 
but instead more of a bystander; recording, 
repeating, but not truly partaking, with the 
whole being of their mind. While the entire 
system of education cannot be changed by mere 
architecture alone, the spaces in which it 
takes place have profound impact on our mental 
and imaginative processes. 
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 EDUCATION
 Modern education revolves around precision, 
perfection. Often the things we are forced to learn do 
not stay with us, do not open our minds, or change our 
ways of thinking about the world. The things taught in 
school are real because the Internet, or the textbook 
shows rational and scientific facts and images in 
relation to them; they are labeled and identified, 
much as the Utopian system of learning. We are so 
fixated on obtaining knowledge instantly; things 
that can be seen or found precisely and quickly; 
that we have forgotten the mysteries of the world 
and how we can learn about it within our own minds. 
The rigid standards of education, the same for each 
child or teenager, leave little room for innovation, 
creativity, or wonder. Education takes on machine-like 
qualities. There is no need to discover because truth 
is always already presented to us, in mathematical, 
scientific, and logical fashion. 



 Hannah Arendt describes the word “education” in 
her essay The Crisis in Education as the process of 
readying the young for transition into the world of 
adulthood; learning continues throughout life, while 
education stops when you are considered prepared to 
be an adult. She points to three main issues with the 
modern education system; one: the idea that children 
should be left to themselves more, two: that the 
teacher is taught how to teach and is not a master in 
any subject, and three: the substitution of doing for 
learning, the assumption that you cannot know what you 
have not done yourself. We are in a crisis, because we 
are divided on how to reform these issues. Especially 
in America, we are continually striving for a utopia, 
where everything is equal. The problem is that we 
are not all identical. There are beautiful, complex, 
unexpected elements in the world and the human mind to 
learn about that cannot be reduced to numbers, ration, 
or a single picture. Our abilities to process mentally 
and spiritually; to ponder, are incredible feats. 
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THE WASTE LAND
The poetic is not only individual; instead it is 
unable to be separated from what has come before it; 
that no artist, no poet has their own complete meaning 
alone. In Tradition and the Individual Talent, T.S. 
Eliot describes this, saying, “The historical sense 
involves a perception, not only of the pastness of 
the past, but of its presence…a sense of the timeless 
as well as of the temporal and of the timeless and 
of the temporal together, is what makes a writer 
traditional.” According to Eliot, the best writers 
do so with awareness of history. He exemplifies this 
through a composition of literary fragments in his 
long poem The Waste Land; it has been chosen as the 
guiding piece of literature for the project. T.S. 
Eliot published The Waste Land in 1922. The final 
published poem is 434 lines; it is considered to be 
one of the most important works of poetry written in 
the 20th century. 



The poem’s structure uses fragments of stories to 
reflect the chaos the world has come to. He references 
not only writing and story; from Greek mythology to 
Shakespeare; but also works of art, religion, and 
historical events. This page references the tragedy 
The White Devil by John Webster, and a few lines 
later, Dante’s Inferno. These pieces and quotes 
continue in this format throughout; of hundreds 
of works that Eliot brings together to tell an 
overarching story create almost a library within. 
To this day the poem is not interpreted one single 
way; even Eliot’s author’s notes are of little help 
in deciphering the poem. It is comprised of five 
sections; 434 lines that include references the 
work of great writers such as Shakespeare, Homer, 
and Dante, among many others. It displays the decay 
of modern life and culture; of its chaos and loss 
of meaning. It is a work of endless interpretation, 
analyzation, and recognition. 
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CREATION OF UTOPIA, 1515
The Utopia is presented first as a fictional 
literature, a place where everything is deemed to be 
perfect. The word translates to mean “no place.” In 
the ideal Utopian society, every citizen would live 
in perfect, equal conditions, and be brought up to 
contribute to society not uniquely as an individual, 
possessing unique qualities and thoughts, but as 
equal, exact. The concept was first introduced by Sir 
Thomas More in his Utopia in the early 1500s. More’s 
Utopia is written through the view of a traveler 
named Raphael Hythlodae. The story is comprised of 
a meeting between the traveler and two others, and 
the traveler’s description of the Utopian society. 
The description by the traveler is rather partial; 
there are no thoughts heard from any citizens of 
Utopia themselves; the traveler instead provides a 
clearly painted picture for us to see as utopia, to 
show us the society. Miriam Eliav-Feldon, in her book 
on Renaissance utopias, states, “The unique trait of 
utopias as documents of social theory is that in them 
the concrete explains the abstract, the vivid picture 
lends attraction to the theory.” By constructing a 
clear, straightforward image of how the society works, 
it makes it easy to digest and accept. Powers follows 
this up with, “Utopias derive their persuasive power 
and moral authority not from rational argument but 
from the rhetorical plausibility of the concept-images 
they sketch.”

HISTORICAL CONTEXT



In Tommaso Campanella’s version of utopia, City of 
the Sun, he takes this a step further, in a narrow-
er and more direct way, by weaving these direct imag-
es into the process of education. The city itself; its 
buildings and structures are covered with images; mu-
rals used to confront the citizen and portray to them 
knowledge of what is real. The way to gain knowledge 
is by learning from these images; what is shown on 
them is the only thing considered real; in common with 
More’s Utopia, taking abstract and perceptual concepts 
and decreasing them to what can be visually described. 

Figure 8



John Amos Comenius, philosopher and author of The 
Labyrinth of the World and the Paradise of the Heart, 
constructs a utopia similar to that of More and 
Campanella, but proceeds even further into the realm 
of the image, using it as a basis for the entire 
system of education. Only what can be clearly labeled 
and identified in strictly visual terms is considered 
to be knowledge. He is the first of these authors to 
go as far as the utopia as an entire machine. “Its 
operation does not depend on its creator’s intention, 
will, or energy.” Powers quotes Comenius as “Imagining 
just the world as a machine, but after him, the entire 
process of education became automatable, mechanical….
and suggests the shaping of young humans into perfect 
cogs for the perfect social machine.”

Figure 9



In Utopia, the image becomes a vehicle for efficient 
information, especially to large masses of people. It is 
easy to look and believe we have learned; that we have seen 
the entire picture. Things present in one’s imagination 
are not recognized as real. With a visual, the world 
already seems to be constructed. If we can instantly 
obtain information, data, and critical thinking and problem 
solving abilities are not as vital; we instead will accept 
whatever is presented to us most quickly; without thought 
that it could be obscured. In the modern world, we are 
dependent upon technology for much of our lives; as a 
means for acquiring instant knowledge, to write, to create 
architectural drawings. The use of reductive, technological 
processes in everything we do can become 
problematic when it is easier to lend to the automaticity 
of the machine we are using. Computer writing programs 
substitute words, and suggests to us the structure of 
sentences. In these ways, we become caught in what is easy; 
are we using the technology, or are we allowing it to use 
us? Are we becoming the utopian machine?

Figure 10



We see the results of attempted utopia, often becoming 
dystopia in much of our literature and film today. 
Society as a machine; with worlds devoid of human 
emotion, forced conformity, and dehumanization, become 
utopia’s opposite.

Figure 11
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RELATION TO OTHER PROJECTS

WORK OF JOHN HEJDUK

The book Mask of Medusa, collection of John Hejduk’s 
work, takes the reader on a journey similar to the 
one he himself took to create the work, in a cyclical 
fashion. The reader is “summoned to take on a more 
active role by virtue of the fact there is no single 
or proscribed path.” The table of contents is located 
in the middle of the book; one can choose to view 
the projects and associated texts in any order. He 
challenges the boundaries on not only the importance 
of meaning, but in the physical representation. The 
book itself he considers to be architecture. 

The Lancaster Hanover Masque by Hejduk begins with 
several pages of text, divided in two; one titled 
object: the structures, the other subject: the 
dwellers and users. He believes that architectural 
meaning comes from a lived life, one that architects 
can impact; the activities and situations of these 
characters are described in precise, theatrical 
detail. The second half, the objects; are never 
conventional as architectural drawings, instead some 
overlaid upon one another; plan/section/elevation 
together. “The drawing is like a sentence in a text, 
in which the word is a detail…” The Masque moves the 
reader in an elliptical, reflective of the entire 
book; constantly making connections between pages; 
what has already been visited as well as what future 
pages contain. Here, objects, and subjects are 
introduced. We see them again a few pages later with 
their activities on a list reading 6:30 AM-6:30 PM 
(read) In the second half of the masque, we begin to 
see what these structures might look like to Hejduk; 
yet it is still up to the reader to decipher their 
locations in respect to one another; something that 
is never truly clear. The farm library is recognizable 
by its spiral staircase, and it is labeled in some 
sketches. Its form reappears later, and we see the 
librarian pole, books, and bookshelves represented 
as well. All these together provide images of these 
inhabitants and their actions, completely unique to 
each reader.
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RELATION TO OTHER PROJECTS

WORK OF FREDERICK KIESLER

Frederick Kiesler was an architect, artist, and 
theoretician, whose goals in work were to elicit 
emotional engagement. Through his writings and use of 
language, he creates a space for action: an endless, 
adaptable, and poetic concept for promoting conscious 
living and criticizing passive architecture. He 
believed architecture should challenge its users and 
challenge our standard routine; it is an alternative 
to habit, to dwellings of mere functionalism, of which 
Kiesler said, “It enabled a foot to walk but not to 
dance; an eye to see but not to envision; a hand to 
grasp but not to create.” 



PROJECT GOALS
ACADEMIC GOALS
My ultimate goal is to produce a thesis project that causes 
people to think and question our current situation in the system 
of education and encourages an appreciation for art and creative 
intellect. I hope to better my skills in research, writing, and 
critical thinking. I want to produce a project that challenges 
me and makes me push the academic boundaries set out for the 
project. 

PROFESSIONAL GOALS
I hope to use this project as a means to find out what areas 
of design I am strong in, and ones that I need improvement 
in. I hope to produce a project that displays my passions of 
educational architecture and fine art, and in turn use what I 
create to locate a place of employment that will be the best fit 
for who I am, both as a designer and an individual.

PERSONAL GOALS
The process of education is something everyone can relate to 
and is always looked back on as we move forward with our lives, 
continuously growing up and always learning. I come from a family 
of almost entirely elementary school teachers, and I always 
enjoyed school growing up. There were many classmates I had who 
did not, and I have never stopped wondering if their minds would 
be better attuned to learning in an alternate way. I believe as 
future architects, we have the power to elicit change; not only 
in the lives of our clients but in the lives of each person who 
experiences our architecture, from inside or out. While there 
are many things we are unable to change, there is work that 
can be used as fuel to spark change. I aspire to create a more 
meaningful project than I ever have, one that tells a story 
and is more than just a building. Instead of a well-designed 
traditional learning environment, I want a project that provides 
a model to start a conversation about learning and gaining 
knowledge in a way that is different from the meticulousness of 
modern education. I want this project to provide an alternative 
space to explore what the mind is capable of; to counteract the 
ever increasing utilitarian nature of not just our buildings but 
some of the largest elements of our lives. 



TYPOLOGY : EDUCATIONAL

The thesis will aim to explore alternatives and 
supplementation to traditional public education through 
the design of a library and learning space. In addition, 
it will incorporate meaningful design in regards to the 
history of two opposing sites. 

PROJECT EMPHASIS
ADAPTIVE REUSE
LINGUISTIC IMAGINATION
ARCHITECTURAL THEORY

The thesis will utilize an existing building for an adap-
tive reuse, into a public space. With the goal of the proj-
ect to bring learning through the poetic image and creative 
thinking, a historic building was chosen because of its 
poetic language as a building. It is made up of opposing 
forces, such that occur in poetry, play, and the natural 
world. A beautiful adaption of a historic building uses 
these contrasting elements, of past and present, decay and 
rebirth. They are the unity of all senses at once.

To use language, specifically poetic language as a leading 
driver for design, and create space that reflects the move-
ment of our minds when reading a book. 
  



PLAN FOR PROCEEDING
DEFINITION OF RESEARCH DIRECTION
Theoretical Premise : 
How can architecture encourage individuality, learning, 
and knowledge in an urban community through poetics, 
imagination, and beauty?
Exploration into how meaning and imagination can 
positively impact the process of education and learning 
through the redesign and adaptive reuse of a currently 
abandoned building.

Project Typology : 
Research into buildings enable education and practice of 
the arts, as well as some that can serve as supplemental 
places to learn, such as museums and libraries. Use 
the precedents to create a hybrid typology that will 
intermix these spaces into a building that encourages 
the users to find meaning within themselves, their 
community, and the world as a larger context. 
  
Historical Context:
The history of the education system will be important in 
establishing a base for how modern education has come to 
be what it is now. In an even broader context, history 
into shifts in thinking after the Scientific Revolution 
will be relevant in relating the problems of current 
education to the changes our world has experienced 
throughout the centuries. To forge a path forward and 
facilitate change, it is important to acknowledge the 
past to move towards a better future. 



DESIGN METHODOLOGY

ARTEFACT
The artefact will be used as a grounding for 
the theoretical premise, and create a physical 
representation of the leading ideas and meaning behind 
the project. 

PHYSICAL EXPLORATION
Physical modeling will be used heavily in the early 
phases of design. Cardboard and paper will be used 
for many iterations of mass models and building 
form. This process of the design will be frequent 
in experimentation and involve different material 
types, model sizes, and approaches. I would like to 
take several different approaches to coming up with 
building form, such as exploring art form and mixed 
media to reflect the unifying idea of obtaining 
knowledge through poetics and beauty. 
  

TECHNOLOGICAL EXPLORATION
Computer graphics and programs such as Revit and Rhino 
will be used to translate the physical exploration 
into the digital design phase, where the final phase 
of design will take place in the form of architectural 
drawings. 
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TYPOLOGICAL 
RESEARCH 
Due to the mixed typology of the thesis, case stud-
ies that would provide insight into different building 
uses. Each of the projects researched expresses unique 
contributions as inspiration and guidance for the di-
rection of the project. One is closely related in one 
part of the building program, while another exhibits 
the library sector. Two studies reflect the arts fo-
cused use of the project, and one of them is a beauti-
ful example of an adaptive reuse and rebuilding of a 
destroyed piece of architecture. 

RESEARCH CONCLUSIONS:
Typological research will mainly be done in the pro-
gram of a library. They will be used together to 
achieve the goal of learning within the poetic realm. 
All the precedents share a common theme of interesting 
natural lighting used as a way to implement mood and 
emotion in the building interiors. 

 



SEASHORE LIBRARY
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LOCATION : Beidaihe New District, China
ARCHITECT : Vector Architects
Seashore Library, completed in 2015 at 450 sq. meters, explores 
the ever changing movement of the ocean and the relationship 
humans have with it. Through the design of a library along 
the beach front, the architects develop an organic space to 
reflect upon nature and the human condition. The library program 
combines book storage and reading space, an activity room for 
events, and a meditation space with a terrace to the rooftop. 
The building has a strong design around the experience of the 
user. From the exterior, we see a structure that resembles 
weathered rock. From the interior, light and breeze are welcomed 
into the building in order to forge a unique relationship 
between each user and the ocean, from within the setting of a 
quiet library. There is no paved entrance to the library. Access 
is exclusively from the beach or a nearby running trail. It is 
isolation in a peaceful and beautiful way; one that encourages 
spiritual relationship with the environment, specifically the 
ocean. 

It is an example of how public space can interact with its 
outdoor surroundings instead of be closed off from them. 

RESEARCH FINDINGS

This project is common to the other precedent studies in regards 
to the typology, as well as materials in one; both the Seashore 
Library and Philips Exeter Library use concrete structure and 
facade. The Seashore Library is very unique in its location in 
regards to the other studies but in all of architecture; it 
is uncommon for a civic space such as a library to be remote, 
almost unaccessible to some. It forces interaction with the 
nature around it to enter, the beach. Another uncommon feature 
is the designated meditation space. It provides an additional 
relaxation space for users, aside from reading spaces. 

The building, so isolated on a large expanse of sand and shore, 
rises almost as an extension of the land under it. Placing a 
library in such a raw, beautiful place embodies the tranquility 
and self-reflection of reading a book. A book captures us; 
we become lost in a small world while surrounded by the great 
expanse of the ocean. The openings, including the moving wall 
in the reading area, keep users reminded of the large world 
they are in. It evokes loneliness; unattached from busy city 
life; isolation a good library should provide, while encouraging 
connection to others through language. 



ANALYSIS

STRUCTURE : The roof loads are held by steel trusses 
covered by concrete as an interior finish and concealed 
above the large front wall of glass by glass masonry 
blocks. It is primarily constructed of board-formed, 
site-cast concrete. The use of wood imprint on the 
concrete was important to reflect the concept of traces 
left in the sand; it is a trace left on the library 
from the construction process.
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LIGHT : The reading space boasts expanses of natural light 
and views of the ocean. It is evenly lit across the room. 
The meditation space, in contrast, is dim and sharp in 
light and shadow. There are two slim openings, 30cm wide, 
on east and west side of the room. One is horizontal and 
one in vertical; one captures the light of sunrise and the 
other captures sunset. Clerestory windows in the activity 
room make for different lighting conditions throughout the 
day. There are several skylights as well, to be made of use 
when season permits. The glass block concealing the steel 
truss system diffuses light and creates a different kind of 
mood as translucent openings.

 “If we slice through the building along 
the north-south long axis, we can see how 
each space elaborates itself with ocean 
distinctively. And the movement and memory 
of human body together choreograph series 
of experience.”
 -Vector Architects 

PLAN--SECTION : The building was designed through section. 
Section is an important factor in understanding the 
building due to the gradual incline of the reading room and 
the several sloped ceilings located throughout the building

HIERARCHY : Each of the distinctive spaces are positioned 
in the building to allow different amount of light and air 
to enter, dependent upon the activity within the space. The 
reading area is the largest and most open to the ocean and 
outdoor air; the activity and meditation spaces are smaller 
and more hidden. 

Figure 23



EXETER LIBRARY

Figure 24



LOCATION : Exeter, New Hampshire, US
ARCHITECT : Louis Kahn
The Exeter Library is the second largest secondary school 
library in the world, at a size of 12321.0 m2 and built 
for a future student body of over 1,000. It was built 
for the Philips Exeter Academy and completed in 1972. The 
main floor is an atrium that reaches 70 feet in height 
and gives views that assist the user in determining the 
location of spaces. The concept for the plan was to divide 
each of the main building uses into rings or “donuts” as 
Kahn called them. The outer most is used for study space, 
the next is the location of the books, and the inner 
is the atrium; it is where you are surrounded by books, 
knowledge. 

Kahn was chosen as the architect due to his compliance 
with the people of Exeter Acadamy’s requirements of a soft 
brick exterior and attention to lighting design within 
the building. The circulation desk and reference areas 
are located up a set of stairs from the entrance, yet 
is still visible, helping visitors to easily understand 
the circulation and location of spaces throughout the 
building. It is an example of good circulation design for 
a library; the books are nested in circulation, which is 
nested within the reading spaces.

RESEARCH FINDINGS
Common among the other precedents are the main program 
features; library, group space, and study/reading areas, 
as well as the material use of concrete. Unique to this 
project is the organization of the library, with the 
front desk being located on the first floor instead of 
the ground. The concept for the planning of spaces is 
unique as well. Although the previous study used concrete 
as well, the combination of wood in the Exeter Library 
creates a contrast of warmth in the atmosphere. Using 
concrete in a library creates a space that almost grounds 
us; it recalls the structure of a book, its cover and 
binding which keep it together. The wood is reminiscent of 
trees and paper; the very source of the books the building 
contains. 



ANALYSIS
LIGHT: Much of the natural light that comes into 
the building is provided by clerestory windows that 
surround the tall center void. Light coming through 
these panes creates shadow and illumination on the 
concrete structural bracing. Large walls of windows 
also surround the outside of the building into the 
reading and study spaces; providing natural light 
for visitors without bringing damage to the books, in 
which these spaces act as a buffer for. 

PLAN-SECTION: The plan-section views show how the 
levels of book storage work compared to the rest of 
the building. We see just how large the void of the 
atrium is in relation to the spaces of book storage 
and study area around it. The second floor plan and 
the section give an idea of what it might be like to 
circulate around this void, or be at the bottom and 
surrounded by the books and interact visually with 
different levels of the library. 

HIERARCHY: The “donuts” Kahn created make for a 
layering of space that brings a hierarchy of use, 
from the outside in. The void, the atrium, becomes 
the highest in this hierarchy because of its height 
and striking x-bracing towards the very ceiling of the 
building.  
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BEINECKE RARE BOOK AND 
MANUSCRIPT LIBRARY

Figure 27
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LOCATION : Yale University, New Haven, Conneticut, US
ARCHITECT :  Gordon Bunshaft of SOM
Yale University’s Beinecke Rare Book & Manuscript Library 
contains one of the largest collections of rare books and 
manuscripts in the world. The building was completed in 
1963, and has space for over 1,000,000 books. In addition 
to rare, limited edition poetry, the library also hous-
es artist books, ancient papyrus and medieval manuscripts, 
and many archived personal papers of famous writers. There 
came a need for Yale to house their growing collection of 
rare books in the late 1950s, and in receiving donations 
from the Beinecke family, were able to have the build-
ing designed and constructed. The building is a modernist 
white marble form from the exterior, but from the interior 
is distinguishable by the large, six story glass volume in 
the interior used to store the most fragile and historical 
texts, as well as its ambient lighting. 

In addition to two basement levels of storage and archi-
val space, the building houses a reading area for visitors, 
administration offices, and an outdoor sunken courtyard and 
sculpture garden, as well as public exhibition space at the 
mezzanine level outside of the glass box storage.  

RESEARCH FINDINGS
In common with the previous case study selection, the Be-
inecky library uses light in interesting and provoking 
ways, creating warm atmosphere for reading and contemplat-
ing. Unique to this project are the particular books that 
call this library home. This shows the spatial and material 
needs for different types of books; that not all libraries 
can be designed in an efficient and cut/paste style. They 
must be more than only spatial organization and analyza-
tion. The combination of materials including marble, steel, 
bronze and glass is also different from the previous stud-
ies, which both used concrete as a main material. 
 



Figure 31

ANALYSIS
STRUCTURE: The structure of the building is steel frame 
with four pylons, one at each corner, driven down 50 ft. 
to bedrock. This allows for the ground for to be almost 
completely glazed, and set back from the edges of the 
building. cThe marble panels of the facade are 1.25 inches 
thick, and set in a grid of Vermont granite. 

LIGHT : Because of the age of reading material in the 
library, lighting was a design issue. Too much natural 
light would damage the paper of the books, so the 
architect’s solution was to use a marble panel set in grids 
of granite that would diffuse light into the interior. 
From the interior, the marble creates a warm atmosphere 
for reading and feeling encompassed in books. The solution 
allows for the books to be on display and visible to 
visitors of the building, instead of requiring them to be 
put away out of view for their protection. 



HIERARCHY:  The center tower of books becomes the most 
important part of the building, with the rest of the spaces 
building out around it; especially with the restricted 
access of the large volume. 

Figure 32



PLAN/SECTION:  The design of the building is centered 
around the large glass volume which encompasses most of 
the building center. In section, the two basement levels 
and sunken courtyard/plaza are visible, and in the top 
plan we see the mezzanine exhibition and seating areas 
that surround the book tower. Also visible are the staff 
entrances into the book tower, which is not accessible to 
the public. 
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SUMMARY
Each of these libraries are beautiful and well-designed 
spaces that provide helpful examples of lighting, spatial 
organization, and material use. Beyond that, they are 
thoughtfully designed with the experience of the user 
in mind; yet also with the heart and soul of a library 
in mind, the book. They are not libraries that focus 
on creating large, efficient space for the mere storage 
of the book, but instead create environments that are 
condusive to the act of reading and being immersed in 
language. 

Figure 36



MAJOR PROJECT ELEMENTS
1. READING SPACE
2. GROUP SPACE
3. LIBRARY
4. INDIVIDUAL STUDY
5. ADMINISTRATION

READING SPACE: used for reading; 
connected to the library

GROUP SPACE : space to interact with other 
users and meet as a group

LIBRARY : used for reading, 
study & storage of books

INDIVIDUAL STUDY : small individual rooms 
will be used for private study

ADMINISTRATION : office space for facility 
employees/archival space



THE USER
The thesis will be designed for use by the entire community 
with spaces for learning of different age groups and space 
for both public and private study. Space for child age 
users will be mostly private to promote their development 
and discovery in their own space. Areas for art education 
and production will cater to artists and makers of all ages 
and medium. Multimedia spaces for technological exploration 
will allow for those without access to become familiar 
and make use of. The flexible space will allow for events 
including performance, gallery exhibitions, and more to 
attract the use of the public.

STUDENTS
There will be ample space for students to explore all 
media of art and musical expression. These spaces will be 
intertwined with common areas and public spaces. There will 
be more private spaces designated for this user as well, 
for use of practice and study. 

PUBLIC
The library and its section of study, meeting, and 
collaboration rooms will be open to the public while the 
reading and gallery space will be available for events and 
exhibitions.

THE CLIENT
In both instances, the client will be be the 
respective cities; the city of Boston and the 
city of Detroit. 





PROGRAM



LITERATURE REVIEW

1) The Relevance of the Beautiful and Other Essays by 
Hans-Georg Gadamer explores problems with how modern 
art is seen in regards to other aspects of life today, 
some of which include the view of art as aesthetic,t 
he separation of art from daily life, and the divide 
between viewer and work. Of these problems, among 
others, he discusses three concepts to bring forward 
a fusion of past, present, and future in the world of 
art and beauty; play, symbol, and festival. These will 
be used as guiding concepts when desiging, especially 
the element in common of each, which is participation 
between viewer and work, something that is not present 
in much of architecture today.

2) Poetic Diction was of assistance in understanding 
how we can return to a world of meaning, in a modern 
era where this has largely disappeared. Through 
discussions of meaning, poetry, myth, and metaphor. 
Many themes from the book will be incorporated into 
the thesis, of particular significance are the poetic 
imagination and how metaphor works. 



The Relevance of the Beautiful and Other Essays
Hans-Georg Gadamer

 The Relevance of the Beautiful by Hans-Georg Gadamer explores 
problems pertaining to modern art and how we experience it. Often 
today we are apt to believe that art is about purely aesthetic and 
does not have anything to contribute besides this. I agree with 
Gadamer that art of all forms; writing, fine art, film, theater, and 
others must be participatory and open for interpretation, such as I 
am arguing for in the education system. 

Part I: Art as Play, Symbol, Festival
The justification of art has been a problem that has existed since 
the earliest times, and always arises again when a new claim of 
truth challenges the truth contained in the language of art; from 
the restriction of poetic expression by the Roman Empire, to the 
Christian Church and their reinvention of the use of art through 
pictorial narration. Closer to the modern issue of art justification, 
in the 19th century, teacher and speaker Georg Wilhelm Friedrich 
Hegel opened lectures with “art is a thing of the past,” meaning that 
it was no longer understood as presenting the divine, as it had in 
the world of ancient Greece. Hegel stated the arrival of Christianity 
making this impossible, as it was not able to be adequately expressed 
with visual language. The integration of art with all elements of 
life no longer exists; neither does the understanding of the role 
and importance of the artist, requiring art to have justification. 
The artist finds themselves displaced in a culture of industry and 
commercialism. 
During the Renaissance and the increase in the scientific and 
mathematical, the linear perspective became the norm for painting. 
This direct way of artistic expression began to be broken down by 
modern artists, mainly during the Cubist movement around 1910. The 
perspective was a temporary form of artist expression, as it was 
nonexistent during the Middle Ages. Art began to be seen as not 
merely a perspective view, incorrectly reflecting those of reality. A 
Cubist or nonobjective painting forces an active contribution of the 
viewer, instead of a passive gaze; we must analyze and put the planes 
together on our own. 
art, there is a sense of wholeness, of holy order. 
The symbolic represents meaning; it allows a meaning to come forth 
and present itself. A symbol does not “stand for” a meaning, it 
cannot be used as a substitution. The work of art cannot be replaced 
this way, even now in the age of reproduction. We encounter a mimesis 
in every work of art; something represented in a way so that the 
thing actually becomes present. “The symbol preserves its meaning 
within itself.” (Gadamer, 37) 



Again, both art of the traditional and art of the contemporary demand 
constructive activity on the part of the viewer. The symbolism in 
art is never merely one of “what the picture represents,” although 
this point of recognition is a factor in our understanding of the 
work; just as in viewing nonobjective art, our vision will always be 
compelled to find objects we recognize within. 
The festival, the third element, is that of festive activities; ones 
that allow no separation between one person or another. A festival 
is a community; it is meant for everyone. We regard festival with 
celebration, often a break from work. Where work divides us and 
keeps us as individuals, a festival brings us together. The art of 
celebration is one that lies in community. Celebration resembles art 
in the sense that it has its own types of representation, and it is an 
intentional activity. Both the physical gathering of people and the 
shared intentions are united. A festival always has some semblance of 
recurrence; even those singularly unique in time and place possess 
some repetition. Another attribute of the festival is its effect 
on time; it stands still the calculated ways in which we typically 
schedule and use our time. 
In summary, both the older generation of teaching and the younger 
generation of being educated are faced with the challenges of doing 
those for ourselves; again using an active search for knowledge is 
when we are confronted with art that expresses something and speaks to 
us. 

Part II: The Essays

1. The Festive Character of the Theater
 Industrial town Mannheim, Germany has had a “permanent theater” 
for close to 175 years. Modern society has become one of eliminated 
distance; everyone is a traveler. At one time, the members of the 
theater were the travelers, moving from place to place; today it us 
the audience who are the travelers, coming to partake in the festivity 
of the theater. How have our “festivities” of the modern world, 
film, radio, sport, taken part in the transformation of the theater 
throughout history? Firstly, the theater comes from the Greeks, and 
it was a fundamentally sacred character of their social life. It 
was festive in occasion; something that lifted the attendees out of 
their everyday existence. It is a suspension of time. Schiller once 
described the purpose of drama as to “broaden our narrow ‘ant-like’ 
view of reality,” (Gadamer, 62) To make visible the “ethical harmony 
of life that can no longer be seen in life itself,” to make visible 
on the state guilt, punishment, struggle, and achievement. With the 
emergence of the permanent theater, we see for the first time the 
repetition of performances and the revival of past performances as 
standard practices. 



The theater is not there without the audience or onlookers. The festive 
moment still shines through all this. The genuine experience of a 
festive theater is one of communal experience; the vital relationship 
between player and audience, of which theater would not exist without 
one or the other. 
2. Composition and Interpretation
 Between the artist and the interpreter there has always lied a 
tension, one that the creative artist is skeptical of able to be solved 
at the hands of scientific approach. In poetry, the interpretation 
and composition may be fused together, instead of at odds with one 
another. This has to do with the fact that both instances are of 
language, although different types of language. There are two senses 
of interpretation; of pointing out something, and pointing out the 
meaning of something. Pointing out something is a type of indicating 
that functions as a sign, whereas pointing out the meaning relates back 
to the sign that interprets itself. Then, truly, it is only required 
to interpret a meaning if the meaning is unclear or ambiguous. This 
ambiguity is present in the poetic word itself, which reflects the 
ambiguity of human life as a whole. Interpretation of poetic language 
is a second hand one; the language has already been interpreted once by 
the poet and the poem itself. The intent of a poem is what is there, 
presented to the reader, as an intention of itself. They are bound to 
the existence of a poem and the ambiguity of the poetic language. The 
poem suggests a direction, as does the interpreter. “Whenever we find 
ourselves in the presence of real poetry, it always transcends both 
poet and interpreter.” (Gadamer, 72) Here, the direction both poem and 
interpretation point is to an open realm, and not a linear path. 
3. Image and Gesture
 In one problem of art today, traditional form of expression, 
religious art, portraiture, and even landscape and the view of 
human activity in painting, have all come to be mistrusted. This 
is because of a need for art today to respond to the needs of the 
moment, the present. A symbol results in recognition; the death of 
a symbol reflects the present historical moment of unfamiliarity 
and impersonality in the world around us. We have come into a 
transformation regarding the view of the humanistic tradition; we no 
longer exemplify the cultural symbol, the myth, the way the ancient 
Greeks did. We are left with a sense of not knowing ourselves as humans 
in a struggle between nature and spirit, animality, and divinity.
 In summary, Gadamer brings up many points that are relevant to 
both art and education, but also architecture. It questions not just 
these things of beauty, but also much of how we look at the world 
today.  



Poetic Diction: A Study in Meaning  
Owen Barfield 
 “Language is the storehouse of imagination.” This quote by Owen 
Barfield ties together many of the themes explored in this thesis.  
  
Preface to the Second Edition
 Barfield introduces us to the writing with two prefaces, one to the 
first edition and one to the second. The book deals with poetic diction, 
the language of poetry and poetic composition. He explains to us that the 
book is a result of two different ideas, one that poetry reacts on the 
meanings of words, and the other that there are two different “sorts of 
poetries.” He talks of the division between “emotive” and “referential” 
language and the significance this has, especially in the realm of 
poetry. Referential language refers to scientific language; the words 
used have a “referent,” they refer to something real, something known. 
Poetic language has no referent, and its meaning is to evoke emotion 
in the reader or listener. He criticizes this theory in the fact that 
referring to only referential words as real, many abstract words in 
our language would be disposed of; he includes meaning and emotive as 
examples. He discusses the philosophy of Hume and Locke; Locke states 
that there can be no idea without a prior perception, while Hume says 
that the ideas are the perceptions themselves, or impressions.
 In the 19th century, there was a strong tie between the beliefs of 
imagination and beliefs of individual freedom. Barfield tells us, 
“Language is the storehouse of imagination; it cannot continue to be 
itself without performing its function.” The function of language is 
a tool to essentially narrow the vast human spirit into each of the 
individuals we are. He makes an insightful comparison of these two types 
of knowledge (emotive, referential/scientific) regarding people in a 
large car (called the Universe) that breaks down. One group believes the 
way to fix it is by thoroughly thinking through the interior processes 
of how the car works, while the other group wants to physically push 
and pull things to get the car to work again. “Pushing, pulling and 
seeing what happens, they said, are not a means to knowledge; they are 
knowledge.” This second group is relying on seeing what happens and 
becoming accustomed to it as a way of attaining knowledge. Barfield tells 
us the conflict between these two theories of knowledge has to deal with 
the idea of resemblance, which could not have come from an impression, 
as Hume theorized. This is where the importance of understanding poetic 
language comes in. There is a unity between perception and imagination. 
Science is limiting because it does not accept that the mind is what 
creates what we see as objects. 



“Only by imagination therefore can the world be known.” For one 
to write poetically, they need to reflect on what goes through the 
mind as imagination, and how this unity and exploration can help 
us to understand human consciousness. When we cross the bridge into 
understanding our self-consciousness, he says, we are able to “make 
meaning” through a “secondary imagination.” 
The Effects of Poetry : Pleasure and Knowledge
 Barfield uses several examples to help us understand the 
effects poetry can have on us. In the first, he describes how he, 
a European man, visualizes a steamship, compared to how someone 
different, namely a “South-Sea Islander” would visualize that 
same ship. We might consider how they describe it, in a different 
language or translation, as poetically, while they would not. 
The second example has to do with specific genres of poetry. If 
we are to hear or read many ballads, we lose the appreciation 
for the ballad as a type of poetry, and are left to distinguish 
and judge based on the words of each different one. He discusses 
how the pleasure obtained by reading a beautiful piece of poetry 
changes us; that in order to feel that again, logically we would 
have to change ourselves back to who we were before we read it the 
first time. “Because we know, instinctively that, if we are to 
feel pleasure, we must have change.” This section is ended with 
a discussion of “poetry as a possession.” He says, “On the basis 
of past perceptions, using language as a kind of storehouse, we 
gradually build up our ideas, and it is only these which enable 
us to become “conscious,” as human beings of the world around us. 
Knowledge is an expansion of consciousness, while wisdom is held as 
a permanent possession. 
Metaphor
 The connection between language and thought, between words 
themselves and their meanings, or semantics, had not yet been the 
subject of great interest in philosophy. There has been seen only 
the point of view of language seen logically, and only fleetingly 
as poetically. The meanings of many words today can be traced back 
in etymology to be rooted in either an object, or an animal/human 
activity. The metaphor is the connection between meaning and poetry. 
Metaphor allows for words to become something more than mere labels 
for words and percepts; they create new meanings and are “evocative 
of more and more subtle echoes and reactions.” This is what we know 
as poetry today. Barfield questions these assumptions produced by 
other philosophers about meaning, metaphor, and poetry. 



They were only able to look at meaning by viewing it from abstrac-
tion, and meaning and language were only approached through logic in 
philosophy. Max Muller made a distinction between two forms of meta-
phor, calling them radical and poetical. A radical metaphor was de-
scribed as a word showing the trace of its etymology, its root, and 
recalling back on the words it was formed from. A poetic metaphor, on 
the other hand, is when an object or action is applied to another ob-
ject or action, poetically. He uses the example “when the rays of the 
sun are called the hands or fingers of the sun.” 
Meaning & Myth
 In beginning with the issue of meaning, Barfield points out that 
meaning may be perceptual, and at the same time either general or 
abstract. Words throughout time have continued to evolve into longer, 
more specialized words with particular meanings. Words can be both of 
these things, concrete and abstract, and can be used in both ways as 
one meaning in two different types of situations, such as the example 
of “heart.” It can be used in two aspects, a physical and a psychic. 
He discusses the historical conclusions of how we have gotten to po-
etic language today, and proposes a solution about what is truly met-
aphor, quoted from Advancement of Learning: “Neither are these only 
similitudes, as men of narrow observation may conceive them to be, 
but the same footsteps of nature, treading or printing upon several 
subjects or matters. Barfield says that men do not invent relations 
between separate objects, and between objects and feelings. Direct 
perceptual experience allows us to make connections, and relations. 
We have lost this unity of imagination and perception through the 
development of consciousness, through two opposing forces; singular 
meanings split into many separate concepts and their differences, 
and the other living unity, the resemblances between things instead. 
There was poetic and metaphorical values contained meaning from the 
very beginning. The “true metaphor” lies in what contains reality, in 
each poet’s personal reality. The myth is an important element in the 
history of meaning. “These fables are like corpses which, fortunate-
ly for us, remain visible after their living content has departed out 
of them.” He uses the myth of Demeter and Persephone as an example of 
true metaphor. In the myth, the ideas of waking and sleeping, life 
and death, “are all lost in one pervasive meaning.” Connections made 
by readers and listeners of the myth are ambiguous. The connections 
made in mythology were once perceived as realities, and they now are 
seen as metaphor. “As such, the poet strives, by his own efforts, to 
see them, and to make others see them, again.” 



PROJECT JUSTIFICATION
The reduction of our world to efficient means is something 
everyone encounters; we are encountering it more and more 
every day, finding it in more aspects of life and our 
world all the time.  Both our educational systems and the 
environments we design for them are becoming less meaningful 
and more oriented towards what is easiest, quickest, and 
most efficient. The system of education is not one of these 
things that should be concerned with mere efficiency, yet we 
are doing just that. A standardized education system is in 
place to ensure the same information is presented to each. 
The student is not an active participant in their expansion 
of knowledge; but instead more of a bystander; recording, 
repeating, but not truly partaking, with the whole being of 
their mind. In addition to the ways we are forced to learn, 
learning environments are unemotional, detached from our 
human minds, and do not evoke our senses. 
This project will be taking a currently abandoned building 
in Detroit, MI and a commercially occupied building in 
Boston and turning them into beacons for knowledge and 
learning. Reuse and repurpose of existing structures will 
save money and building costs. Funds for both projects will 
likely come from resources of their respective cities, 
or from private clients. Adaptive reuse projects also 
positively impact the environment in building processes, 
materials, and footprint. In return, the project will 
provide a meaningful space for middle and high school age 
students to learn that will foster their creativity and 
individuality, as well as emotive, thought-provoking public 
library space for everyone in the communities to use. 
Through design, it will provide the space of participation 
that learning environments today lack. The design of both 
buildings will be heavily influenced by their site and 
cities, but connect to each other through metaphor, though 
hundreds of miles apart. 



Both site locations are incredibly important and specific 
to the project. The Roosevelt Warehouse was formerly a book 
depository for Detroit Public Schools, and is a symbol of 
the lack of care that can exist in our world. It is a symbol 
of the struggle Detroit has experienced as a city, and the 
struggle that has trickled down to their education system. 
The project will bring new life to this area and city. The 
site in Boston was once the location of one of the oldest 
schools in the country, Chauncy Hall. It is a symbol of the 
intellectual history of a city and region, and the prestige 
that goes along with it. The project implementation on this 
site is a challenge to that air of intellect and of standard 
education. Both sites are connected in the fact that they 
are located as an edge on bodies of water.  
Education and architecture are struggling with problems 
that come with efficiency and lending to what is easy. It 
is imperative that both be restored to creating spaces and 
learning systems that will consciously affect the human and 
what it means to be human, and speak to us as individuals 
instead of large masses of automatons. This project is for 
me to design because I have a strong passion for knowledge 
and education, as well as believing that architecture should 
be more than just buildings. I intend to challenge the 
architecture of education but also methods of learning in 
order for everyone to appreciate and thirst for knowledge 
that is not just handed to them, not merely simplified and 
quick. Our buildings and our learning should not be created 
and implemented on the sole factor of efficiency.



SITE ANALYSIS
Two contrasting sites, one located in a city 
with some of the worst education systems in 
the country; another in the best. In order to 
strengthen the effect of an education system, 
as well as architecture, that can benefit from 
a shift in thinking towards an implementation 
and appreciation of poetic language in every-
thing we do. 

Figure 37





DETROIT, MI
DETROIT, MI
FORMER DETROIT PUBLIC SCHOOLS BOOK DEPOSITORY
MICHIGAN CENTRAL TRAIN STATION

The setting of Detroit is one of unknown possibility and creativi-
ty, but also struggle, abandonment, and ruin from industry; where a 
book is closed: a train has left for the last time. It is one of the 
poorest performing public school districts in the country with de-
plorable conditions in many buildings. The Corktown neighborhood was 
selected because it is located between the downtown business dis-
trict and area containing much of the city’s new development, and 
many residential neighborhoods home to abandoned and torn down hous-
es. It is the oldest neighborhood in Detroit and home to much of the 
city’s most important history. 

The specific site, the Roosevelt Warehouse or Detroit Public Schools 
Book Depository building, is chosen as a symbol of what is lost in 
the modern system of education; in the diminishing of the poten-
tial knowledge within imagination. It was most previously owned by 
the Detroit Public School system and used as storage for textbooks 
and school supplies. It caught fire in 1987, leading to the complete 
abandonment of the structure and everything within. Its abandonment 
runs parallel to the modern human’s abandonment of poetic and ar-
tistic thinking within everyday life; how the world has abandoned 
the uncertain, exploratory process of learning, in favor of an ef-
ficient, identical, and unproblematic education system that will be 
implemented on each person equally.
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Figure 7

BOSTON, MA
BOSTON, MA
FORMER SITE OF CHAUNCY HALL SCHOOL
CURRENTLY CVS PHARMACY, OTHER BUILDING

The city of Boston is rooted in literary and intellectual tra-
dition. It is continually considered to have the best education 
system in the country, and one of the firsts when the U.S. was 
founded. It is home to more than 50 institutes of higher educa-
tion, and many .

The Back Bay area was an original home to many educational and 
art destinations in Boston. Copley Square was originally named 
“Art Square,” as many of these institutions were located very 
near it, including the Museum of Fine Arts, the Massachusetts 
Institute of Technology, and Harvard Medical School. Today the 
public library is still located adjacent to the square. The 
site is composed of a different type of void; one that has been 
filled in and replaced with commercial and retail space; the 
Museum of Fine Arts to a hotel, and Chauncy Hall, one of the 
first schools in Boston, to a pharmacy. A deep root of education 
planted almost two centuries ago: the former site of Chauncy 
Hall School. 
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DETROIT, 
MI
  

“Isolation when you want it. Unpredictability.”
    “It’s a city in flux—always transitioning— “
“…a place that still has a lot of possibilities.”

      “The city is a wonderful and complicated place,”

  “It is a microcosm for the rest of the world. It may seem   
chaotic at this stage, but it is in the middle of a new birth.”

 “Detroit is in the most important reinvention of its time.”
    “It, too, cannot be divorced from the embedded    
narratives marked on its face.”
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The site of Detroit was chosen due to the recent 
struggles it has incurred as a city, specifically 
within the past 50 to 60 years. It is a symbol of 
what the machine can provide for a place: wealth, 
jobs, population growth, yet also the ease at 
which it can take away, leading to economic and 
demographic decline. Detroit is suffering from 
the disappearance of industrial jobs, particu-
larly in the automobile industry, a business that 
brought great expansion to the city in the early 
to mid-20th century. The struggles of employment, 
poverty, and suffering education systems affect 
the citizens and city profoundly. A piece of ar-
chitecture such as this would strive to build up 
a community and show the importance of the mean-
ing we find in our world, in our urban fabrics 
and in the possibilities of one another. 
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DETROIT SITE MAP
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 In the case of Detroit, along with systematic problems 
of the modern education system, they are suffering from 
severe financial, social, and cultural despair; all issues 
that have profound impact on the public school sector. 
Citizens are caught in a vicious cycle; a downward spiral 
– not being educated enough for college, without job 
opportunity if they choose to stay in the city, many who 
do move onto higher education will never come back, thus 
continuing population loss, more poverty, more school 
closings. Detroit has closed more than two thirds of its 
school buildings since 2000; a number that currently sits 
at 195. Students who do stay in the Detroit education 
system continue to fall incredulously behind standards 
of the rest of the country in academics. Just 7% of 8th 
graders in the Detroit area are considered “proficient” in 
reading. Students are taught to accept horrible conditions 
and education standards in what schools are actually still 
open.
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DETROIT, MI
Qualitative Analysis

 Currently the Roosevelt Warehouse building occupies 
the site.
Dominating the view to the west of the site is the large 
15-story, also abandoned Michigan Central train station; to 
the northwest there is a large park, Roosevelt Park which 
creates views of green grass, trees, and open space. The 
building only takes up about half of the block; the other 
half to the northwest is empty and filled with grass. Views 
to the south and east are of industrial park areas; parking 
for large trucks, as well as the train tracks, which are 
no longer in use. Signs of human use include graffiti and 
broken windows. The building is now inaccessible; boarded 
up and locked, yet one can tell the it has had much use 
in the past 20 years even though it has been abandoned. 
There are trees growing inside the building, and tall grass 
around the outside. There are not many tall structures 
besides the train station, and few trees in the immediate 
area of the building. It is rather desolate, and there is 
not much to block wind. 
 Much of the distress is general to Detroit as a 
whole. Many neighborhoods around the city contain abandoned 
buildings that are falling apart and considered blighted.
The building itself is experiencing degredation due to it 
being abandoned for years. There are broken windows, maybe 
by natural forces or maybe by vandalism.



MICHIGAN CENTRAL TRAIN STATION
Michigan Central Station opened in 1913. The 
18-story tower was originally planned to 
house a hotel, or a combination of hotel and 
office space. It was used only as office space 
for the depot workers; the top floors were 
never used or even furnished. As train travel 
began to decline, the station was eventually 
abandoned. The last train to pull out of the 
station was Train Number 353 for Chicago, 
leaving at 11:30 AM on January 5, 1988. 
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ROOSEVELT WAREHOUSE
Roosevelt Warehouse was designed by Albert 
Kahn Associates and built in 1933. It was 
originally used as a postal facility, and most 
recently as the Detroit Public Schools Book 
Depository to store school supplies and books, 
it was abandoned after a fire in 1987, along 
with its contents. It is unknown why none of 
the books or supplies were salvaged. Many were 
left unopened even, never to be used. 

Figure 48



Roosevelt Warehouse was designed 
by Albert Kahn Associates 
and built in 1933. It was 
originally used as a postal 
facility, and most recently 
as the Detroit Public Schools 
Book Depository to store school 
supplies and books, it was 
abandoned after a fire in 1987, 
along with its contents. It is 
unknown why none of the books 
or supplies were salvaged. Many 
were left unopened even, never 
to be used. 
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Trees now grow from 
burned material; once 
books, on the third 
floor where much of the 
fire occurred.  

Figure 51
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MAIL TUNNEL
The tunnel runs under 15th Street and connects 
the train station to the Roosevelt Warehouse 
building. In the early years of operation as a 
post office, the tunnel was used to shuttle mail 
coming off the train to be sorted in the postal 
facility. Today, the tunnel is mostly flooded. 
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BOSTON, 
MA
  “there was an excellence about this city, an air of reason, a feeling 
for beauty” 
   “Twice each day the flowing sea
    Took Boston in its arms.” 
“The humble man of letters has a position here”      
 “In New York, ‘How much is he worth?,’ In Philadelphia, 
‘Who were his parents?,’ In Boston, they ask, ‘How much does he 
know?’”
“Boston is a state of mind,” 
 “Full of crooked little streets; but I tell you Boston has opened 
and kept open more turnpikes that lead straight to free thought” 
“the past is physically…”
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On the opposing end, Boston is the home to what is 
considered to be the “best” education system in the 
country, with the best schools, test scores, and grad-
uation rates. I want to prove that even this is not 
enough, that there must be meaning and room for the 
imagination of students. 

The Back Bay area was an original home to many 
educational and art destinations in Boston. Copley 
Square was originally named “Art Square,” as many 
of these institutions were located very near it, 
including the Museum of Fine Arts, the Massachusetts 
Institute of Technology, and Harvard Medical School. 
Today the public library is still located adjacent 
to the square, and is the location of many cultural 
events such as the Boston Book Festival. 
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  Boston has a long standing reputation of education 
and intellect; today the greater Boston area is home to 
over 100 institutes of higher education ranging in type 
and specialty. They are considered to have one of the best 
elementary and secondary education systems in the coun-
try, many of these schools consisting of those of the col-
lege preparatory variety. It is home to the Boston Latin 
School, the first public school established in the coun-
try, dating back to the 1600s. Almost half the population 
of the Boston area, (48%) over age 25 have acquired at 
least a Bachelor’s Degree. (citydata.com)
 The Chauncy Hall School was founded in 1828 and was a 
day school for boys. It was used to educate the children 
of wealthy Bostonians in preparation for attendence at 
prestigious institiutions of higher education, namely Har-
vard and Massachusetts Institute of Technology. The school 
became a model for many institutions across the country, 
as its creator, Gideon Thayer was a prominant advocate for 
better education. 
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BOSTON, MA
Qualitative Analysis

 Views on the site are of the busy, classic neigh-
borhood that is the Back Bay. The current building was 
the former site of the Chauncy Hall school, and is oc-
cupied now by a CVS Pharmacy. It is located on Boyl-
ston Street, and directly across from Copley Square. 
Views to the south are of Copley Square; its paving, 
plantings, and grass, as well as the historical 19th 
century built Trinity Church. Views down both direc-
tions of Boylston street are filled with similar his-
toric, brick buildings, and a few other churches and 
cathedrals are recognizable. Most of the surrounding 
buildings are mid-rise height; between four and ten 
stories, although there are some that are much tall-
er. The building has others right next to it on both 
sides. Much of the entire street is currently com-
mercial space, with the Boston Public Library to the 
southwest. 
 The site has a common amount of distress for an 
older building in a bustling city. The exterior brick 
is cracked in some places, but the pharmacy on the 
first floor is fairly new and renovated. There is much 
human activity as it is commercial space.  



BOSTON SITE MAP
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CHAUNCY HALL BUILDING
Chauncy Hall was a day school for boys founded 
in 1828. Its original building located on 
Boylston St. was torn down, and in the early 
1900s the current building was erected on 
the site. In 1912, it housed several offices 
and automobile parts stores (a connection 
to Detroit’s auto industry). Today its four 
levels are occupied by CVS Pharmacy (first 
floor) and apartment/condos on the upper 
floors. 
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ARTEFACT
Language; whether heard silently or aloud, is the 
hinge at which the possibility of new realities lie. 
To Gadamer, poetry is an event. It is a morphing of 
words, not into something unintelligible, but into a 
new reality; from our regular, everyday uses of words 
to something that creates new images within us.  This 
is the way in which the cultural artefact is working. 
A collective out loud reading of The Waste Land will 
create participation; a version of the poem fragmented 
and transformed in a new way. It is an event, a 
performance, that creates a new space; different each 
time. The new reality created by Eliot is different for 
him as the author; as it is different for each reader, 
aloud or silent. 

Figure 62



This clash of voices and characters present in the 
lines of The Waste Land comes forward in the cultural 
artefact; the language of the poem. In the words of Paul 
Celan, “For the poem does not stand outside time. True, 
it claims the infinite and tries to reach across time…
in this way, too, poems are on the way, they are headed 
toward. Toward what? Toward something open, inhabitable, 
an approachable you, perhaps, and approachable reality.” 
The artefact brings alive and deepens the infinite of 
the poem; the unforgetting of language and meaning. 

Compared to the single reading of an author, reading 
together and at different times and pace bring more 
depth, more layers of sound and experience. We become 
conscious of our own voice amongst the others; we are 
together but an individual simultaneously. As words 
repeat over one another, each of the readers, a different 
character, brings about a shift in perspective; a change 
in scene and adds a layer to the telling of the poem’s 
story. Voices converge upon one another. They ebb and 
flow, leave and return, much like the references of the 
poem. 



. The first several performances were the reading 
aloud of two pages in the poem; one to correlate with 
the respective sites of Detroit, Michigan and Boston, 
Massachusetts. Two pages from the text reflect the 
contrasting sites and situations. The first page is 
from early on in the poem, when Eliot describes barren 
settings; a wasteland. The second is Boston. It is 
a piece of the final section What the Thunder Said. 
Rain comes; the arrival of water becomes language; 
knowledge that flows from the tradition of literature 
in Boston; an antidote to the desolateness of what we 
deem “knowledge” and “culture,” in our modern world 
of efficiency. Each participant received a page with 
instructions of how and when each person begins to read 
aloud. Connections located in the margins bring together 
Eliot’s own references, and emergent connections with 
poets from each city. 
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In reading together we become almost lost in the group, 
yet there is a strange self-awareness that never goes 
away. When one begins to truly understand The Waste 
Land, through its language, structure, and the stories 
Eliot tells, we are moved to another feeling of self-
awareness: is our society truly a wasteland? Are we the 
real-life characters of The Waste Land; is it true we 
are trapped in a world devoid of meaning, sleepwalking 
through our own lives? Through the movement of language 
and imagination, the artefact seeks to bring attention 
to these questions and critiques posed by Eliot in his 
poem; so that we may bring meaning back into the world 
and lives of its citizens.
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DESIGN

The architectural representation is guided by language. 
Language is not an afterthought or used to describe, but 
is equal. Drawing becomes inaccessible without addressing 
its corresponding fragment of language; it requires the 
imagination of the viewer. A fragment of model reflects 
a drawing; we are called back to something that has 
already been seen, as Eliot revisits quotes and authors 
throughout the poem. Form, texture, and stories of the 
past are recalled across building and site; they act 
as a prologue and bring the story of the architecture 
full circle. The feeling of being within the pages of a 
book comes back, transformed, in each space. Translucent 
material in each embodies the atmosphere created by 
Eliot’s language: “Your shadow at morning striding 
behind you, your shadow at evening rising to meet you.”
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PERFORMANCE 
CRITERIA
ENVIRONMENTAL IMPACT
Environmental impact will be measured through 
energy consumption, building footprint, 
material use, and other strategies to both 
positively impact the environment and meet 
requirements for LEED Platinum construction. 
The performance measure source will be 
U.S. Green Building Council and obtained 
by meeting requirements for environmental 
impact. Analysis will be done through computer 
simulation, including lighting and energy 
models to achieve accurate information on 
things such as heat loss and gain as well as 
daylighting throughout the year. Performance 
will be judged on achievement of rating, as 
well as life cycle cost calculations.

PSYCHOLOGICAL IMPACT 
The next criteria for performance will be 
the psychological impact of the project. It 
will be measured in terms of emotional impact 
of visitors from usage numbers, and done in 
qualitative terms such as talking to students 
and users about their experience and personal 
feelings about the space. This will be done 
regularly as the building is used further, by 
means of interviews or survey by instructors 
and officials of the library.  The performance 
will be judged by the feelings of the users 
within, as the psychological impact will be 
different for every person. 



THE 
UNPUBLISHED 
LIBRARY
Truly unpublished work is hidden 
from our everyday viewing. The 
personal journal or the scratched 
poem is a fragment of a person, a 
poet, an author that is missing. 
In common with the unpublished 
work, the particular stories 
of the original educational 
buildings in Boston are not made 
visible. The unpublished library 
dedicated to The Waste Land and 
work of T.S. Eliot will reveal 
these stories and connections 
between author, place, and our 
everyday lives.
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The street facing side of the building, the 
current entrance, is sealed; closed off. In 
stark contrast to the shops and businesses 
along Boylston St, the unpublished library is 
hidden; inaccessible from this side. 
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Figure 68

The entrance is located in the alley 
behind. One is entering into The Waste 
Land; a realm of hidden knowledge and 
meaning.



The outer layer of the building is an 
experience with history. The building front 
and back walls are preserved, and two new 
alleys are created on either side, setting the 
library apart from its neighboring structures. 
The space for book storage is nested within; 
another layer, a safe for books. 
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One can choose to enter into the library 
at each of the three floors; to explore 
unpublished work by other authors as well as 
copies of the works Eliot quotes in The Waste 
Land.  
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The library shelves are punctures through 
the walls; they become fewer as one moves 
up.  
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There is an upward journey filled with moments 
of drama, disorientation but also recognition 
as you are reoriented with glimpses into the 
library space. 
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The top floor contains reading spaces for four 
significant works: 1) Original manuscript drafts of The 
Waste Land 2) a first edition Waste Land 3) A notebook 
of poems Eliot never intended to publish. 4) Manuscript 
of The Waste Land with Ezra Pound’s notations; he was 
monumental in helping to shape the final version of the 
poem. Each a layer of The Waste Land. 
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The spaces are long and narrow, like being within the pages of a 
book. The spaces for the four works have particular attributes 
based on their “accessibility,” their visibility in the world. The 
first edition is the poem most are familiar with. Its space is 
very much connected to the library and shares the walls of metal 
sheltering the library. As you move through to the final of the 
four spaces, each one gets taller and longer, but also opens up 
more to the above. It is a creation of connection to what is far 
beyond what we usually see, read, or hear. The final space houses 
the most unknown of these works; the original manuscript drafts. It 
is a recollection; a movement backwards in time.

Figure 75
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THE 
READING 
ROOMS
One begins in the Reading 
Rooms. Knowledge is always 
moving place to place, with 
us and the things around us. 
A fragment resting lightly 
within history, new reading 
rooms frame the former 
waiting room of Michigan 
Central Train Station. 
Abandoned for decades, the 
formerly grand waiting room 
is a beautiful disorder of 
crumbling marble lined with 
graffiti. The four spaces 
for the four important works 
are transformed into reading 
space across hundreds of 
miles. 
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The long rectangular spaces of the Unpublished Library 
morph into two floors of four glass boxes nested within a 
larger one. The length of the space as a whole matches that 
of the Chauncy Hall Building in Boston. 
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In a stark contrast between past and present, the reading 
rooms create a pause, like the waiting space did for 
travelers prior to a train arrival. It is a suspension 
between what is and what was. One moves up a staircase to 
the elevated reading rooms, in the opposite direction of 
the ramp down to the former train boarding area; to view a 
past below and a present above. The sealed rooms are silent 
spaces to reflect, read aloud or silently, and connect with 
what is beyond oneself; sealed as The Unpublished Library 
is. The glass cube forms layer over one another and create 
a progression of space that highlights the view through the 
center of the building; from waiting room to train tracks. 
Layers of glass change views in every direction. The 
staircases up are bordered by two tall and narrow walls, 
creating a space between pages. 
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THE LETTER 
LIBRARY
The Letter Library will tell a 
story of time and movement. To 
visit, one must enter through 
the train station; the same way 
mail was brought from trains into 
the postal facility. The letters 
are arranged by time, the oldest 
encountered upon entrance and the 
newest just before entering the 
Roosevelt Warehouse.
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There is a play of dark to light throughout. Like time 
passing, the tunnel becomes lighter as one moves through. 
While in the space, one will see the footsteps and 
movements of people above ground. The letters are arranged 
so as you move along they slowly get fewer and fewer; the 
time passing and the loss of letter correspondence. The 
library is arranged in a labyrinth of displays, inviting 
slow movement through.

Figure 83



ROOSEVELT 
WAREHOUSE 
LIBRARY
With its legacy of lost and 
wasted opportunity and language, 
the building becomes a new 
library and place for community; 
a celebration of all books. The 
library occupies the building 
center and preserves pieces of 
space within and around it; 
the rest is left unoccupied, 
a possibility of the future. A 
place for books, people, and 
history to come and go.
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The preserved pieces are a rusting mail chute, a staircase, 
growing plants and trees, and many books abandoned by the 
Detroit Public Schools Book Depository. The building, its 
elements, and these books are given new life. A library 
nested in an empty building emphasizes the space of 
imagination; the space to create what could be, combining 
fragments of new and old. The preservation of destruction 
and abandonment brings history into a continuation of the 
present; new construction becomes the future.
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Figure 86

The area around the center library is potential for the future; but also 
temporary space for the present.



As the four rooms for specific books in The Unpublished 
Library become the bookshelves there, here the forms are 
expanded throughout Roosevelt Warehouse’s floors. They 
become permeable through openings, in contrast to the 
solid, sheltered forms in Boston. The top floor of the 
library becomes space with trees and plants that have 
grown from the rotting books, sealed in glass. They create 
connection to the world outside and the building’s past.  

Figure 87 The new library combines fragments of old and new; what is and what was. 
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“The drawing is like a sentence in a text, in which the 
word is a detail… a detail that helps to incorporate a 
thought.”

-john hejduk
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