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THIS QUARTER’S MODELTHE SEASON FINALE

It’s the age-old tale: summer is upon us, and now that there is finally time 
to sit and watch, every channel on TV blasts us with re-runs of our favorite 
shows that we’ve already seen. And it never fails, every one of those shows 
leaves us with a season finale cliff hanger of unrivaled anticipation making us 
wish it was fall just a little sooner. We feel your pain. 

Although this isn’t The Office, Mad Men, or How I Met Your Mother, our 
season finale of One:Twelve is a perfect close to the premier year of our stu-
dent journal. Giving Issue 003 some new flavor, two recent graduates of the 
KSA Master of Architectural Studies program, Michael Abrahamson ‘09 and 
Courtney Coffman ‘10, have written pieces that discuss blooming contem-
porary issues in the architectural discourse. The interviews with Florencia 
Pita, Michael Piper, and visiting professor Dr. Charles Davis II look at public 
perception and engagement of architectural politics and efficacy, while two 
articles address public issues and provide much needed clarification to the 
never ending battle between the KSA and the Ohio Union.

In times of such political activism and collective consciousness, One:Twelve 
asks the questions, what role does architecture play? And how do we protect 
our discipline’s critical standard without letting it settle into a complete neo-
pragmatic service?  In her interview, Florencia Pita keenly observes, “The 
public does not run away from a complex novel or an intellectual painting.” 
One:Twelve would like to add architecture to that list. Through investigations 
of architecture’s political and social roles, Issue 003 examines architecture’s 
efficacy through multiple lenses, and tries to uncover what architecture can 
do in a society always anticipating next season’s drama.

Over the summer, please stay in touch with us through Facebook, Twitter, 
Tumblr, and the KSA Community page. We’re certainly excited to see the 
journal evolve next year and continue to challenge every student to find a way 
to participate.

We would like to thank the faculty and staff of the KSA for their support and 
encouragement throughout the year. Likewise, a personal thank you to every 
student who made an effort to attend meetings - all who have made the three 
issues possible. And finally, thank you to the student body for your enthusi-
asm and excitement in the first year of One:Twelve. We wish you all a nicer 
than nice summer break and can’t wait to see you again in the fall.

Be well,
Greg Evans & Josh Kuhr
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How do you avoid the esoteric 
conversation when you talk about 
architecture to the general public, 
especially conceptual work or very 
contemporary projects like you’re 
working on? I think that this is a challenge, not 
only with my work, but a challenge to the larger 
community of the contemporary architectural 
discipline. Largely, I think, there’s a disconnect 
between the general public and architecture that 
prides itself in being more advanced, complex, or 
more intellectual. But I don’t think it’s an issue 
of communication only - that you have to dumb 
down your vocabulary or rethink the discourse. I 
think it’s a little bit tricky.

Specific to your work, it seems most of 
the problems that you really focus on 
are the installations or small interior 
projects that investigate the ideas 
that you then blow up into your larger 
architectural urban scale projects. Since 
you do champion the built project, how 
focused are you on actually building your 
larger scale urban projects? Most of the 
large scale projects that I’ve been working on 
are competitions. So, their investigation can 
become reality, but it’s also an important part 
of the research of any field. What is interesting 
about the gallery installations is that at some 
point you do reach a limit as to how much you 
really transfer from the small scale projects into 
the larger process. If you look at the work of 
Diller + Scofidio, for many years they worked on 
installations, research projects, and publications. 
I think they are very smart architects, so I’m not 
criticizing them. But when you look at the large 
scale, once they really started to get a lot of work 
in buildings and things at the urban scale, you 
see that there is a completely different agenda, 
but they’re still pulling from their investigations 
of the ‘80s and ‘90s. Personally, I would never 
do a prototype of a panel system for a curtain 
wall in a gallery space. I don’t think that one-
to-one relationship can be a study of a spatial 
system as independent research. Once you go 

into a gallery space, you really have to deal with 
the space and the whole environment of that 
space. But I do think that a gallery or installation 
needs to be comprehensive - that it has a certain 
narrative. For me, when we were working on the 
installation in Chicago, we were doing the project 
for the Ferry Port Terminal and literally the same 
type of line drawing was tested as a landscape 
process. So, what you see on the wall, we’re also 
testing it conceptually at the scale of the sea. It’s 
not a direct connection from one to the other, but 
similar questions can be asked for both scales. I 
think the difference is that my work is not based 
only in a highly intellectual discourse, instead it 
is based on a highly designed output. There is an 
intellectual conversation, but it’s greatly about a 
formal discourse. So, maybe in some cases, the 
jump from one scale to another would be easier.

Early in your April 13th lecture at the 
KSA, you discussed the derivation of 
your form from flower types or different 
biological models. Towards the end of 
your lecture, there seemed to be more 
gestures that were detached from the 
meaning of your form. Why is there that 
detachment? I think that’s a common dilemma 
for architects. I think that shift in the discipline, 
through the end of the ‘90s and 2000s, between 
design and technology, meaning software, there 
was a strong use of the biological model as a 
literal input onto this new technology. I think 
that it has to do with architecture getting rid of 
so many elements that pertained to a traditional 
discipline that it had to look to other fields for 
ways to rethink architectural problems. So, 
biology became the source of new structural 
geometry, new structural behavior, new 
openings, new textures, and new materiality. 
For example, instead of looking at the colors of 
a Renaissance painting you would look at a frog. 
Many of the architectural problems got answered 
by biology, which was also a result of the new 
software for design allowing you to mimic that 
field easily. I find myself one of those people that 
found a great deal of information in biology: 

with Greg Evans & Stephanie Jones

QUESTIONS FOR:

FLORENCIA PITA
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geometrical information, formal information, 
even conceptual information. I’m just trying to 
uncover certain elements that can harbor that in 
architecture. It is not always a biological model 
that needs to be input. I think that you can look 
at architecture itself, too.

Would you put your surface explorations 
under the contemporary discourse of 
cosmetics or separate from that? The 
most important text I read in my final year of 
undergrad was the “Cunning of Cosmetics” by 
Jeff [Kipnis]. I read El Croquis and said, “That 
is what I want to be.” The way that Jeff elevates 
the surface effect was the thing that changed my 
view of architecture. In reality, it doesn’t matter, 
it can be completely artificial. But cosmetics 
are not only a laminar layering on a building. 
Instead, it deals with the immediate relationship 
of the effect that it produces. Something that 
is reflected in my current work that I find 
interesting is the notion of the image printed on 
the surface. There is no materiality; the image 
has a geometry, the surface has a geometry and 
when you bring those two together you get a 
completely different effect than if you have a 
drawing on the surface. Other architects have 
their own way of the simplified archetype. But if 
you forget about the archetype and start a new 
typology there is no more archetype.

What, or who, are your biggest non-
architectural influences? I think that 
sometimes contemporary art is so much more 
advanced than architecture itself.  I like the work 
of somebody like Jeff Koons that tackles issues 
that I find interesting or that I would transfer 
toward architecture. I also really like film, and I 
find the work of Sophia Coppola fascinating - the 
atmosphere of each one of the movies. Instead 
of looking at the content of the movie, I look at 
the atmosphere. The script of Marie Antoinette 
is irrelevant, but the mood, the music, the color, 
and the setting are all stunning and atmospheric. 
Films that have that kind of characteristic are 
really incredible because they affect culture at 

a larger scale than we do as architects. Movies, 
more than art, have the power to transform.

It seems as though the atmospheres you 
try to create are always from an exterior 
point of view. Why such ambivalence to 
the interior atmosphere? This is true. I 
always downplay the interior renderings; they 
are somehow highly artificial sets. The interior 
for me is portrayed by the floor plan. I think the 
atmosphere doesn’t necessarily have to be an 
interior atmosphere. When you’re walking in 
Bilbao and you’re in a really narrow street and 
the distance you see this silver monster it’s quite 
atmospheric. That relationship of the building 
to its context is what creates a highly charged 
atmosphere. I don’t downplay the interior of the 
building.  I think because most of my building 
proposals never really leave the first stage, I 
don’t get to develop the interior very much.

Michael Meredith’s “Misreading 
Misreading” calls for the dissemination 
of representation and production. What 
is your opinion on that question of the 
autonomy of the discipline itself? In 
my own education, I really started with the 
autonomy. In many centuries there weren’t 
many innovations in terms of representation. 
It was all antique means of representation, and 
after the ‘90s, when new tools were introduced, 
it had a completely profound influence on the 
discipline. It is not disciplinary though - these 
tools do not belong to architecture. They have 
been acquired by architecture. We borrow from 
today’s technology the same way we borrow 
from photo graphy or from machines in the last 
century. Now we have a lot more things that have 
been influencing the discipline. As long as the 
use of these machines really attempts to expose 
the architectural idea, the multiple means of 
representation and expression are all welcome.  

Florencia Pita is currently Full time Design Faculty at sci-arc 
anD Visiting Faculty at lunD uniVersity, sweDen. she is also an 
architect at Florencia Pita moD, a collaboratiVe Practice out oF 
los angles, ca.
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What sort of strategies do you have on 
talking to those outside of architecture 
about architecture? That’s one of our 
main interests in our (DUB Studio) work. The 
challenge is that we as architects are accustomed 
to having one way of speaking internally and 
then another way of speaking externally to 
people outside of the profession. What I’m 
interested in is finding a way of getting what we 
do and the language we use to operate legibly in 
both realms without having to dumb it down. In 
a sense, that means changing the way you speak 
and the words you choose and the ideas you 
represent. I am, maybe to a fault, obsessed with 
clarity.

Do you think that the much-celebrated 
BIG methodology of diagramming is a 
way to bridge that gap? I respect them a lot 
for their ability to get their ideas across about 
architecture and to make the work legible, 
but I think that this is an example of dumbing 
down architecture. He (Bjarke Ingels) presents 
the work as being some “this-that-that-that” 
sequence, which is an unfortunate way of 
disowning decisions in the design-making 
process. 

It seems that while everyone praises the 
clarity of their diagrams, they’re also 
elevating them to the status of some 
pseudo-functionalist 21st century gospel… 
It’s a step back in terms of owning architectural 
decisions. We’ve come a long way in the past 
forty years towards saying “I did this because 
I thought it was a good choice,” and I think 
that those kinds of diagrams undermine that 
progress. And again, there is respect for the fact 
that it’s clear. In an environment of teaching 
then, should their work and diagrams be 
celebrated? One, diagrams are important. Two, 
often times they become overly deterministic 
as in the case with BIG. Also, often times as a 
designer, a diagram can literally make the project 
which I think is a problem. Ron Witty does a 
good a job at this, making a diagram that he can 

manipulate rather than having the diagram own 
him. What I try to teach is that a diagram is a 
starting point, a way to help you make decisions. 
It’s not that you represent the diagram formally: 
your building just needs to understand what 
drawing that diagram helps you make, and this is 
where the decision process comes in.

Where do you feel that the processes of 
‘doing covers’ or ‘paying homage to’ are 
situated within an educational system 
which inherently punishes those for 
plagiarism? You can’t consume media without 
reproducing it somehow. One useful way of 
addressing ‘copies’ is to acknowledge that 
through the process of study and production, 
radically different things have emerged. I don’t 
think anyone is a radical genius anymore and I 
embrace evolving ideas. 

I’ll joke around a lot about copying because in 
many settings the extreme is to not look at work. 
I think that copying or taking something is like 
producing a diagram. You study it, understand 
how it works, and if it works well then there’s no 
need to reinvent certain things. It is adapted to 
what is being worked and then you reinvent the 
things that need reinventing. I don’t think that 
adapting copies is anything to be ashamed of, 
and that the need to constantly invent something 
new is an unfortunate product of our hubris as 
architects. This is not to say that inventing new 
things is bad – it is a question of where intention 
is coming from. The question is, is a design 
coming from something entirely inside of you? 
Or is it an acknowledgement of influences that 
are likely wide and spread out. I think it is much 
more intelligent to acknowledge what you’re 
involving rather than trying to claim what you’ve 
made is something completely novel.

Where do you stand in terms of ‘Project’ 
and the ‘Construction Of‘? The building 
process changes things, radically. A great idea, 
once it faces reality, may implode. The reality of 
construction is that as soon as you start building, 

with Samuel Ludwig

QUESTIONS FOR:

MICHAEL PIPER
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michael PiPer is the 2010-11 leFeVre Fellow at ohio state 
uniVersity, he is also a co-FounDer oF Dub stuDios, an 
architecture anD urban Design Practice baseD out oF  new york, 
ny anD los angeles, ca .

that first glitch you hit changes the entire 
sequence of construction. What is important is to 
be able to anticipate that situation during design 
and to understand sequence as a way of thinking 
and of designing something. When you build 
stuff, it’s never how you’ve planned. And, if you 
understand that as you’re designing, then you 
can make things that instead of having to rely on 
this precious detail to be perfect, in order to be 
perfect, it can be realized in several ways and still 
be good. It is not to say that details don’t matter, 
but they only matter in as much as you’re able 
to adapt them to the inevitable problems you’ll 
encounter in the field.

Your website utilizes both photographs 
and renderings, deliberately not 
privileging either, where do you stand in 
terms of curating the dissemination of 
your work? We believe that to try and prefer 
any form of representation is sort of silly. What 
is useful about using both a rendering and 
photograph is seeing the relationships between 
them. It’s like doing a construction set, the 
most important thing is understanding how 
one drawing relates to another. Being able to 
see what happens in a diagram and understand 
it through a rendering is more important than 
either drawing alone. This affects how we make 
diagrams, renderings and how we make built 
things. We try not to make each diagrammatic, 
but we strive for a legibility between those three. 

What scale (or scope) of work most 
interests you? I’m an omnivore: I love 
everything. For me what matters most is context. 
For example, working on a hot dog stand in a 
shopping mall in Atlanta, and at the same time a 
million square foot project in the same context, 
both would get me excited. In effect, I love 
thinking about big things in very small ways: 
small design for big contexts. I also love site-
work, I think its something in architecture that 
is still struggling. We (architects) know about 
the interior, the function and how it relates to 
the building shell, but we don’t know a lot about 

how the building shell relates to site. This is 
something that matters a lot in the US where you 
have a lot of space around your building.

What holds your office together? Both 
literally and conceptually? With offices in 
both New York and Los Angeles we care deeply 
about clarity and communication. Conceptually, 
it’s ‘context,’ again. Often times though, there 
is a kind of negative perception of context as it 
usually connotes historicism. We prefer to think 
of it with a ‘work with what’s around’ model. 
This is similar to the idea of taking a precedent 
and using it, rather than just denying that you’re 
using it. To take things and use them works, 
and it is something that people have a hard time 
acknowledging. Using context can be highly 
productive in a design process as well as in the 
finished product. 

What are you thinking about now? Sarah 
Whiting has this diagram. There’s an A for 
architecture in the middle, connected to that 
is our varied interests: urbanism, economics, 
politics, etc. radiating outward. The idea is 
always that it is important as an architect to 
engage those things, but as an architect. To 
remember that you’re not an economist nor a 
politician and to always understand that you’re 
a designer and that is what matters at the end 
of the day. It is knowing what you bring to 
something as a designer, and what you can bring 
back to design.
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How do you explain architecture (and its 
history) to those from non-architectural 
backgrounds? I usually explain it in the 
same way. I always assume that people know 
more about architecture than they think they 
do because they live in and use spaces. So the 
regular things about space- the aesthetics of 
buildings, maybe not structures- I try to bring 
out in terms of their everyday experience.

Your research focuses on historiography 
especially concerning prejudiced 
theories promoted throughout history by 
theorists, historians, and architects - is 
this work politically charged or is it within 
the necessary role of the architectural 
historian? That’s a good question. I think that 
it is politically charged and I think that it is 
the job of the architectural historian to make it 
less so. This is so that more people can access 
it. So that they don’t stumble over the difficult 
language and the social charge of the material. 
So that they really understand racial discourse 
at the structural level in architecture. If they can 
look at it that dispassionately they will be able 
to see that even if it is not racist, that there is a 
racial element to every kind of cultural discourse 
that privileges a certain kind of background 
whether that be educational, cultural, or artistic. 

One should be able to understand and articulate 
those preferences and then be able to look at 
oneself in relationship to these ideals- that 
is really the ultimate goal of my work. I want 
people to see who we categorize when we say 
good design architects and if there is no one that 
looks like you, you need to be able to say why. 
Maybe being able to say why allows you to open 
a space for yourself. The goal of architectural 
historians that deal with  cultural and racial 
discourse is to try to open up more ground 
for other participants. Sometimes that means 
convincing people who are not like you to allow 
you to enter into that coveted, unique space. So I 
can’t just talk to women and minorities because 
we’ll never get anywhere. I have to convince 

people who are in positions of power that they 
are in that position not just because they are 
talented but because they fit certain cultural 
norms.

I know that women and minorities, 
although their presence in schools has 
risen to more than half, in practice, it is 
still a small percentage. It has nothing to 
do with numbers, it has to do with discourse. 
If we really want to help diversity, we have to 
think about what we are teaching. We talk about 
precedent and programming, but we never get 
at the social side of the field. We do our students 
a disservice by teaching them things that are 
going to become outdated instead of teaching 
them things that have longevity. These things 
include learning how to talk with clients, how to 
survive in the field as a minority, how to network 
and build institutions to support your vision of 
the world. We do our students a disservice if 
we don’t prepare them for that world. I refuse 
to step away from that. Architectural education 
doesn’t do that enough. It focuses on design 
which in fact, reproduces itself. In order to 
change these things, we need to look at this field 
as a place where people exist and they come with 
certain backgrounds with certain opportunities. 

Do you think that architecture is behind 
then? It’s definitely behind. Other fields in 
the humanities and arts use post-modernism 
to deal with issues of social identity and 
agency. Architecture is always about formal 
heterogeneity. It’s really a tool to allow certain 
people to always be a star. Minorities tend to 
go off to other fields such as graphic design and 
conceptual art. These fields deal with the very 
issues that people find important. They can 
articulate why they are marginalized in these 
fields where they are in an elite position to do 
so. This isn’t in architecture yet. The discourse 
of architecture pushes all these things down. We 
only focus on the methodology and the styles. We 
need to screw with the methodology to change 
the discourse.

with Lindsey McLaughlin

QUESTIONS FOR:

DR. CHARLES DAVIS II
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Any interests, hobbies or quirky habits 
outside of teaching and research? Yes, but 
do I want to admit them?! When I was in high 
school, my brother, a friend and I wrote a comic 
strip for a local newspaper. It was about a group 
of people who traveled through time and put 
them in strange situations to talk about history. 
Ever since then I have kept track of underground 
and popular comic culture along with anime 
culture. I like looking at film and animation and 
how they are able to conceptualize space that 
isn’t done in normal representation.

Do you think you’ll write or teach about 
it? This is my dream for once I make tenure: 
I’m going to make this like 500 page book that 
explores what I wasn’t able to finish in high 
school with all that I’ve learned in between. So I 
wouldn’t mind if these characters zipped through 
time and talked to Semper for instance.

Are there any firms or projects that 
you find exceptional? No. I really love 
architecture, but I dislike architects. I find all 
architecture interesting. I could find a curb just 
as interesting as any Rem Koolhaas building; 
it just depends on the time of day and how you 
are observing it. I would just suggest to look at 
everything.

So is it easier for you to like the 
humanities or the arts? I have this weird 
ethos. Whatever context I’m in, I become the 
opposite thing. When I taught at UNC in the art 
history department, I taught them design. Here, 
I try to teach cultural theory to design students. I 
got this philosophy from Joseph Beuys who said 
that one should be “the shaman in the academy 
and the academician in the world.” It keeps 

students off-balance so that they are not overly 
familiar with their world. You should always be a 
student, it keeps you fresh and you don’t have to 
worry about relevancy. If you’re always learning, 
you’re always relevant.

Don’t you think the field might be getting 
away from that though? There is a move 
towards non-signature firms, but I don’t think we 
have moved away from signature buildings.

The branding and novelty of it all? It is 
an old enlightenment discourse. There are so 
many other ways to do architecture. The new 
blogs are always about trying to keep your pulse 
on all this new stuff. We need to be thinking 
about how different types of diversities allow 
us to have different platforms to launch own 
types of initiatives. In addition to teaching how 
to talk with clients, we should be teaching our 

students how to be an editor of a magazine and 
how to popularize what you are trying to say 
through the internet. If architecture is really the 
last true field of the humanities, the architect as 
the Renaissance man, then we should teach our 
students a lot more. Our students should be able 
to write, to speak to other cultural theorists, and 
do business instead of just focusing on design.

What is your perspective on the racial 
implications in Collage City? I’m looking 
at Colin Rowe’s interest in creating a purely 
geometric, ahistoric theory of design in a time 
period in history when the politics of advocacy 
and racial representation were at their peak. He 
is trying to retreat from what the moderns did 
with their social activism and from where the 
world is now, at least in his moment. His refusal 

IF WE REALLY WANT TO HELP DIVERSITY, WE HAVE TO 
THINK ABOUT WHAT WE ARE TEACHING. WE TALK ABOUT 

PRECEDENT AND PROGRAMMING, BUT WE NEVER GET AT THE 
SOCIAL SIDE OF THE FIELD.
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to talk about race is an actual acknowledgment 
of the racial context that he was in. I trace 
passages where he talks about advocacy planners 
and civil rights, only to reject them and then to 
appropriate this messianic zeal to give over to 
those movements for himself. 
There is a passage in the chapter on the politics 
on bricolage where he talks about Claude Levi-
Strauss and the primitive, noble savage as the 
way the architect should be. There is a passage in 
that book where he says that the definition of our 
age is the civil rights movement. One is closed 
off because of material conditions, but the ideal 

is to have an open society. So he cognizes it in 
the terms of Karl Popper’s notions of the open 
society and what types of political ideologies 
allow us to be free and he’s saying that civil 
rights is the perfect example of what the collage 
aesthetic should be. We’ll never reach utopia, 
that purely open condition, but we always have 
to keep trying. We have to look for opportunities 
where openness occurs. He is aware of the racial 
discourses around him, and despite his refusal 
to speak openly about it, there is a surreptitious 
conversation happening. I try to articulate this 
in his study of Buffalo, NY and of Harlem. There 
are clear racially segregated areas that he deals 
with in terms of his urban design. He never talks 
about it, but it is there. If you just look at the text 
through this lens you’ll be able to see how much 
Rowe has to dance in that time period because of 
the prevalence of racial discourse.

Some say that there is a superficial 
investigation into other fields to give 
depth to architectural work. What do you 
think about architecture borrowing from 
other fields most notably philosophy, 
anthropology and science? We are borrowers 
of other fields since we gave up building to 
the contractor and structure to the engineer. 
There are those who dream of architecture as 
being this autonomous field of endeavor, but it 
does touch on so many other fields of culture. 
However we do generate a particular field. There 
is something that we do that is unique but we 
also need to keep in touch with all those other 
things that fall outside of design. I think it can 
be dangerous in terms of science though . We 
tend to believe scientists at their word. We tend 

to fight with anthropologists. That is where we 
got some of our scientific racisms and cultural 
assumptions. When we borrow certain things, we 
also borrow other things. Also, for the designer 
to take the authority of the scientist is one of the 
falsest types of mystification there is. I’m all for 
borrowing methodology to create really complex 
forms but if you think that you are getting at the 
basic structure of nature, you are not in touch 
with reality. It becomes dangerous when you 
believe your own rhetoric. It is necessary to 
position yourself culturally, but it should always 
be done with a level of irony.

Any parting words for the KSA? I enjoy 
working at the KSA. The one thing that I 
would’ve liked to see more of was sharing 
amongst the three departments. Some of the 
architecture projects really would have benefited 
from talking with the planning department in 
terms of settlement patterns and distribution of 
resources. Planners can challenge architects to 
be that much better.

So you like planners? They deal with the 
social issues that architects haven’t found a 
way to deal with yet. It is built in with what 
they are doing. They talk with politicians and 
constituents. Architects might get to this after 
(their design philosophy, forms) and everything 
else.

Dr. charles DaVis ii is a Visiting ProFessor at the knowlton school

oF architecture, he teaches at the uniVersity oF north carolina.

THERE ARE THOSE WHO DREAM OF ARCHITECTURE AS BEING 
THIS AUTONOMOUS FIELD OF ENDEAVOR, BUT IT DOES TOUCH 

ON SO MANY OTHER FIELDS OF CULTURE. 
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There’s 
More 

To 
It 

Matthew C Hagen

With the recent one-year anniversary of the Ohio 
Union, architecture students have, once again, 
been portrayed as a bunch of elitists having no 
real world understandings. Media and univer-
sity laymen have criticized architecture students 
to the point that where it would be untrendy to 
not to. The most recent example of this can be 
found in our campus newspaper, The Lantern, 
in an opinion editorial entitled “Hugging a build-
ing should be ‘platonic’” by Brad Miller. Miller’s 
criticism of architecture students stems from last 
year’s protests at the Ohio Union’s opening.  For 
some reason the public invalidated the perspec-
tive of architecture students and this may because 
of a misunderstanding. The protests represented 
more than the media portrayed and it’s time to 
clarify this topic.

One must take a step back to a year ago, when this 
whole issue began in the public arena. Architec-
ture students protested, and unlike most acts of 
ideas in our society, this one caught the attention 
of the media.  The most salient media coverage 
was  from a video the Columbus Dispatch placed 
on their website. The video consisted of an inter-
view with the architecture students’ representa-
tive, Gregory Delaney, and juxtaposed footage of 
other students celebrating the building. The video 
started out with students jubilantly clapping and 
singing including a student, Matt Zabiegala, com-

menting that the Ohio Union “embodies what we 
like as students” and “what we want to see.” As 
typically found with the media, The Dispatch cut 
up Delaney’s interview leaving a few clips - the 
most important regarding the design of the build-
ing missing design opportunities. Delaney argued 
that The Ohio Union served as an example against 
the interest of the university, or that the Ohio 
Union “doesn’t embody the spirit of Ohio State 
and its progressive attitude towards the future.” 
This demonstrates what is perplexing in our field. 
Architecture to an outside individual might sim-
ply represent an external appearance. After read-
ing Miller’s article defending campus architec-
ture, it’s clear that he sees architecture that way. 
Delaney asks, “Have critics of the protests really 
looked around the Oval?” OSU’s architecture is 
eclectic, and trying to pin down a style is working 
against the history and tradition of the university. 

While clips from video and articles will make 
you believe that the protest was about the Ohio 
Union’s design, the real purpose of the protests 
was to stimulate a discussion of design at The 
Ohio State University and in society. So…what 
type of architecture should a progressive univer-
sity embody? 

The protested campus design issues have an un-
seen layer of reason. For those not familiar with 
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architectural practice in Columbus, designing 
with The Ohio State University leaves a lot to be 
desired.  The complicated process involves work-
ing with many people of different expertise, who 
all want to  ensure that their interests are dem-
onstrated in the design. Most of these people can 
be located in the department of Facilities Opera-
tion and Development. Additional parties include 
the user, who puts up the money for the project, 
and a variety of miscellaneous individuals who 
ensure the enforcement of campus protocols.  On 
top of that, any given project requires around 30 
signatures from people at each step of the design 
process (conceptual, schematic design, design de-
velopment, construction documents).

The Ohio Union is a salient example of OSU’s 
design process. This building is chock-full of 
disturbing practices for the architectural profes-
sion. Facts supporting the difficult design process 
begin with the original design architect, Michael 
Dennis, leaving the job in the middle of the proj-
ect. Further insults to the profession involved the 
relationship of the user, Student Life, with the ar-
chitect, Moody Nolan Inc. Student Life came to 
Moody Nolan Inc.  specifying space arrangements 
and “requested” each space have a different feel. 
These requests included specifying over 40 differ-
ent carpet patterns. 

It has become the norm for relationships between 
designers and the university to become so tense 
that architects leave the job prematurely. This oc-
curred with the design of the Student Academic 
Services Building, but the most impressive ex-
ample involves the current lawsuit between OSU 
and Karlsberger Architecture Inc. That lawsuit 
regards OSU’s midstream dismissal of the firm 
from their position as architect of record on an 
OSU Medical Center expansion project.
What would one think if a patient started telling 
the doctor how to perform surgery, or the client 
told the attorney how to proceed with a case? The 
Ohio State system requires this odd relationship. 
In a way OSU has democratized a profession with 
participants outside the field. Like our govern-
ment,  where everyone has equal voting power 
while only a few are competent in a  given subject. 
Architects have the ability to negotiate and com-
promise, but with OSU’s democratization, the 
only thing left to compromise is the design and 
the architectural profession.  

The protests were meant to bring light to the cur-
rent erosion of our profession and campus design 
by both the public and the university. Compro-
mising these two ideas are not an option and ar-
chitecture students should not sit idle.
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ARCHITECTURE 

IS WAR
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“Architecture is war,” wrote architect Lebbeus Woods. It is a war, a war of attri-
tion. In our world people constantly act against their best intentions and pass up 
opportunities to expand their minds and experience of the world. Architecture, the 
built representation of our society, is indeed man’s best means of modifying his 
physical environment. Architecture has buttressed gods against their people, raised 
dictators to the level of deity, and expanded man’s horizons to worlds without end. 
However, today, perhaps unlike any other time in history, architecture is at war. 
The recent construction and celebration of the Ohio Union on the campus of one of 
the largest and most influential universities in the nation speaks volumes about the 
problems facing our contemporary society. Indeed, architecture is the built repre-
sentation of our society’s most deeply held beliefs, values, and ambitions, for better 
or for worse. At a price of $118 million dollars, Ohio State had the opportunity to 
creating a lasting monument to the progressive agenda of a leading public institu-
tion. With a near identical price tag to OMA’s Casa de Musica, the national music 
center of Portugal, Ohio State elected to monumentalize something else entirely. As 
a center of learning and the self-proclaimed “major research university” in the state 
of Ohio, The Ohio State University has a responsibility to expand the minds of its 
students and the larger Columbus and state communities; to expose people to the 
world of ideas that shape our lives and to prove with an enlightened education there 
really is no problem that can not be solved, no disease that can’t be cured, and no so-
cietal ill that can’t be redressed. Walking through the Ohio Union, with its $30,000 
dollar O-H-I-O door handles, Script O-H-I-O inlaid tile bathrooms, Carmen Ohio 
frieze and “leadership stairwell;” the LEED Silver building is much more similar to 
an Ethan Allen catalogue or the newest edition to Polaris Mall than an academic 
building, or the “center of student life” of the “most influential” university in the 
state. Not only does the Union fail to expand students’ minds, but it reaffirms the 
status quo from which many of us came. For the middle class suburban students or 
the rural, small town students, coming to Columbus to get an education and finally 
be in the world on our own was a big step. Coming in with an open mind as fresh-
man, the door to the world of opportunities is quickly slammed in our faces and we 
are reminded that where we are from is in fact the only way things can be. We walk 
into the all brick union and are greeted with a country club ballroom, a shopping 
mall plaza, a suburban stir-fry joint, and a coffee shop, devoid of any discussion of 
ideals, politics, or art; defining traits of the kaffeehauskultur which made cafes so 
infamous. Top 40 muzak plays over the PA system awaiting another flash mob to 
take form, and instead of showing students life beyond the suburbs it recreates a 
suburban experience in the heart of one of Ohio’s great urban areas, using itself as a 
wall, buttressing campus against High Street, for woe is us some of the great urban 
trickle from the artery that unites the great neighborhoods of Clintonville, the Short 
North, Downtown, and German Village would seep into our pristine estate. It does 
nothing to engage the community and acts as a further barrier between campus and 
the surrounding neighborhoods, like Weinland Park, which is slated for gentrifica-
tion and a merger with the University District.  After attending Ohio State, most 
students will return to their hometowns and perpetuate the growth of urban sprawl 
and close-minded ideals that continue to support discrimination, racism, and clas-
sicism in our suburban environments today. By hugging the Ohio Union on its first 
anniversary, the students of Ohio State said loudly “Thank God for this; I can not 
wait to get back to my country club, my Panera Bread, and my world free of those 
different from myself.” People don’t want to be taken out of their comfort zone, they 
don’t want to be exposed to diversity, they don’t want to be uplifted, and they don’t 
want an education.  The Ohio Union is architecture in the sense that it represents 
a true picture of our society today; and it is a terrifying picture. It is up to the few 
of us clinging to the hope of a better tomorrow to act on it and to do something. 
Woods spoke truly when he said, “Architecture is war.” Indeed, the Ohio Union is a 
war against progress and enlightenment. In a cultural war, architecture may be all 
we have, and right now, we’re losing mightily.
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MEDITATIONS ON A VIRTUAL 
TOUR: MOCA CLEVELAND 
AND MATERIALITY
At least since Alberti’s De Re Aedificatoria, the primacy of the built artifact 
in architecture has been under debate. Some contend that one must experi-
ence a building to fully comprehend it, while others argue that the product 
of the architect – namely, representation – should be sufficient for judgment 
and critique. The rising disciplinary interest in affect and atmosphere, not 
to mention increased capacity for simulation, makes it likely this debate will 
intensify in coming years. But as photorealism and animated fly-throughs 
become expected forms of representation, will taste change in response? As 
patrons grow accustomed to viewing architecture onscreen, will sensitivity 
to the subtleties of architectural experience build or recede? In a culture 
with an ever-shorter attention span, the answers are murky at best.

Farshid Moussavi’s design for the new Museum of Contemporary Art 
(MoCA) in Cleveland, Ohio has provided an early rehearsal of these new 
expectations. A founding principal of the recently fractured Foreign Office 
Architects, Moussavi was selected in 2007 to design MoCA’s new home, now 
under construction at Euclid Avenue and Mayfield Road in the University 
Circle neighborhood. Part of a major redevelopment project instigated by 
Case Western Reserve University, the museum is scheduled for completion 
in 2013. 

MoCA’s new home is to be a comparatively simple gem-like object, its sleek 
carapace concealing an intricately woven series of spaces with a large rectan-
gular gallery at the apex. Central to the design are reflections and refractions 
caused by its black stainless steel skin, along with the mood engendered by 
this skin’s rich blue-violet interior surfaces. Also notable is its innovative 
nested fire egress system, which saves floor area and enabled Moussavi’s 
canted walls – cause of the aforementioned reflections – to remain in place 
through design development. 

Debate surrounding Moussavi’s design has been fierce from the start. When 
it was initially revealed in July 2010, a public expecting formal pyrotechnics 
were underwhelmed. The city’s cultured patrons seemed flabbergasted by 
the design’s lack of ostentation, along with its somewhat curious orientation 
on site. Certainly, it was nothing to rival the much-ballyhooed Yokohama 
Port Terminal, FOA’s best-known project, completed in 2003. Rumors 
began circulating of unreasonable expectations placed on the architects by 
curator Jill Snyder, and of an inadequate construction budget. It was the old 
familiar story: one more disappointing building by a well-known architect in 
Cleveland. In a rush to judgment, Cleveland had missed the point. 
Granted, Moussavi’s stainless steel jewel was sure to be confounding when 

Michael 
Abrahamson
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delivered to a public expecting instant formal gratification. The desired ef-
fect of MoCA’s faceted surfaces can’t be communicated in two dimensions: 
not in newspapers, and certainly not when viewed on computer screens, as 
most images of the new MoCA were circulated. Though simple enough to il-
lustrate, the real significance of these effects won’t be exposed until the built 
artifact emerges.

As do many progressive offices, FOA attempted to circumvent this problem 
with a fly-through video. Like most in the growing genre of architectural 
cinematography, the MoCA “virtual tour” attempts to give an overview of 
the building design through several smooth, slippery panning shots. While 
somewhat alleviating concerns over its site placement, the video struggles to 
capture atmosphere and reflection. More an animated rendering than a film, 
one could say the MoCA virtual tour falls short of communicating because of 
its cinematic naiveté.

Seduced by the possibilities of a camera unconstrained by gravity and 
material, most architectural animators have tossed aside film’s already well-
developed language. Whether blame is placed on the shoulders of animators 
or the limitations of their software, it can’t be denied that films on par with 
MoCA’s virtual tour leave one unsatisfied, in need of more detail and more 
character. 

If we are to continue toying with film, we as a discipline should consult the 
body of expertise the film industry has built over the course of the last cen-
tury. Unlike orthographic drawing, film is a medium with which the public 
is already well acquainted; its power shouldn’t be underestimated. Should 
architects become more adept at communicating the subtlety and complex-
ity of the built artifact in film, taste might be directed increasingly away 
from the instant gratification of formal ostentation, toward an architecture 
that rewards close attention and genuine encounter. Even in such a future, 
the built artifact would remain the subject of much dispute. Get used to it, 
the debate isn’t going to dissipate anytime soon. 

Rendering: FOA Architects
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“Eventually, everything connects.” Charles Eames

Courtney Coffman a-FORMal successiOn

The Art Institute of Chicago is currently exhibiting “Hyperlinks: Architecture 
& Design,” which features 30 projects from multi-disciplinary practices.  The 
exhibition frames the projects within a context of experimental materials and 
innovation with a social agenda. Such an ambitious exhibition is accompanied 
by a cliché: the design-for-the-good-of-all.  This is one of the contemporary 
protocols in these days of sustainable design and political correctness.  Un-
fortunately, the exhibition feels disjointed by merely placing the projects on 
their podium with an accompanying, descriptive text screened to and littering 
the wall.  While the projects sit quietly in their respected roles as a represen-

tative for the future of well designed social change, I am particularly moved 
by one specific piece in the show that did not have the obvious outward social 
impact many of its podium peers possess. Xefirotarch’s Eam-Mess (Chaise) 
institutes the innovative and material ambitions that the exhibition advertis-
es. Xefirotarch makes it look good.  One look at Eam-Mess and, as the name 
suggests, evocations of the Eames’ La Chaise lounge become apparent and 
lend precedent to what might be considered a superficial project.

The Eames’ La Chaise debuted in 1948 at MoMA for a competition on eco-
nomical furniture design.  As a surface study, La Chaise requires more than 
just use of the eyes and more than simply walking around the object of the 
sculpture; it requires physical contact and conformity to the body.  Upon sit-
ting, the chaise embraces the body, like two lovers: the forms converge into 
one.  To develop such a sinuous form, the Eames’ were inspired by the femi-

Above: Eames - La Chaise
Right: Xefirotarch Eam-Mess
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nine curves of Gaston Lachaise’s “Floating Figure.”  Like many of the Eames’ 
previous chairs, geometric studies and ergonomics played a critical role in 
the design process.  Experimentation came in the form of multigenerational 
prototypes to develop new construction techniques along with the new mate-
rial constructs of fiberglass.  Their productions speak to the generation before 
and create a seamless evolution of form and an ever-expanding repertoire of 
objects, leaving an open-endedness to their own productions and theoretical-
conceptual project.

Xefirotarch, Hernán Díaz Alonso’s firm, operates under similar trajectories 
of material and generational experimentation.  His repertoire is commonly 
described as slick, grotesque, and pornographic; Eam-Mess embodies these 
characteristics. More importantly, Hernan’s work is also generational, with 
intentional geometries, proving a formulaic control of technique to choreo-
graph such chaos. 

A close examination of Eam-Mess proves an important detail, which dem-
onstrates a genetic sequencing into the scheme of a much larger code.  The 
pinnacle moment is to the far right, where the flowing lines of the chaise con-
verge into one mass; the lines converge into one artery and are snipped.  A 
precise cut suggests that this is only part of a bigger whole- a larger piece 
that becomes the conceptual.  And while there is nothing but gallery space 
occupying the right of this severed limb, it only takes imagination to see that 
Hernans’ piece is a silent commentary on the Eames’ personal project of gen-
erational parts to whole.  

Hernan’s expressive form is just as thoughtful as Eames’ beyond materiality, 
but also body positioning and ergonomics.  The Eames’ lounge allowed for a 
few sitting positions, but Hernan’s chaise allows for multiple body positions, 
creating a new discourse for the chaise object; new conformities of the body—
put an elbow here, place a head there. If the Eames’ chaise is a couple embrac-
ing, then Hernan’s is two -or more- lovers swinging. Perhaps this adult-rated 
chaise is further solidified when admiring Shiguru Ban’s bench of traditional 
(read: prude) spindle chairs that are perched to the right of Eam-Mess. 

Ray Eames states, “What works is better than what looks good. The looks 
good can change, but what works, works.” Yet Hernan makes it work and it 
looks better than good.  He continues a fabrication linage that began as an 
investigation for cost-efficient furniture design, which in our time has evolved 
into technologically driven design, with unapologetic fervor and sex appeal.

“hyPerlinks: architecture & 
Design” is on DisPlay at the art

institute oF chicago through

July 20, 2011.

IF THE EAMES’ CHAISE IS A COUPLE EMBRACING, THEN 
HERNAN’S IS TWO -OR MORE- LOVERS SWINGING.
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de dO dO dO, 
de da da da

Greg Evans

Meaningless, true. But what Sting and the Police were really showing was 
the true importance of melody in song and the attraction people have to the 
simple. “I was trying to make an intellectual point about how the simple can 
be so powerful,” Sting says in a 1988 interview with Rolling Stone. However, 
was this song really as simple as Sting would have it? Claiming true 
simplicity by way of reference to hits such as “Doo Wah Diddy Diddy” and 
“Da Doo Ron Ron,” Sting was actually expressing a sophisticated obsession 
with the vocal manipulations and improvisation of constructed melody.

Dating back to the early 1900’s, and popularized by 
musicians such as Louis Armstrong and Ella Fitzgerald, 
scat singing became a staple of American jazz as a 
way for vocalists to participate in the improvisational 
explorations of melody using their voice as an instrument. 
In essence, scatting becomes a personal expression of 
melody with specific characteristics that elicit moods and 
sensations derived from those melodies. The “do’s” and 
the “da’s” of the Police’s hit single may be simplified, but 
it demonstrates an intelligence that carefully constructed 
melody must be singable even after the track is over.

Now, a seemingly easy task is drawing an analogy between music and 
architecture, but not so much when the question becomes one of sensation 
and performance. Historically, architecture has formulas, or lists, for the 
creation of certain architectural projects. Le Corbusier revolutionized 
political theories in architecture through his Five Points. And in a more 
contemporary context, Robert Somol listed his five operations on how to do 
logo buildings and landscapes. But neither of these offer specific qualitative 
answers to architecture’s question of sensation and performance.

In order for affects in architecture to occur as the effect of performance, as 
scat singing would demonstrate musically, the discipline should recognize 
its inherent ability to create strings of sensations, moods, and affects 
into what I would like to call a melodic, singable architecture where the 
architectural sensation, or melody, cannot be reliant on the program - just 
as the melody of a song cannot be reliant on the lyrics.

De do do do, de da da da
They’re meaningless and all that’s true. 

  De Do Do Do, De Da Da Da, The Police

eDitor’s note: This essay is 
excerpted from the given exit 
review De Do Do Do, De Da Da 
Da at the Knowlton School of 
Architecture on May 24, 2011.
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This reminds me of Steven Holl’s Nelson Atkins Museum. Although a very 
elegant formal gesture, the full effect of threading the five boxes through 
the landscape is not realized until the boxes are illuminated at night. The 
lyric here, read formal gesture, is lost without the melody, read architectural 
sensation, rendering a singable architecture of mood and affect.

It is important, in this analogy, to realize the difference between hearing and 
singing melodies, and how one directly leads to the other. Where hearing a 
melody acts as a catalyst for sensationalizing the music being heard, singing 
a melody immediately arranges those sensations into personal moods and 
affects. When a melody is reproduced, or sung back, it is always inevitably 
an arrangement of the original. Whether it is off rhythm, off key, or both, the 
sung melody is not the written score, nor is it being performed the way the 
artist intended; you interpret the melody in your own way in order to create 
the way you sing it.

However, in order to effectively recognize a great melodic performance, 
especially in architecture, we must first look at the basic pieces of melodic 
construction both musically and architecturally. Therefore, in order to 
express the qualities of a melodic, singable architecture, it is important 
to break architecture down into a new set of classifications rid of the 
formal vocabulary and operations already established in the discourse. 
For these terms, we look to music theory and the genrefication of melodic 
compositions.

Melody Genres

People are able to identify themselves with melodies in a number of ways: 
communication, movement, emotional expression, vocal play, or full 
musical composition. Likewise, people identify themselves with architecture 
in a similar ways: structurally, rhythmically, affectively, descriptively, 
or theoretically. These classifications are the functions of melody, which 
appear in definite melodic activity through visible traces. As these traces of 
particular functions formalize themselves, they open up the corresponding 
melodic genre.

Through the understanding that melodic genres have particular functions, it 
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implies a notion that all functions and genres may be capable of coexisting 
in a single melody. Architecture, like a melodic composition, offers 
individual examples of these genres, adapted from music theorist Gino 
Stepfani, in order to better recognize the achievement of the polyvalent 
melodic architecture. We will call these genres the spoken, the motorial, the 
descriptive, the expressive, and the musical.

So, how do we create a truly successful melody in architecture? A successful 
melody is one which is effortlessly suited for appropriation by the user 
- it is singable, and has many fuctions, or genres. In architecture, these 
fully constructed melodies allow for characterization, development of an 
architectural personality, and a richer sense of affect. This answer, we will 
call the polyvalent, or multi-dimensional, melodic architecture.

Polyvalent Melody

Under this guise, it is important to understand that the polyvalent is not a 
call for collage of styles or ideas. However, that is not to say that ideas of 
collage cannot be polyvalent. Instead, the polyvalent calls for a sensational 
architecture of appropriated melodic construct made of multiple genres. To 
understand this clearly, we must first look at polyvalent melodies as they 
exist in music.

Michael Jackson’s “Thriller” presents all five functions of 
melody in this masterpiece. Breaking it down, “Thriller” 
embodies the spoken through the famous Vincent Price 
rap; the motorial through the rhythm and specific dance 
sequences choreographed to the music itself; descriptive 
in the sound effects used to symbolize frightening noises; 
expressive in Michael’s use of dynamic vocal range 
between verse and chorus; and musical, not only in the 
ability to combine all melodic functions, but also in unique 
instrumental use of synthesizer technology.

This achievement relies on a more sensual kind of 
formalism that provokes a will to re-engage the physical 
world and move towards a melodic architecture that 
embodies the same formal expertise, only with a 
polyvalence - pushing it towards new territories and new 
audiences.

A true contemporary embodiment of the polyvalent is Jason Payne’s 
Raspberry Fields House. Located in the middle of raspberry fields in 
Utah, the House truly achieves a sensual formalism through formal and 
materialistic expressions. Raspberry Fields embodies a descriptive function 
through its reference to the restored school house. By reconditioning the 
existing structure, the house becomes descriptive offering a flavor of the 
past. More noticeable is the expressive, gestural curve and pinch at the 
entry of the house. This effect may seem superfluous, but it is the superficial 
bend in the form through expressive technique that sparks the descriptive 
function of the school house. Descriptive, expressive, and motorial are the 
shingles themselves. Their allusion to fur, or hair, performs as a descriptive 
melody; the rhythmic application and slow curling of the shingles reveals a 
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motorial melody; and the texture gives the house 
a clearly expressive melody being full of body, 
weight, and color. What is important to notice 
about Payne’s house is the idea that melodic 
composition works at multiple scales in order 
to create the fully sensational composition. Not 
only does the project work with different formal 
melodic functions, but it also has a separate 
breakdown of sensual melodic functions, which 
begs the question, how can we further investigate 
the scalar negotiations between the melodic affects 
of architectural sensation and performance?

To be clear, a call for the melodic is not necessarily a decree for something 
novel. Instead, it brings architecture back to a more amiable set of terms 
like atmosphere, character, and mood, instead of the esoteric vocabulary of 
process and technique - except now we aren’t afraid to say so. We love the 
sensations of music, the sound and rhythm, and in architecture, the look 
and feel. These principles have been part of the architectural discipline for 
ages. However, until now, it has been taboo to speak of the superficial feel, 
sensation, mood, and affect. Instead, we’ve begun to look at architecture 
through a numb lens, as we do with all popular culture, for the quick, 
immediate reading of the hook, instead of the fully constructed melody. It 
is my conviction that a melodic, singable architecture makes a pivotal move 
in the direction of creating a full composition without losing its critical, 
performative capabilities. And thus, gives architecture the ability for true 
affective appropriation through many combinations of do’s and da’s.
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KSA_Survival_Guide–Item_003
by Michael Todoran

Professional appearance, poise, and grace are attributes that in order to 
maintain take discipline and sacrifice. A slip or blunder in etiquette is simply 
unacceptable. This reservation has the ability to manifest into a plethora of 
thoughts, emotions, and attitudes that have been concealed with too many 
smiles and well pressed outfits. For some folks there is only one real solution 
to exhaust these concealments; a sweet long pull of the ever so unfashionable 
but glorious inhalation of a cigarette. Each drag providing a rich experience 
transcending their existence, while each exhalation carries with it the moisture 
from their lungs and problems of the day that hover above them until 
dispersed and carried away with the night’s gentle breeze. 

Rita Hayworth had the privilege of the glamorous tobacco era that allowed 
young starlets and Brylcreem® gentlemen to indulge in what would be 
considered tomfoolery today. The solution lies in after hour rendezvous 
adjacent to the KSA columns and nestled under the inconspicuous overhang 
West of the lower level exit. At 5:00pm when these doors lock automatically 
little traffic is expected and when the sun sets this niche provides shelters with 
shadows and depth for proper concealment. 

There is one item that the Nicotinis Clandestinitis individuals need to make 
this possible and that is KSA_Survival_item_003: the rock. The typical 
granular stone that lay amongst the columns are not only sized appropriately 
to keep the West door inconspicuously ajar, the plethora of rocks also allow for 
multiple visits should an overzealous janitor happen to sweep one of these life 
savers away. 

Famous Nicotinis Clandestinites: Margot Tenenbaum and Barack Obama.

Rock 
The Nicotinis Clandestinitis / niko,tenis klan’destinitis / 
individuals 
Strategic placement allows Knowlton Hall ingress
Outstanding
Gary Dahl

Item:  
Utilized by:  

Purpose: 
Effectiveness: 

Precedence:
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