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LETTER FROM 

THE EDITORS 

Nine months ago, the editors of POOL sat around a large table 
(actually, an arrangement of small tables to create the effect 
of a large table), meeting largely to decide whether or not to 
pick a theme for our inaugural print edition, and if so, what 
that theme might be. After weeks of discussion, it turned out 
that the direction of things to come was right under our noses: 
witness to meetings in editors’ boardrooms everywhere, the 
Table. Table, as a theme for our current issue, was discovered 
somewhat by accident. Beginning as an offhanded example of 
what a theme could be and what it might produce, we sat with 
it, so to speak, and came up with some ideas. We thought about 
the Table as an analog for the primitive hut and the hearth, 
as a surface of production and consumption, discourse and 
negotiation, exhibition and exchange. The Table, for us, became 
a working diagram of the discipline, through its organizational 
and coordinative capacities.

What resulted was a somewhat unexpected, and largely quite 
literal, investigation of tables and tableness. In this issue we 
look at architects, designers, and critics, all facing the problem 
of the Table. From discussions about the Table’s exhibitionary 
functions, to its curious relationship to disciplinary autonomy, 
and its productive location at the junction of practice, project, 
and the scale of the body—our contributors have taken the bait 
and come back to us with both ideas and provocations.

To be clear, we offer no answers to what a table is or means. 
Those answers are many. While the impetus behind this issue 
is interested in broad critical territory, we are just as pleased 
with having set this inquiry in motion. At its core, POOL aims 
to engender lively discourse and a sense of community among 
readers, contributors, editors, and participants. Table, for us, 
means coming to the table, and by doing so, shaping the future 
scope of what we do.

If Table shows us anything, it’s that this understated object of 
the every day is a site of common investment. Everyone has a 
relationship to it. For us, as a theme, it can’t fail. In the same way 
a table brings together bodies in space, the Table has brought 
you to us, whomever you are and whatever your thing may be. 
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PART I:  INDIFFERENT LA

POOL:  Thank you so much for taking the time to talk 
with us, we appreciate it.  And for coming here in the first 
place.  We were planning to have, like, quite intelligent 
questions…

MM: Oh.

POOL:  ...but it’s been a very busy week.

MM: That’s ok.  I’m worried I don’t have any intelligent 
answers so…

POOL:  Well, we figured you were probably smart enough 
to work with stupid questions.

MM:  Yeah, stupid questions are good.  In general it’s 
good also to transcribe it and then just send it back and 
forth.  I will want to…

POOL:  Get the go ahead?

MM:  Well both of us, just refine it after the fact. 

POOL:  How we’ve dealt with transcriptions so far, and 
there’s only been—we’ve done a handful of them, and 
there’s been some debate about this on the editorial staff.  
But since I’ve been the one doing the transcriptions so far, 
I’ve just done it the way I want to.

MM: That’s basically the way things are done.  Anybody 
who’s willing to take on the responsibility can make the 
final call.

POOL:  But they’ve basically been exactly just verbatim.  
Uh...which is interesting. 

MM: Like the ums and the...

POOL:  Yeah just…

MM:  Yeah, I don’t know about that. 

POOL:  So…

MM: I have a lot of ums.

POOL:  Yeah, there are other editors who would be happy 
to get the ‘ums’ out of there.  So, as I think we mentioned 
yesterday, the name of our publication is POOL. So we’re 
going to talk a lot about pools, especially considering that 
your workshop is also about pools.  Why did you choose 
to examine the pool as a site of architectural inquiry?

MM:  The pool was interesting from my perspective 
because an above-ground pool seemed very, let’s say, un-
architectural.  At one level it’s—it’s probably one of the 
things I’ve never thought about before in architecture 

school, and it’s never entered into architecture school 
in my experience.  And I’ve been doing this for a while.  
Another thing is the vernacular, or the kind of almost 
abject quality of an above-ground pool—it’s not even as 
nice as an in-ground pool.  The above-ground pool deals 
with architectural problems in reverse.  So things like, 
the displacement of ground; that you keep water in as 
opposed to keeping water out; you enter from above, the 
horizontal plane instead of the vertical plane; the body is 
in suspension and gravity has a different relationship to 
weight because you're in the water; I mean it just seemed 
like it dealt with architectural problems, but in a different 
way.  It’s not totally resolved why, it just seemed like, it’s 
a week-long experiment, you might as well try it and see 
what happens.

POOL:  You’ve done a similar workshop at UIC as well.  
After doing the workshop and exploring these issues, have 
you ever found anything that you can relate back to your 
own architecture?

MM:  That’s a good question.  The difference between the 
UIC and here…  One thing is the pool itself became more 
standardized because everyone [at UIC] just got absorbed 
into designing the actual pool, and this time I wanted it to 
be like a given artifact, or a kind of ready-made.  The pool 
at UIC, I was expecting it would be fun because it also is, 
let’s say, a shape problem.  I thought I was going to get all 
these hard core shape people and the pool would be super 
easy for them.  I would be there to frustrate them and 
redirect them towards something else, let’s say.  Making 
them aim off course, architecturally.  But it didn’t work 
out that way.  There were a few good projects, but it was 
different.  I think it’s better this time around.

POOL:  What do you think the main stumbling block 
was in that process [at UIC]?

MM:  Too open-ended.  This had more constraints on it, 
it’s better.

POOL:  Do you have a favorite...

MM:  A favorite pool?

POOL:  ...favorite pool.

MM:  That would be horrible.  I can’t say that.

POOL:  I guess two-part question: favorite pool personally, 
like as in…

MM:  In general?

POOL:  As in use, that you use.  And maybe favorite 
architectural pool?

A  C o n v e rs a t i o n  w i t h  M i c h a e l  M e re d i t h

On April 13, 2016, POOL sat down for an interview with 
Michael Meredith of MOS, on the occasion of his workshop 
and lecture at UCLA A.UD. Portions of the interview have 
been reproduced here.
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Fig. 1, Ed Ruscha, Nine Swimming Pools and a Broken Glass, 1968.
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Meredith, Part 1

MM:  I don’t think they’re that kind of pool, anyways.  I’m 
definitely not interested in luxury or leisure as the main 
subject of this.

POOL:  I guess these guys did this, produced—they call it 
the “Big Pool Atlas.”  They did this big survey, mostly based 
on various, sort of, open-source geo-mapping platforms, 
and found there are like 43,000 pools in LA.

MM:  Oh, wow.  I’ve seen the aerials.

POOL:  Yeah, I mean, it’s pretty interesting…  It’s a very 
sort of architectural project in a sense, in the way that they 
represented it and all of that, but…

MM:  And the point was, in a way, about the excess of…

POOL:  They didn’t—no…  Maybe.  I haven’t seen their 
whole project.  From what I’ve seen so far, it doesn’t seem 
like they necessarily take a position.  They’re just doing a 
survey.

MM:  Yeah, but the survey itself would produce the results.  
I mean, if I was looking at it during a drought I would say, 
“How can everybody have all these pools?”

POOL:  Yeah, maybe.  But it’s LA, you know.  It’s so nice 
to be in a pool in LA.

MM:  Yeah.

POOL: I think they determined the approximate 
amount of water in all these pools at any given time to 
be something in the range of 760 million gallons.  And 
the annual evaporation, total evaporation from the pools, 
ends up being almost exactly the same number because 
of the nature of the algorithm that you use to determine 
evaporation from surface area and depth, but…with the 
use of covers, you can reduce evaporation by, like, 30-50%. 

MM:  (laughing) No.

POOL:  It was worth a try.

MM:  What’s a great architectural pool…  Siza’s, I guess…  
I can’t think of any pools....

POOL:  Did you say Caesar's?

MM:  No, Siza.  Caesar's would be good too.  Siza’s, like 
the Siza pools.  But that kind of pool is not the point of 
this.

POOL:  Yeah.

MM:  So, no, I don’t have a favorite.  I like pools in general 
though.

POOL:  I would imagine.

MM:  It’s also that we’re in LA, there’s the Ed Ruscha Nine 
Pools and a something…  I forget what it is.

POOL:  I can’t remember. 

MM: …a sort of absurdist surrealist exercise.  Anyways, 
this relates a little bit to Ed Ruscha I think. 

POOL:  Speaking of LA and pools, you know we’re in the 
middle of this—or hopefully at the end of—a five-year 
drought, and pools, as an object of luxury and a source of 
a pretty considerable amount of evaporation, keep coming 
up and getting a bit of a bad wrap.

MM:  I wouldn’t want to further the environmental crisis, 
with these projects.  I just think of them as a kind of 
exercise, an academic project.

POOL:  Yeah, sure.  I mean—I don’t mean to accuse you 
of doing that.

Fig. 2, Alvaro Siza, Leça Swimming Pool complex, 1966.
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technique to the technological as a kind of narrative for 
a progressive architecture.  And at this moment, I don’t 
think anybody believes this progressive model made things 
better; we're in a kind of moment of doubt that all of this 
stuff has been helping, you know?  It was liberating at 
first, all this technology.  Now I think it just kind of—it’s 
not liberating, and I think people are trying to find other 
ways to deal with architectural production.  For whatever 
it's worth, the indifference model seemed to work.  Can 
you really think of an architecture that’s radically new at 
the moment?  I can’t imagine it.  And it’s liberating.  I’ve 
sat through so many reviews—and it happens to all of 
us—where someone presents their work and everyone will 
say, “Oh yeah, that kind of looks like so and so,” or, “Wait, 
what you should do is look at this and that.”  And if you 
care about progressive narrative, about being new, then 
you would be destroyed at that moment.  Like oh, I—
like I’m not original and I’m behind the times.  And for 
me, the idea of even trying to be original at this moment 
seems ridiculous.  I think we should embrace the fact that 
originality seems impossible and try to work through that.  
And it would take a lot of burden off people.

POOL:  Michael Osman deals with expertise as one of 
any number of work practices that result from technical, 
or technological advancement and result in various forms 
of maybe, exclusion—although I don’t think he would 
use that term—through the specification of knowledge.  
So when you talk about expertise it makes me think of 
that.  But also, the way you talk about indifference makes 
me think about entropy, or some type of thermodynamic 
process.  Especially regarding the lack of capacity for 
distinction between things and the lack of opportunity 
for productivity that comes with that.

MM:  I don’t think of any of it as tragic or—there’s no 
lament, by the way, in any of what I’m saying.  There may 
be future problems down the road.  But at this moment, 
I’m all ready to embrace indifference and the idea that 
there is no originality.  The idea of progress, or novelty—
newness—may not be in the cards.  I suppose we could all 

MM:  Yeah.

POOL:  So I just wondered if pool covers have come into 
your thought process about pools at any point?  Or if you 
would consider them a part of pool design?

MM:  I like pool covers (laughs).  Nothing against pool 
covers.  Again, for a workshop, I think of this as more of 
a problem of composition and architectural production.  
It’s already set up like that when I titled the workshop 
“architectural indifference.”  And part of the “indifference” 
model has to do with flattened forms of attention.  A kind 
of deadpan, a kind of Ruscha model of performance.  The 
other thing about indifference is utilizing flattened form 
of production.  I’m interested in that, nowadays, there’s 
no hierarchy in how we design or analyze architecture, 
there’s no consensus, at least.  At one point it was plan, 
and at one point it was models.  But nowadays, people 
will do hand sketches, and a script, renders, diagrams, 
physical models—and I mean, there’s just no hierarchy 
in the modes of production.  Let's say, indifference was 
the subject of the workshop.  It’s more about architecture 
itself than it is about a pool.

POOL:  So then, in a system where there is no hierarchy, 
are you taking the pool—the ready-made, above-ground 
pool—as a starting point to sort of intersect with that lack 
of hierarchy?  Like, the starting point could be anything?

MM:  It could be anything.  Probably it should be 
something that doesn’t already easily fit into architecture.  
Because it makes it harder to come in with preconceptions.  
It’s a little bit outside of design.  Like, if I said that we’re 
designing a house, probably everybody has ideas of what 
that would be, to some degree.

POOL:  You might be tired of talking about it at this point, 
but I’m curious to hear you speak a little more about how 
indifference plays out with regard to the swimming pool.

MM:  Let’s take the pool out of the equation.  Let’s 
just talk about indifference.  I’m definitely looking for 
ways to make sense of what’s going on in architecture 
at the moment.  And we’re constantly, even as an office, 
constructing little narratives to think about architecture.  
Indifference for me, is a way to make sense of, let’s say the 
young faculty here—and honestly I think you have one 
of the strongest junior faculty in the US—and if I think 
about the work, how do you of make sense of it?  Things 
like: mashing up historical images, misdirected attention, 
misusing technology towards other ends, a precise 
imprecision, amateurs over experts, or misuse of technical 
manuals.  Looking at things kind of flatly, in the wrong 
way.  In terms of indifference, you could say the outlet is as 
important as the wall.  It's a way to make sense of all these 
practices that are going on now, and what is at stake.  The 
“Aesthetics of Indifference,” Moira Roth’s article from the 
late 70’s in Artforum1 —you know, her description seemed 
useful to now.  It’s like coming after a moment of intense 
politics and abstract expressionism, this kind of incredibly 
heroic moment.  Our obsession with technology, skills, 
and the parametric in the field was an incredibly heroic 
moment.  We’re coming after a moment of incredible 
expansion of skills and expertise, that has gone through 
the field.  We’ve gone from neo-avant garde obsessions on 

keep working through technology to produce this sort of 
constant parade of novelty.  And even then, I don’t think 
people would really find it progressive or liberating.  It’s 
also disconnected from the daily life of the profession. It 
was exciting when, let’s say, fabrication ran through the 
field, and everyone was looking for new ways of producing.  
“Oh, you can produce radical difference, and it costs the 
same as if it was all repetitive.”  Technology seemed like 
it was going to open up possibilities, and I don’t think 
anyone thought it made things better, ultimately.  So, 
what do you do?  And also in this context of Google 
or Archdaily or all the abundance of stuff, or Youtube 
videos…  With everything available, there's a kind of 
radical flattening of production and context in which 
everything gets distributed.  What becomes important for 
me—and this is a side comment—is how to produce, not 
newness, but bodies of work. 

POOL:  Like groupings?

MM:  Just how you can define something that doesn’t get 
washed away to the diffusion of media and has its own 
qualities.  I’m interested in architects who can do that.  
Most architects just go with the flow, their client, the site 
and try to solve a problem.  Every project is different, every 
site is different, every whatever.  All the pressures are to be 
specific to the situation, and yet you still try to construct 
something that relates to something you did previously.  
You know what I mean?  That you could construct a body 
of work despite everything.  To me, that’s pretty amazing. 

1  Moira Roth’s “The Aesthetics of Indifference”, Artform, November 1977

Interview by Heidi Alexander and Nawid Piracha

" N o wa d a y s ,  t h e re’s  n o  h i e ra rc h y  i n  h o w  w e 

d e s i g n  o r  a n a l yze  a rc h i te c tu re ,  t h e re’s  n o 

co n s e n s u s ,  a t  l ea s t .   At  o n e  p o i n t  i t  wa s  p l a n , 

a n d  a t  o n e  p o i n t  i t  wa s  m o d e l s .   B u t  n o wa d a y s , 

p e o p l e  w i l l  d o  h a n d  s ketc h e s ,  a n d  a  s c r i p t , 

re n d e rs ,  d i a g ra m s ,  p h y s i ca l  m o d e l s — a n d  I 

m ea n ,  t h e re’s  j u s t  n o  h i e ra rc h y  i n  t h e  m o d e s 

o f  p ro d u c t i o n .   Let 's  s a y,  i n d i f fe re n ce  wa s 

t h e  s u b j e c t  o f  t h e  w o r k s h o p.   I t ’s  m o re  a b o u t 

a rc h i te c tu re  i t s e l f  t h a n  i t  i s  a b o u t  a  p o o l ."
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On April 18, 2016, POOL sat down for an interview with 
Urtzi Grau of Fake Industries Architectural Agonism, on 
the occasion of his lecture at UCLA A.UD. Portions of the 
interview have been reproduced here.

POOL: So what are the different formats and mediums 
your practice takes on; how do you prefer to address the 
architectural issues you’re working through?

UG: We are interested in exploring formats, and 
exploding, literally, the cohesive structure of a project 
as something that makes sense in its entirety, by using 
variations in format that don’t necessarily construct a stable 
whole. We’ve explored this in several projects, because 
we are really interested in—and I think that’s learning 
from engaging in the cultural market—the afterlife of 
documents, as autonomous entities. Not autonomous in 
the disciplinary sense, but autonomous in that they don’t 
require a project to exist. So a lot of the projects we do 
are organized through three or four things that, when the 
project is done, circulate in different ways, as things that 
don’t require a project to explain them.
  The most extreme case is the PS1 entry, in which we 
produced a magazine, a video, a series of collages, and two 
completely different models that don’t look alike. When 
they come together, they can tell a story, but after that 
they can move around in completely different discussions 
and contexts without much of a problem. The video of 
the chickens has been displayed as a thing in itself; the 
magazine is now being reproduced in an issue of Perspecta 
with its own discussion; some of the models (but not 
all of them) have been acquired by the Art Institute in 
Chicago and they are being displayed in a different way. 
Now we’ve been asked to represent an entire room of the 
project—which comes from one of the collages—for a 
show in Melbourne. They said, we want this room—and 
it doesn’t require the PS1 to exist. In this case, the room 
in itself takes the place of the collage boards as the work. 
So in that sense, we are really interested in understanding 
production in a kind of exploded, or diverse, way. And I 
think it has a double reason: one is trying to destabilize 
this notion of branding and being redundant, but on the 
other hand, it’s actually a kind of flexibility in engaging 
the cultural market.

POOL: In the Shenzhen & Hong Kong Bi-city Biennale 
too, there’s an exploration with a number of different 
formats: walls, video, a table with models. But even on the 
table itself, the models were not conventional architectural 
models, and they were not arranged in a very cohesive way.

UG: Yeah that's funny—that’s actually not a well-known 
table in our work. The idea was to construct a constellation, 
a series of temporary formations that will try to explain 
stories. We’ve been exploring this a little bit more with the 
stuff we did for the Chicago Biennial—that’s actually not 
a table, it’s a horizontal formation of images—because for 
the last few years, we’ve been interested in storytelling and 
devices that talk in a way, or at least things that allow you 
to have a conversation with them.
  Thinking about that, we ended up going back to, let's say, 
anachronistic models of storytelling—storytelling being 
something that probably had its best moment in the middle 
ages, when it would actually be someone’s profession. And 
that person would set a stage that would act as both a 
mnemonic mechanism and a series of references to engage 
with the public. So a lot of these formats have the goal 
of being able to construct those narratives, not only in 
the presence of a voice, but also, as they become stages 
for biennales—and again, that engages with the idea of 
biennales as new sites for the production of architecture—
they have to be able to perform by themselves. So they have 
to be able to trigger relationships and connections in the 
mind of the visitor, or the audience. And the constellation 
of the archipelago offers a really good model because, as 
you know, the stars in the sky don't necessarily contain 
drawings. The drawings are the projections of an audience 
(us), that imagines all these zodiac signs or shapes. In 
reality there are only stars—the lines are basically cultural 
agreements that we project there, and the shapes that 
emerge from those relationships tell a story. So that is the 
logic of some of these arrangements.

TABLES, DISPLAY, AUDIENCE
A  C o n v e rs a t i o n  w i t h  U r t z i  G ra u

Fig. 1, Fake Industries Architectural Agonism, There is not original work in this installation, Hong Kong & Shenzhen Bi-City Biennale of 
Urbanism and Architecture, 2011.
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Fig. 2, Fake Industries Architectural Agonism, Indo-Pacific Atlas, Chicago Architecture Biennial, 2015.
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Grau

POOL: So there’s an idea of storytelling and relatability to 
an audience. Does the choice to use a table or horizontal 
plane—as opposed to white pedestals—in both the 
Shenzhen Biennale and the Chicago Biennial have to do 
with that?

UG: That's funny, I have to admit I haven't really thought 
seriously about that question. The table in Shenzhen was 
a conscious move, thoroughly. I mean, we have been 
interested in tables in the past—we were supposed to 
build a table for an exhibition of Bruno Latour's through 
Columbia. It never happened, but the table in that 
scenario was really useful as a rhetorical device: be on the 
table, bring to the table, deal under the table. It had all 
these references to cultural discussions. We have an article 
that touches on this: it’s a review of the Venice Biennale, 
the David Chipperfield biennale.1  That biennale was full 
of tables—all these big tables, on which a lot of architects 
would show lots of small things. The “Common Ground” 
metaphor was used over and over on the table… You 
know, in Capital, Marx uses the example of the table to 
explain exchange-value versus use-value. The table has a 
function, literally, so it’s this pure example in which you 
could say the exchange-value is just nothing: it’s empty. 
The table becomes a Marxist icon of a commodity in 
which use-value is self-explanatory.

So we love tables, I mean the table as the setting for a 
dinner party is also really important as a logic to discuss 
things. Dinner parties are one of the things that we like to 
use to actually talk about how you construct your practice, 
because to put together a dinner party is pretty difficult. 
You need to know how to cook; you need to know who 
you’re inviting; you can’t serve the food too early because 
people will fall asleep, but if they’re hungry they will be 
really upset; the alcohol has to flow in the right way; 
if possible, you have to control to a certain degree the 
positions of the different people so you don't get separated 
groups—I mean, it's a huge complex orchestration. When 
you go to a dinner party that’s good, you probably don't 
even realize all these things, but it's amazing because you 
sit there and the conversation flows, you are really happy, 
and then you have dessert, and so on. So it’s a kind of—
metaphor is a terrible word, but—a reference we like to 
have, in thinking about how we do things. Because it’s 
a combination of a lot of things. And at the Shenzhen 
and Chicago Biennials, I don't think, consciously, we 
were thinking about a kind of format—I have to admit 
that after the article we wrote on the Venice Biennale and 
tables, we also felt that we had exhausted the table as a 
format. (laughs)

Fig. 3-7, Fake Industries Architectural Agonism & MAIO, Rooms: 
No Vacancy,  MOMA PS1 Proposal, 2014.

" D i n n e r  pa r t i e s  a re  o n e 

o f  t h e  t h i n g s  t h a t  w e  l i ke 

to  u s e  to  a c tu a l l y  ta l k 

a b o u t  h o w  y o u  co n s t r u c t 

y o u r  p ra c t i ce ,  b e ca u s e 

to  p u t  to get h e r  a  d i n n e r 

pa r t y  i s  p ret t y  d i f f i c u l t ."
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example, in that case, we were quite, say, lazy—or rather, 
we are very picky with the work we do. We do two or 
three competitions a year and we choose them exquisitely: 
when we think we have a chance to win, but also when 
we know that we’re going to have an audience we can talk 
to. And the Guggenheim competition...was awesome. I 
mean, we haven’t had such an amazing group of people 
judging an open competition in ages: Mark Wigley, Juan 
Herreros, Jeanne Gang, Yoshiharu Tsukamoto—it’s like 
an exquisite group of people that I feel close to and I can 
have a conversation with. And I can have a conversation 
through my production. So we had to do it. But the idea 
of, shooting anywhere, any competition that shows up, 
we try to avoid. I mean, we would like to avoid it even 
more, but…if we have to wait for another competition 
like Guggenheim, we might never do anything (laughs).

But identifying the audience, it’s exactly what you 
mentioned—it’s about inviting the type of people who 
know how to behave at a dinner party (laughs). That’s 
exactly what it means to submit to a competition, right? 
You want to talk with someone about your work, and 
see what they think. It’s better if they are actually people 
you trust, because if you don’t trust them, you have to 
start constructing a really complex set of masks, and it 
becomes not so fun. And the Guggenheim was fantastic 
in that, these are the guys we talk to and engage with, 
and it worked in a way, you’re right. But it’s not about 
tricking and thinking they’re going to like this or that. 
It’s knowing enough about their context, and knowing 
how to challenge that—it’s a much more complicated 
operation. How do you build enough seduction in a 
context with 1,700 submissions? Branding doesn’t work 
anymore, right? Because there will be, maybe, ten projects 
that look just like yours.

POOL: So going back to the Bruno Latour table, I wonder 
if you could describe that for us, I’m so curious…

UG: Ah, so this thing, I mean, I have to make a disclosure 
here. It was a project that came out of a really funny 
situation at Columbia. One of the studios I took, as a 
student, was organized as a competition within the studio 
to put together an installation. Students made individual 
submissions through, I think, ten stages? In each stage, 
only half of the projects passed, and the students whose 
projects didn’t pass had to join someone else. So you keep 
building up your “office” with people who didn’t get 
through, which is insane, because you just keep getting 
people who are pissed off with you (laughs). It’s like saying, 
“My project was better; I’m sorry, but you’re working for 
me now.” Which is also really weird in the context of a 
studio. Some people said, “I’m not doing your work. I 
do my own project—I’m in a studio.” It’s like, yeah, but 
you’re being assigned because your project didn’t make the 
cut, so I’m sorry. So anyway, (laughs) it was really funny. It 
was for the show, “Making Things Public,” you know, the 
thick book. And it was an agreement between the faculty 
and a group of sociologists that were mapping or studying 
the processes of participation, of decision-making, for 
the proposal for the reconstruction of Ground Zero. So 
they mapped all these complex participation processes 
that ended up in the completely terrible decision of 
choosing Libeskind as the winner (laughs), but it was a 
super complicated participatory process in which families 
of victims, neighbors, and agents all had a say. There were 
workshops and discussions, and all these materials were 
going to be exhibited at the ZKM in Karlsruhe.

POOL: So a dinner party that's going well: maybe you 
don’t notice because of the orchestration of the host. But 
maybe it’s also because you have a group of people who 
are used to going to dinner parties and taking part in this 
sort of exchange, and they also have a stake in making 
sure things play out in a certain way so everyone has a 
good time. If you’re playing master orchestrator or host 
through your practice, who do you feel are the people 
you’re dining with?

UG: So this idea of knowing the audience—well, we like 
to imagine ourselves as the ultimate contextual practice 
(laughs). We try to be super aware of who the audience 
is, and I think one of the most obvious examples is 
PS1. What is the material you show to the director of 
LACMA, the architectural curator of MoMA, the director 
of PS1, and so on? You have to produce something that 
appeals to their sensibility, and triggers their interest and 
a discussion. So in producing this series of elements, we 
collaborated with people who are actually familiar with 
this kind of problem. Everything, from the pieces to the 
stage, was not traditional architectural production. It was 
basically a kind of conceptual art—I mean, maybe that’s 
too much of a claim—but it was interesting because we 
eventually realized that we completely missed the point, 
because that was not the audience (laughs). I mean there 
was the jury, but they were not the audience—because 
that happens, right?

So after that, we realized that PS1 needs to be tailored for 
the centerfold of the New York Times, because the Young 
Architects Program is the biggest fundraising operation of 
PS1 as an institution. So it needs to operate at that scale: 
there is the audience. We brought a completely different 
approach (laughs). We thought [to the jury], “We’re going 
to appeal to you with this really intelligent conceptual 
operation. It’s going to be playful, and yet sophisticated 
enough for your tastes.” And they were like, “Yeah…sure. 
Uh, thank you.” (laughs) And they actually weren’t very 
excited about it.

POOL: But then maybe you brought some of what you 
learned about audience to the Guggenheim?

UG: Yeah, but we still didn’t get it, right? (laughs) But 
also I think that’s a different case, why it didn’t work. For 

Fig. 8, Fake Industries Architectural Agonism, "Domestic Dreams" in There is not original work in this installation, Hong Kong & Shenzhen 
Bi-City Biennale of Urbanism and Architecture, 2011.
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of participatory side of “Making Things Public”...but it 
was too literal. Yeah, he was pissed about it. His response 
was probably much more interesting than the project. 
(laughs)

UG: So what is your favorite table?

POOL: My table at home. (laughs)

UG: (long pause) ...Memphis table. Yeah, you should 
check them out, they’re amazing tables. Pier Vittorio 
Aureli has these amazing claims about Archizoom 
furniture being a kind of furniture you can’t move, and 
that’s the important value of it. I don’t know if it’s a table, 
but they have these beds that are carved pieces of marble, 
so it’s kind of the anti-furniture, because you get it in your 
room and it will never leave. It’s kind of a claim against 
fluidity, and so on… I was wondering if they have a table 
that is just a rock, this size, something like that. In the case 
of Memphis it would probably be painted or something 
else, marble probably.

POOL: I think the etymology of furniture is that it is, by 
nature, movable.

UG: So I don’t know about in English, but in Spanish, 
inmueble means “not furniture”: it’s the name for 
everything that you have to pay taxes on, because it’s fixed 
to a place and it’s connected to the ground. You pay taxes 
for your house, but you don’t pay taxes for your furniture. 
It’s mueble and inmueble—mobile and immobile in the 
Italian. But furniture moves, so it’s yours to keep (laughs).

POOL: Anything you can carry.

UG: You can carry the rock, that’d be true. Anyway, thank 
you very much, the questions have been very good.

POOL: And thank you for entertaining us.

UG: (laughs) That’s what I do.

1 “What Role Does Currency Play in the Architecture Venice Biennale of 2012?”, 

review by Fake Industries Architectural Agonism (Urtzi Grau, Cristina Goberna)

Interview by Jamie Kleine, Ingrid Lao, and Heidi Alexander

Grau

Fig. 9, Fake Industries Architectural Agonism, "Domestic Dreams" in There is not original work in this installation, Hong Kong & Shen-
zhen Bi-City Biennale of Urbanism and Architecture, 2011.

So our proposal was the one that was selected from the 
studio. Our project involved a series of tables that then 
became machines of exhibiting. Then I had to go back 
to Spain to get my visa. When I came back, the person 
running the studio—who should remain nameless—
scratched our project, which had actually been chosen by 
Bruno Latour himself in the studio final review. The team 
of people that was going to develop our project shifted 
to an unrelated project—another table, designed by the 
faculty member running the studio—that was completely 
different from what Bruno Latour had selected. We 
eventually sent the design to Karlsruhe, and the exhibition 
team was like, ”What is this? Thank you very much, but 
this is not in the show.” And it never made it in.

POOL: (laughs) Probably pretty fitting, for a study of the 
decision-making process…

UG: Yeah, it was terrible. At the time, I was going to start 
my PhD and I was a little bit pissed off, but then as a 
student what can you do? And then the whole thing ended 
in Bruno Latour saying, I’m not interested in a table like 
this. (laughs) Anyway, yeah. So that’s the story. It’s hard to 
find the table because it didn’t make it in the show, and it 
was part of the work I was developing while I was doing 
my master’s, even if I was already working with Cristina. 
We haven’t publicized it much because it was a kind of 
weird condition.

POOL: I’m so fascinated by Bruno Latour, so, I’m 
always—

UG: He was really pissed off with tables. I mean, he 
wrote an email saying, we have seen too many tables in 
exhibitions lately.

POOL: He’s over it.

UG: He seemed totally over it, and at the time I was not 
sure if it was an excuse for the fact that the project he chose 
was basically eliminated and substituted with something 
else. But it was funny because in an email he sent, he 
specifically mentioned the fact that there’s been too many 
tables in exhibitions—and within those exhibitions, it’s 
been overused as a metaphor of coming together to talk. 
And maybe he was referring to his own practice, as a kind 
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WHAT ROLE DOES CURRENCY PLAY IN THE 

ARCHITECTURE VENICE BIENNALE OF 2012?

seem like a Shandyian detour within a review of the thirteenth Mostra Internazionale 
di Architettura di la Biennale de Venezia 3. The effect of the ECB’s policies on this last 
Biennale, however, is undeniable. After Silvio Berlusconi’s resignation as Italian Prime 
Minister in November 2011, his substitute, Mario Monti, implemented a package 
of austerity measures intended to restore market confidence in the Italian economy, 
coordinated with the International Monetary Fund (IMF) and the ECB. The package 
included large cuts to the budget of one of the key partners of the Biennale Foundation, 
the Italian Ministry of Cultural Heritage and Activities. These translated into a reduction 
of the overall budget of the event that different sources have identified as between 20% 
and 30% in relation to the previous edition4. If we consider that the financial crisis that 
triggered the cuts had its roots in the burst of the real-estate bubble—the moment in 
which architecture stopped being a credible investment—this biennale was the first 
one to endure the economic effects of the architecture culture promoted in previous 
editions. In this context, the Biennale opened its doors in August 2012 and closed 
them in November, under the title, chosen by its director, the British architect David 
Chipperfield, “Common Ground.” The brief curatorial statement showed no signs of 
awareness of such topics. It avoided any reference to current conditions, economic or 
otherwise. Instead it discussed the possibility of a disciplinary space (a.k.a. architectural 
culture) as a provocation addressed to the field. The jury responded to Chipperfield’s 
so-called provocation, eluding any irony. Toyo Ito’s Japanese pavilion, featuring urgent 
dwelling solutions for the post-2010 tsunami destruction, was awarded the Golden Lion 
for Best National Participation. Urban-Think Tank and Justin McGuirk’s “Torre David/
Gran Horizonte,” an exoticizing documentation of an occupied tower in Caracas, received 
the Golden Lion for the Best Project of the exhibition. If the members of the jury, which 
included the architects Wiel Arets, Robert A.M. Stern, and Benedetta Tagliabue, the 
author Kristin Feireiss, and the journalist Alan Yentob, wanted to contest the curatorial 
statement, they did so by appealing to two traditional arguments against the insular 
nature of architectural knowledge: the social responsibility of the field, and the qualities 
of architecture without architects. Post-bubble architecture and shrinking budgets passed 
unnoticed. Only the introduction by the Biennale’s President Paolo Baratta tangentially 
mentioned the extraordinary efforts of the Italian Ministry of Cultural Heritage and 
Activities. Nobody seemed aware, and yet symptoms of the economic climate were to be 
found all around the place.

II

The event was full of collections. Numerous invitees became curators of their own 
exhibition. In some cases this attitude was to be expected. The Anglo-American historian 
Kenneth Frampton presented the self-explanatory “Five North-American Architects as 
Common Ground,” and Spanish critic Luis Fernández-Galiano brought the installation 
“Spain Mon-Amour,” featuring fifteen works by ten Spanish offices. This made sense; 
they were simply presenting the curatorial side of their practice. In other cases, the 
exceptional status of the invitee was the reason behind the assembly of unlikely objects. 
The participation of the magazine San Rocco entailed an issue called “Collaborations,” 
which included fifty-one projects by its editors and collaborators. The installation “40,000 
Hours” brought together student works from forty different schools of architecture around 
the globe, while three other schools—Yale, the ETH, and the University of Michigan— 
enjoyed their own independent exhibitions. The piece “La Ruta del Peregrino” included 
works by nine different offices along a pilgrimage route in Mexico. The most symptomatic 
cases, however, were those in which single architects did not show their own work but 
rather requested fellow architects to do so instead. Alberto Campo Baeza asked sixty 
colleagues to design a house. Caruso St John organized an exhibition on the work of seven 
other offices. Diener & Diener, in collaboration with the Italian photographer Gabriele 
Basilico, invited thirty-three architects, historians, and critics to discuss the spaces of the 
Biennale. Fashion Architecture Taste (FAT) organized a museum of copies that included 
three other practices, one of which refused to show their work and invited one-hundred 
practitioners to do so instead. Valerio Olgiati selected tens of architects and demanded one 
or more reference images from each one. Sergison Bates Architects curated an exhibition 
on social housing that included the works of six other firms. And Tod Williams Billie 
Tsien Architects collected and displayed objects selected by thirty-five fellow travelers. The 
Biennale turned out to be an endless collection of collections.

I

Unlike art biennials, architectural biennials have little impact on the economic value of 
the materials exhibited. A work of art exhibited at the Venice Biennale of Art immediately 
increases in price; in the case of a work of architecture exhibited at the Venice Biennale 
of Architecture, its price mostly remains the same. If there is any change, it is only in 
the value of its representations—models, drawings, and photographs. Criticism works in 
similar way. A review of a work of art has an immediate effect on its value, most often a 
positive one, even in the case of negative criticism. An architectural review rarely changes 
a building’s market value. The inability of a review of an architectural biennale such as 
this one to influence currency is therefore double. It does not affect the money that lies 
behind the exhibition, which itself has little effect on the value of the architecture on 
display.

Yet, architecture on display and money are closely related, especially in Europe, where 
the local currency features architectural styles from different periods of the continent’s 
history1. Starting with the Classical structures portrayed on the five-euro bill, historical 
examples approach the present as the value of the bills increases. The ten-euro note uses 
Romanesque, and the twenty Gothic. Renaissance decorates the fifty-euro bill, and 
Rococo the one-hundred. The European Central Bank (ECB) titles the illustration on the 
two-hundred-euro note “the age of iron and glass,” referring the industrial architecture 
of the nineteenth century, and “modern twentieth-century architecture” is featured on 
the five-hundred-euro bill. In case you are wondering or have never handled the latter, 
for the ECB, modern architecture of the last century is best represented by corporate 
curtain-walls and high-tech bridges. The ECB has not only used, but has also recognized, 
the power of architectural representations. To prevent cross-national jealousies, it decided 
to avoid representing actual built structures and asked the author of the illustrations, the 
Austrian Robert Kalina, to “streamline” the historical examples he had chosen. Thus, 
non-existent works of architecture were specially designed for the bills. They blend 
multiple architectural examples, and some of them, as Diederik de Koning, Laura van 
Santen, and Thomas Cattrysse have noted, are even located outside of Europe2. In the 
end the ECB was simply acknowledging, as expected, that only abstract styles fit the 
inherent abstraction of the European currency.

This cautionary tale about ECB’s belief in the abstract nature of architectural styles may 

Re v i e w  b y  Fa ke  I n d u s t r i e s  A rc h i te c tu ra l  A go n i s m 
( U r t z i  G ra u ,  C r i s t i n a  G o b e r n a )

Fig. 1, Fake Industries Architectural Agonism, Venice Biennale, 2012.
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The critic Jacob Moore has recently identified the taste for accretion as a contemporary 
malaise of architectural exhibitions5. “Overdoing it,” as he puts it, has become a common 
curatorial tactic that complicates the access to information, hoping the audience will be 
forced to extrapolate their own conclusions. No doubt. Walking through the Biennale 
one easily concludes that the excess of contents does not always obfuscate the lack of 
substance—it more often reveals it. Many of these collections neither clarified the 
value of the exhibited materials, nor were able to state the role played by the strategy of 
accumulation. Yet, as a strategy, they revealed a common reality: subcontracts. Trifling 
budgets are not new news in architectural production. Practitioners have learned to 
deal with complex conditions of production, especially in the last five years in Europe. 
Not by chance then, a group of prominently European architects, confronted with a 
shortage of funds, chose to distribute expenses among friends and foes, outsourcing 
their participation. The results thus exhibited issues similar to heavily subcontracted 
construction sites. Sloppy details and a lack of synthetic solutions were counter-balanced 
with rigid formats: for example, a collection sixty sketches on squared pieces of paper, 
a collection of tens of small images, a collection of one-hundred sets of A4 formatted 
photocopies. But standardized frames do not necessarily hide confusion—they frame it.

  There was another common trend that was perhaps even more revelatory. The collections 
were mostly displayed on gigantic tables, seventeen just in the rooms of the Arsenale and 
the Padiglione Centrale. This specific piece of furniture, conceived of to gather around, 
seems a too perfect metaphor for a Biennale entitled “Common Ground.” Not only 
does it have the right scale to be exhibited in an interior, as an object the table is both 
on display and provides display area. But more significant, the tables of the Biennale 
constructed new grounds—“common,” as the exhibitors’ statements repeatedly read. 
There, exhibited objects were organized in autonomous constellations. The arrangements 
followed their own compositional logics, disconnected from the existing ground as 
much as from the visitors. But these were not operating tables in the Lautréaumontian 
sense (with the laudable exception of the Serbian pavilion, which was occupied by a 
single, empty, humongous white table that sliced visitors in half, rendering only their 

upper body visible). Chance encounters with everyday objects were out of the question. 
The collections were there merely to be admired. They left no space for accidental 
conversations since the tables were entirely occupied by representations of conversations. 
Embracing Chipperfield’s suggestion, these tables constructed the tabulae rasae on 
which the curators’ versions of architectural culture were safely deployed. The space they 
constructed was common, but only for the objects placed atop them.

  Ironically, the way the tables operated was less revelatory than their multiplication. 
The previous Biennale, curated by the Japanese architect Kazuyo Sejima, witnessed 
a proliferation of one-room installations that blurred the differences between art and 
architecture. The strategy of “one room, one architect, one work” filled the exhibition 
with full-scale mock-ups, colossal models through which visitors could walk, fragments of 
buildings and even buildings small enough to fit the rooms of the Arsenale. An improbable 
collection of objets trouvés one could claim, but there were no tables to be seen. This last 
year, the proliferation of tables ensured a return to more normative architectural formats: 
regular-sized models, technical drawings, and hand-drawn sketches, proper to the 
disciplinary focus of the event. This also meant a return to the basics—simple designs with 
precise uses—if one follows the essentialism that tables have enjoyed in the architectural 
imaginary. Not by chance do tables play a significant role in the differentiation between 
use-value and exchange-value: they are a Marxist icon of a commodity in which use-value 
is self-explanatory6. In this context, the tables of the Biennale became an involuntary 
economic statement. Complex financial products obscured architecture’s use-value, 
leaving only exchange-value visible, to be repurposed and distributed in secondary 
markets through the infamous derivatives. The multiplication of architectural objects 
with literal use-value seems an unconscious response to the excesses of speculation, an 
attempt to recover the real value of architecture separated from the flows of the market. 
But this Marxist reading of the Biennale’s tables is also self-defeating. The literality of 
their use-value does not imply a resistance to their fetishization as commodities; it only 
demonstrates that tables are a didactic example to explain the process that connects 
architecture and currency.

Fig. 2, Fake Industries Architectural Agonism, Venice Biennale, 2012.

Grau and Goberna
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III

This multiplication of collections and tables points towards the implicit relationships 
between architecture and money. However, some projects also attempted to explore 
the contradictions within these relations, particularly in relation to originality. The 
aforementioned “Museum of Copying” and “Villa Rotunda Redux” by FAT, “The Book 
of Copies” by San Rocco, “‘Repeat Yourself ’: Loos” by Ines Weizman, and “Architectural 
Doppelgängers” by a research cluster at the Architectural Association not only used, 
but also consciously embraced, reproduction as an architectural topic. Similarly, 
Bernard Tschumi remade his “Advertisements for Architecture” from 1976–77 with an 
homonymous title; Robert Burghardt presented a monumental mash-up of modernist 
masterpieces, entitled “Denkmal für die Moderne (Monument for Modernism);” Case 
Studio Vogt and the ETH Zurich replicated an existing venetian kiosk located at the 
intersection of Via Garibaldi and the Riva dei Sette Martiri in “Un-Common Venice”; Cino 
Zucchi Architetti illustrated the repetition and variations involved in design processes in 
“Copycat: Empathy and Envy as Form-Makers”; in “The Piranesi Variations,” Eisenman 
Architects, Dogma, and Jeffrey Kipnis versioned Piranesi’s Campo Marzio dell’antica 
Roma, and in so doing they also reused the techniques of Graziella Lonardi’s “Roma 
Interrotta” from 1978; and Fulvio Irace’s “Facecity” appropriated the façades of Milanese 
postwar buildings. In sum, the art of copying emerged in unlikely works.

  It was nothing new. Imitation and reproduction have historically fuelled architectural 
production; what was surprising was the acknowledgement of its use. As with any other 
creative practice, architecture is subject to a regime of originality. Yet, operations that 
rely on already produced forms— well-known critical tools in a wide range of artistic 
production—still remain unabsorbed and even taboo. This denial is probably the reason 
why architecture is the creative field in which the circulation of knowledge is least 
regulated. Different from literature, music, or cinema, architecture lacks legal parameters 
to define plagiarism and misuse of intellectual property. The lucrative business of 
intellectual rights has not penetrated architecture, though this exceptional condition is 
being amended. Recent attempts include the late inclusion of architecture in the United 
States Copyright Law in 1990, and Santiago Calatrava’s legal victory in his suit against 
the City of Bilbao over an addition to one of his bridges.

  The proliferation of voluntary copies at the 2012 Biennale announces an alternative 
direction. The statements of the above-mentioned works recognized that using—
stealing— others’ work is an architectural tool par excellence. These techniques are unique. 
Yes, many artists, especially musicians, are indulging in radical projects of copying, often 
denouncing how intellectual property law restricts creativity. Profits and legal control of 
the sources have reduced artists’ ability incorporate previous works into their practices. Yet 
in the field of architecture, the status of copying, cloning, duplicating, faking, falsifying, 
imitating, impersonating, appropriating, reenacting, remaking, remixing, replicating, and 
reproducing differs from other creative disciplines. Against all odds, the way authorship 
works within the field has constructed one small space of resistance against market forces. 
Architects despise copies, refuse to recognize them, and by doing so regulate them. That 
is why copies at the Biennale can only be described as conservative. They are not an 
attempt to crack open the contradictions of copyright logic. Instead they preserve the 
way copying works in architecture by perversely revealing its secret. In this context, the 
recurrent references to the Biennale’s title imply a completely different reading; one in 
which the “common” does not denote an autonomous disciplinary realm, but rather the 
commonness of copies as an active strategy of resistance against the commodification of 
architectural knowledge.

Reprinted with permission from Scapegoat Journal and FKAA.

1 “ECB: Banknotes,” European Central Bank, http://www.ECB.int/euro/ banknotes/html/index.en.html.
2 Diederik de Koning, Laura van Santen, and Thomas Cattrysse, “Four Concepts and a Funeral,” San Rocco 4 

(Summer 2012): 29–35.
3 Laurence Sterne’s The Life and Opinions of Tristram Shandy, Gentleman is a great example of how difficult is 

to explain anything simply.
4 The 13th Mostra Internazionale di Architettura di la Biennale de Veneziadid not release actual numbers. The 

percentages cited came up in conversations with agents involved in the curatorial process, who asked not to 

be identified.
5 Jacob Moore, “Past Futures, Present, Futures,” Domus Web, http://www. domusweb.it/en/architecture/past-

futures-present-futures-.
6 See Karl Marx, “The Fetishism of Commodities and the Secret Thereof,” Capital vol.1 (London: Penguin 

Books, 1990), 163–64.
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Parisian Lullaby is the product of a personal encounter with the urban space and political 
climate of contemporary Paris, and was triggered by the recent heartbreaking events that 
took place in the city. The Parisian municipal obsession with governing and ordering life in 
the public domain gave birth to a series of regulations regarding preservation, maintenance 
and security. Some of these rules, such as the Second Empire requirement to close public 
parks at nightfall, date back to the nineteenth century. Through a satirical reworking of the 
master plan for the new Clichy Batignolles district, Parisian Lullaby raises the question of 
the relevance of these anachronistic municipal regulations in contemporary Paris. It opens 
a Pandora’s box of cultural critique that unleashes fundamental interrogations related to 
space and identity, freedom, prejudice, cultural dogma and hypocrisy.

H a ga i  B e n  N a i m

PARISIAN LULLABY
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PAPER TABLES

In a nod to the productive friction between paper architecture 
and practice, POOL is pleased to present the following collection 
of trim-and-folds from our illustrious faculty to entertain and 
confuse both young and old alike.  
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JIGSAW

N A R I N E H  M I RZA E I A N
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JIGSAW
N a r i n e h  M i rza e i a n

Jigsaw is a workspace concept that embraces the 
fluid nature of contemporary professional culture. 
Conceived as a series of pieces that loosely come 
together to choreograph a myriad of working 
scenarios, Jigsaw allows for a more elastic interface 
between open office environments and the office 
as a physical container.  Mobile tables, the primary 
organizational elements of the collection, aggregate 
and array additional accessory pieces... like jigsaw  
pieces falling into place. 
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would navigate the obstructed pathways and corridors in 
the VDL. They simply designed the conditions.

   In revisiting the event, we asked Jia for her thoughts on 
designing the framework for the potluck, as well as for 
Supper Studio events more broadly.

It Stretches Itself It Curls

It Goes In Circles

It Rolls Over It Serifs

It Misaligns

It Follows

It Obfuscates

It Exits

T h i s
O n e

1 LONG COLLECTIVE TABLE 

FOR THE VDL HOUSE

In the fall of 2014, curators from three Los Angeles-
based organizations came together as part of World 
Wide Storefront (WWSf), a Storefront for Art and 
Architecture project, to present Host: Natural Histories for 
Los Angeles, a series of exhibitions and events exploring the 
multivalent meaning of “host” though spectacle, parasitic 
opportunism, and domestic landscapes. This series of 
exhibitions and events was a collaboration between Big 
City Forum, Los Angeles Forum for Architecture and 
Urban Design, and the Neutra VDL Research House. 
Host curators were Mimi Zeiger (Los Angeles Forum 
for Architecture and Urban Design), Leonardo Bravo 
and River Jukes-Hudson (Big City Forum), and Sarah 
Lorenzen (Neutra VDL Research House).

   The final World Wide Storefront event for Host: Natural 
Histories for Los Angeles was Potluck, featuring participants 
from LA Forum’s Out There Doing It series, in which select 
emerging architects, designers, and writers presented work 

3I\aI�IVL�)TM`MQ�<aTM^QKP

and reflected on Southern California’s cultural landscape. 
Supper Studio hosted the evening, serving small eats by 
Anthony Martin of PATAO and visual treats by Jonathan 
Crisman of No Style.

2014 OTDI Participants:
Erin Besler and Ian Besler, Besler & Sons
Laurel Consuelo Broughton and Andrew Kovacs
Jose Sanchez, Plethora Projects
Katya and Alexei Tylevich, Friend & Colleague

   The design of constraints was an important part of 
the event, allowing the tables to work within a potluck. 
However, while a path for the tables and general dimensions 
for each of the participants’ tables were prescribed, Jia Gu 
of Supper Studio has noted that there was also a measure 
of indeterminacy to the night—the curators didn’t know 
what each team had designed ahead of time, whether the 
tables would fit together or stand up, and how the guests 

Katya 
and 

Alexei Tylevich

Laurel Consuelo 
Broughton

Andrew Kovacs

Erin Besler
Ian Besler

Jose Sanchez

N o te s  o n  a n  A rc h i te c tu ra l  Po t l u c k
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On Supper Studio:
From the beginning, the idea of Supper Studio—an ongoing "loose" dinner-discussion 
series organized by UCLA M.Archs—was to bring students, faculty, and speakers around 
one big table for the unrigorous activity of eating together. In the context of the architecture 
studio and pedagogical culture at UCLA, it was meant to counter other conventions of 
learning and exchange that take place in studio, and are maybe more rigorous but also more 
formal, hierarchical, and evaluative. Many conditions of our own education we never speak 
about. Not problems, per say, but pedagogical ideas: as a student, I had broader questions 
about architecture that couldn't be addressed in a studio desk crit or a juried review, or even 
my own projects. These were the conditions of my own education that I wanted to address. 
I hoped that these small dinners would influence the institution, give students space to talk 
back. Hosting a dinner was a way of scripting ourselves out of this specific context, as a 
record of a certain moment, but not necessarily in a documentary fashion. That's why we 
never made an effort to publish or distribute what happened during the dinners, except 
in their initial invitations—sometimes private conversations and small exchanges were 
more productive if they could stay private, intimate, personal. At the same time, the entire 
dinner-discussion series was intentionally designed to offer itself as both a cultural register 
and social infrastructure, to produce a cultural moment around a social object.

   Its format was meant to be versatile, meaning anyone could step in and take over. Early 
on, it was conceived of as a series that was sustained without too much effort (I'm happy to 
see it’s continuing into its 5th year). It's also versatile in the sense that you can pretty much 
organize the dinners around a number of settings: fine dining, campfire cooking, bbq grill, 
making dumplings on a hot stove.

    I admit some of its methods borrow from social art practices, particularly the introduction 
of cooking and eating together in the studio / school environment as an alternative form of 

engagement. It's an opportunity to be discursive outside the the conventional modes of 
studio / academic culture. It was meant to stay "loose"—many times even amateur in its 
self organization—an organization without organization.

On the Potluck:
As the brief described, the Long Table envisioned for the VDL House was a parasitic 
object. Unlike the well-behaved dining table situated in an ample room with suitable 
space for seating and serving, the Table for Supper Studio is an intrusion in the space of 
the house: a long surface snaking through the length of the VDL House, hugging corners, 
interrupting corridors, shimmying down stairs and out the front door. Each designer from 
Out There Doing It was invited to contribute a portion of the table without knowing 
what the others were constructing: an exquisite corpse joined at the edges. 

   Recently it occurred to me that the table, as opposite the pedestal and the wall, served 
as the primary surface of display for many contemporary architecture exhibitions taking 
place in Los Angeles: I'm thinking of exhibits like House Housing (by Buell Center), 
where reproduced archival materials are scattered on coffee tables; a similar scattering 
of materials on the enormous horizontal surface of the USC faculty show Errors and 
Engagement (curated by Hadrian Predock); also the SCI-Arc 2016 Spring Show (curated 
by Maxi Spina and Matt Au), where half of the final works were exhibited on tables rather 
than pedestals. Those types of displays are designed, although they appear undesigned. 
The table itself flies under the radar as an authored object, but I think it's actually a very 
intentional curatorial device that imposes a particular condition of viewing, organization 
and presentation of the work at hand... But the table for VDL was not about display at 
all—just another way to produce or put forward architectural culture that is not about 
showing work, but engaging in conversation.

Fig. 1, Jia Gu, selected drawings from Supper Studio #13 brief: "1 Long Collective Table for the VDL House," 2014.



Price available upon request, www.bureau-spectacular.net

Who Can Eat at  a Time Like This?
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Galen Cranz is a Professor of Architecture at the University 
of California, Berkeley.  She holds a Ph.D in sociology from 
the University of Chicago and is the author of the field-
defining 1998 work, The Chair: Rethinking Culture, Body, 
and Design.  A bonafide expert in all things pertaining to 
the table’s historically ponderous, socially coded, physically 
problematic, and seemingly controversial seated half, Cranz 
offers a uniquely qualified position on the hazards of common 
seated posture and its associated equipment.  Certified 
instructor in the mind-body and movement based therapeutic 
practice, the Alexander Technique, Cranz is a founding 
member of the Association for Body Conscious Design.  We 
spoke with her in April about ergonomics, epidemiology, and 
the Table’s complicity in the static state of chair design.

POOL:  You’re still actively teaching at Berkeley?

GC:  Yes.  I’ll be teaching for another two years. 

POOL:  And then you’ll retire? 

GC:  I’m thinking of retiring in May of 2018.  Nothing is 
set in stone yet.  That is, I haven’t done the bureaucratic, 
whatever, but I am still teaching and, we’ll see.

POOL:  And teaching still mostly in the department of 
architecture?

GC:  Exclusively.  Yes. 

POOL:  Could you just maybe describe where your 
interest in the chair began?

GC:  It really began because I decided to train as a teacher 
in the Alexander Technique mid-career, and that was a 
three-year, half-time commitment.  Three hours a day for 
three years, and that kind of time commitment doesn’t 
exactly fit in a normal academic program.  So, I realized 
I needed a topic where the body and the environment 
come together, since I was going to be learning a lot about 
the body, and since I’m supposed to be an environmental 
design expert.  So, I thought, where do the two topics 
meet?  There’s clothes, there's tools, and there’s furniture.  
Furniture seemed more architectonic, and the chair 
seemed like the quintessential piece of furniture.  Every 
architect has tried their hand at designing one.  So, 
I just set out to find out what was known about chairs 
academically.  I ran a preliminary seminar at Berkeley and 
discovered that a fair amount is known about the social 
history and about construction and style, and ergonomics, 
but the ergonomic literature had internal contradictions, 
and that’s what ended up making the study more complex 
that I thought It would ever be.

POOL:  There’s a lot going into your description of the 
various contradictions surrounding the intersection of 
ergonomics and chair design in the 80’s and 90’s, but I 
found particularly interesting—I think it begins with the 
Doug Stewart article in the Smithsonian1 — this practice 
of blaming the human body for failures in chair design.  
You make a statement that it must not be the body but the 
chair, since the body was here first.  But, how pervasive 
do you feel that idea was, that the body was at fault for 
failures in chair design?

GC:  Well, it was very pervasive.  The idea that humans are 
ornery and they just don’t use the chair correctly.  Like it’s 
the user’s fault if they don’t sit far enough back in the seat 
to make contact with the lumbar support, for example.  
Whereas in fact, my position on lumbar support is that it’s 
only needed because of the problem generated by sitting 
in a chair.  The right angle straightens and flattens that 
lumbar curve, and if you sit at a perch rather than a right 
angle then suddenly your lumbar curve comes right back 
in by itself.   

POOL:  The conversation on support in general is really 
interesting, and the struggle within ergonomics to release 
the idea that we need support, or that support is a solution.  
The contradiction between support as both solution and 
problem.

GC:  It’s a debilitator.  You support something, you stop 
using something, and then you get weaker.

POOL:  It seems to be a point with implications far 
beyond the chair in terms of how we design in general.

GC:  Yeah (laughing).  I think so.  Thanks for noticing. 

POOL:  You talk about a shift in early postmodernism 
away from the application of pure geometries and 
clear intention in chair design and the coincident 
development of ergonomic applications as producing a 
design environment which failed to unite the formal and 
aesthetic ambitions of the designed chair with emerging 
ergonomic approaches to office furniture and culture.  
Do you feel like that disunion has resolved at all in the 
intervening years?

GC:  Well, to some extent.  Like, you know, the Aeron 
Chair is very much appreciated for the sheer pellicle, 
and that’s a symbolic and visual appreciation as much 
as any kind of functional, comfort-based appreciation.  
Historically, there has been a split between furniture for 
the home and  furniture for the office.  They diverged. 
Today, you still don’t select an Aeron chair for your dining 
room table.  You don’t have a set of six or eight Aeron 
chairs.  So there is still this basic split, but there are hints 
at coming together in that , as I said, people aesthetically 
like the Aeron chair. 

POOL:  You document a significant disconnect between 
the scientific aspirations of the field of ergonomics 
and its limited ability to properly evaluate itself due 
to a lack of reliable observational methods, be those 
electromagnetic, reportage, or otherwise.  I found the 
apparent unwillingness within the field to accept and 
respond to the largely negative correlations that were 
coming back, regarding relationships of static comfort and 
either productivity or support, pretty startling.  It seems 
a similar disconnect persists regarding the relationship 
between passive comfort, and overall human health 

ON THE ERGONOMICS OF STASIS
A  C o n v e rs a t i o n  w i t h  G a l e n  C ra n z

Fig. 1a, 1b Galen Cranz in Balans knock-off, with and without 
rockers. From The Chair, W.W. Norton & Co: 1998.

“Today, we are left vacillating between the non-

aesthetic aesthetic of the ergonomic chairs and the 

bold experiments of earlier designers. Designers today 

such as the French Philippe Starck and the Americans 

Dakota Jackson and Robert Venturi either exaggerate 

of one of the lines of the classis, or parody it, even to 

the point of mocking themselves.”  (The Chair, 1998)
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GC:  The consequence of the epidemiological studies 
about the association between mortality and number of 
hours seated—the consequence of that is that you need 
to stand, but we know standing is tiring to the legs.  
The real solution is that you need movement, so you 
enter the world of hydraulic, or electric, or mechanical, 
adjustability.  Also, there’s the issue of, should you work 
on a flat surface?  Before a certain historical period, work 
surfaces were sloped, because to read on a flat surface is 
really hard on your neck, if you’re going to sit up straight 
and look down, it’s really hard on that top joint.  Instead, 
what people do is round their spine to get down to the 
work surface.
  So the table needs to be redesigned just as much as the 
chair needs to be redesigned.  The table needs to be of 
adjustable height, and the work surface should be able to 
slant for reading and for writing.  Now for computers—
obviously we’ve got the monitor as an additional piece up 
there.  And then the keyboard, some people say should 
actually be quite far down: that the arms shouldn’t be at 
a right angle.  The hands should be at more of an open 
angle, and maybe the keyboard is even split.  So you can 
see how there is no perfect posture. . .  You know, one 
guy said, “The best posture is the next posture.”  We’re 
designed for movement, as a species.  So if we’re gonna 
sit up at our perching height, then we’re going to have to 
be able to move the chair.  Maybe ideally, the chair and 
the work surface should cooperate in some kind of slow 
moving transformation, undulation.  You know, I think of 
it as a sort of tai-chi work station.  This kind of really slow 
moving change would mean that the joints have different 
stresses on them in the course of an hour and in the course 
of a day.
  So there’s a very strong link between the sitting surface, 
the resting surface, and the work surface.  They are locked.  

and longevity, in common architectural application of 
ergonomics.  Let’s say for example, in maintaining human 
thermal comfort through the support of energy-intensive 
building mechanical systems.

GC:  Well, chair-sitting is now correlated with premature 
death from heart attack, stroke, and cancer.  Without 
muscular firing, the pancreas no longer produces an 
important enzyme.  It’s called lipase, and it’s needed by 
the liver to deal with fats in the bloodstream.  Without 
lipase, undigested fats go into the bloodstream, setting 
us up for earlier cancers, heart attacks, and stroke than 
we would get otherwise.  So people are scared now about 
sitting more than three hours a day, since that’s what the 
epidemiological studies tend to suggest: that three hours a 
day is safe and anything beyond that, we start increasing 
our probability of premature death.  So now, even we’re 
producing stand-up and treadmill desks.  It’s not enough 
even just to stand, you need to be walking a little bit.

POOL:  While the table may or may not have a similar 
complicity, it’s certainly difficult to think about working 
in chairs without sitting at tables. 

GC: The obvious connection that I see is, if you’re going 
to do chair reform, you’re going to need to move from the 
right angle position to perching.  So you’re going to need a  
higher work surface.  By table to you mean work surface, 
more generically, or do you mean only what we know as a 
dining room table.   Do you mean desk?

POOL:  We’re looking at all types of tables.  Primarily, 
the conversation is focused on what we more traditionally 
think of as a table, be that a dining table or a desk, but yes, 
the work surface.

Fig. 2, Industry standard for the right-angle seated posture. From Human Scale 7-8-9, MIT Press: 1981.
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And it’s one of the reasons it’s been so hard to make chair 
reform.  Once you get people to realize they need to perch 
a little higher and have an open angle between thigh and 
trunk, then they need a higher work surface and, “Oh, 
that’s too hard!  We can’t change both the chair surface and 
the work surface all at once.”  And so we do nothing.  It 
shows how cultural aspects are interlocked, and that’s why 
change is so difficult.  There’s an inherent conservatism in 
culture.

POOL:  I guess my question regarding the misapplication 
of ergonomic logics in sustainable design and furniture 
design is also tied to the point you raise, that to get change 
in furniture design, due to status-based factors in furniture 
choice as well as capital flows, one fundamentally has to 
induce the stylistic acceptance of the more monied class 
first.  There’s a certain trickle down effect in furniture 
design. 

GC:  There’s a power and status thing going on, you don’t 
get change unless you get the most powerful people to 
start the change. 

POOL:  It seems that the opportunity for change to occur 
through that mechanism lies in producing designs that 
make it both intelligent and sexy to have these things.  
On the one hand, creating high consumer appeal for a 
body-centered design, or for sustainable architecture, or 
other environmental aids that contribute to our ultimate 
physical and cultural health.  But also giving more weight 
to the fact that the need for aesthetic pleasure in these 
designs is a real determinant of their capacity to enact 
reform.   

GC:  Yeah.  It has to look good.  But it will only look 
good to people who already know the advantages of the 
new system.  So education, and not only verbal education, 
but of course, showing new imagery.  Showing the hip 
person at work in this comfortable, flexible, changeable 
environment.   Image is very important. 

POOL:  When you see images like those of yourself in the 
Balans knock-off with rockers—when you see a chair like 
that, you can’t help but ask questions.  Or when you go to 
sit on a chair like that for the first time, it’s instructive in 
and of itself as an object.  You’re forced to approach it in 
a different way.    

GC:  Yes.

POOL:  Your book speaks broadly and in significant 
historical detail to the communicative quality of furniture 
in general, and chairs specifically.  In architecture, 
chair design seems to have taken on a largely rhetorical 
dimension, which is perhaps somewhat hermetic to the 
field. Certainly architect-designed chairs retain their 

fig. 6, Something table

" S o  t h e re’s  a  v e r y  s t ro n g 

l i n k  b et w e e n  t h e  s i t t i n g 

s u r fa ce ,  t h e  re s t i n g 

s u r fa ce ,  a n d  t h e  w o r k 

s u r fa ce .   T h e y  a re  l o c ke d ."

Fig. 3, Robert Venturi with chairs designed for Knoll, 1986.

Cranz
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broader socio-communicative characteristics regarding 
taste, style, class, gender, etc, but they’ve also become a 
way for architects to communicate ideas regarding the 
work of architecture.

GC:  Yeah, so architects have to be persuaded that this 
is cool.  Internal to the professional culture, they have to 
be persuaded, and then you can work on the public.  Or 
maybe you need two campaigns, one for the public and 
one for design culture simultaneously, so that architects 
have support culturally, with clients.  Clients have to 
understand, or they ask: “Why are you telling me that 
I need an office with all this funny movement?”  So the 
client has to be educated, but also the architect has to 
think it’s cool.  Because architects are very influenced by 
how they imagine their peers respecting them.

POOL:  They also need to accept the fact that they have 
agency in determining what’s cool.

GC: They do. 

POOL:  It’s a frustration amongst students that there 
seems not to be a tremendous amount of emphasis on 
human beings, much less the human body in architectural 
culture at the moment.  It’s very focused on formalism.

" D i g i ta l  d e l i r i u m ,  a  f r i e n d 
h a s  s ta r te d  to  ca l l  i t :  t h e 
fo r m s  t h a t  a re  ge n e ra te d 
w i t h  t h e  d i g i ta l  ca pa c i t i e s 
t h a t  w e  n o w  h a v e .   Yea h , 
s o  t h e  s o c i a l  h a s  ta ke n 
a  ba c k  s ea t ,  a n d  i t  w i l l 
h a v e  to  co m e  ba c k .   I t  w i l l 
j u s t  h a v e  to,  o t h e r w i s e 
t h e  p ro fe s s i o n  w i l l  d i e  o f 
i r re l e va n ce ."

Fig. 4, Diagrams of shapes of the spine when seated, perching, and 
standing. From The Chair, W.W. Norton & Co: 1998.

GC:  Digital delirium, a friend has started to call it: the 
forms that are generated with the digital capacities that we 
now have.  Yeah, so the social has taken a back seat, and it 
will have to come back.  It will just have to, otherwise the 
profession will die of irrelevance. 

POOL:  Do you see any particularly promising 
developments in terms of body-conscious design in 
architecture?

GC:  Some people are fiddling around with more 
humanistic, body-centered, democratic office design.  
That’s a good sign.  In local grade schools here, parents 
are setting up schools with little standing desks for kids.  
That’s a good sign.  In the quest to save money, some of the 
corporate offices like AirBnB have turned to hot-desking, 
where you don’t have a regular desk but you come in and 
you pick your workplace for the day, and those are often 
stand-up spaces.  So, in some ways,  real estate value is 
making people rethink office space and make it less 
sedentary.  And then urban design people have figured 
out that because people need to walk for health means 
we have a justification for making streets more beautiful, 
more interesting.  So urban design, school design, office 
design—these are positives that are happening despite the 
architectural profession.

POOL:  It seems that developments in real estate and the 
economic motivations for standing might be the most 
likely to succeed of all of those.

GC:  Well, or schools.  People do care about the welfare 
of their kids. 

POOL:  I have to say that halfway through reading your 
book, I had to sit on the ground.  It really gets under your 
skin. 

GC:  There is a warning at the front of the book.  It says: 
“You might find yourself getting more uncomfortable.”

POOL:  Well, it was very effective. 

1  “Why Designers Still Can’t Make the Perfect Chair”, 1986

Interview by Heidi Alexander
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A  ta b l e  b y  J u n ya  I s h i ga m i

MAGIC TABLE
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A surface on four pillars is a home or a table with things put below or above. Objects are organized by their containing 
structure. Could the reverse also be true?

Junya Ishigami premiered “Magic Table” in 2005 at a Tokyo gallery. The steel sheet was exhibited in a dimly-lit concrete 
room, accentuating the brightly lit objects on the table: potted plants, cups, baskets, rocks, bread, piles of grass, small trees, 
pitchers, teapots, dirt, towering vases, and one book. 

Fabrication required skill and precision: similar to a pre-tensioned concrete beam, the sheet metal was curled into a series of 
16 radii, flattest near the ends and most severely curved in the center. In order to rest level, the table must be weighed down. 

Fig. 1, Junya Ishigami + Associates, Magic Table section drawing, 2005.
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The seemingly arbitrary collection of objects presents a cultural index of domesticity, industry, and ecology, whose mass 
and placement mirrors their function in weighing down the table—a perfect equilibrium reverse engineered through object 
choice. To flatten its center radius of 855mm, place a basket of 8 loaves and a complete tea set, half drunk. 

This section drawing, then, is incomplete. The table rests in two states of equilibrium connected by curved projection lines, 
omitting the objects. Rather than being incomplete, perhaps it means to illustrate what, in the final design, is meant to be 
invisible: its architecture. The complexity of its fabrication is not registered in the exhibited object, and the table itself is 
nearly imperceptible. The traditional causality between architecture and its effects is thus flattened: it is worked on as much 
as it does work.
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POOL:  I’m sure you’re wanting to get back, but can we 
ask you a couple more questions about tables since our 
inaugural edition is focused on…

MM:  On a table?

POOL:  On the table.  On tables.

(MM gestures to go ahead)

POOL:  We’ve noticed that you’ve worked a lot in furniture 
production and made some very interesting tables.  So we 
were hoping you could speak to some of that work.  And 
actually...

MM:  Tables in general?

POOL:  Maybe just tables in general.  And we’ve...

MM:  What kind of tables do you like?

POOL:  Uh...I like a big table.  Not quite this big 
(gesturing to the table in the room).  It’s maybe a little bit 
too big but…  What kind of tables do I like?

MM:  What's an architect-designed table…  Is there one 
that you can think of that you—or, or...

POOL:  Well...

MM:  Or a product-designed table.

POOL:  ...we were all sort of taken with Ishigami’s table.

MM:  Oh, the big long table.

POOL:  The slap bracelet table.

MM:  I don’t understand why everybody likes that table.

POOL: (laughs)

MM:  I guess at the end of the day, I still am incredibly 
practical...  It just seems like pure theater, it’s too dramatic.

POOL:  That makes sense.

MM:  I don’t know.  I can’t get behind that table—I like 
Ishigami too, but I just cannot understand the fascination 
with that table.  It doesn’t really work, it’s wobbly, you 
can’t really…

(laughter)

POOL:  I think I really like the diagram of the table, but 
when I think about it actually in use, it gives me a lot of 
anxiety.  Like if the weight isn’t perfect it’s gonna roll up.  I 
mean—so, these aren’t the tables that I would want to have 
in my life really—but when I think about tables that sort 
of force you into uncomfortable seating arrangements...

MM:  Yeah...

POOL:  That interests me as well.  But the kind of tables 
that I like are tables you can use for multiple purposes.  I 
like your standard folding table.  My grandparents had a 
folding card table that they would never let me borrow 
because they had taken really good care of it for, like, 50 
years.  I always coveted that table.

MM:  I’m trying to think of a really great table.  I mean, 
I like folding tables too, but I’m—I’m kind of struggling 
with images… one table that I really like is by Charlotte 
Perriand.  Anyway, I’m trying to think of other tables that 
come to mind.  We tend to be making our own stuff, 
nowadays.

POOL:  Yeah, I mean, several of your tables seem…  I 
don’t claim to know all of your tables, but the three that 
I have seen so far are all systems.  And they’re flexible, 
which I think is interesting.

MM:  Yeah, I guess I’m interested in use, at some level.  
And a certain economy.  We like dealing with banal 
repetitive elements.  That’s why maybe the Ishigami one 
makes me a little crazy.  I’m trying to think of designers.  
Max Lamb’s table is nice.  The one he does out of foam 
and then coats it, he like carves away at a block of foam 
and makes a table out of it...um… (sighs).  We did some 

PART II:  PART SET
A  C o n v e rs a t i o n  w i t h  M i c h a e l  M e re d i t h

On April 13, 2016, POOL continued our interview with 
Michael Meredith of MOS, on the occasion of his workshop 
and lecture at UCLA A.UD. Portions of the interview have 
been reproduced here.

Fig. 1, Google search image cache for "Charlotte Perriand tables," 5/13/16. 
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POOL:  Does it go so far in terms of conservation as to 
control the air mix in there?

MM:  Uh...no.

POOL:  It’s just to keep it safe.

MM:  Yeah, I think it’s UV also…  We dealt with the 
institution in trying to figure out the right kind of glass, 
and light levels, and everything.  Everything had to be 
calibrated because they have loan agreements that require 
certain things.

POOL:  With something where it’s very strict, for a very 
specific purpose like this.  Do you still use narratives, like 
the Adolf Loos story, for the table you showed last night?1

MM:  No, I mean, we liked the idea of one system for 
display, the table top is kind of this flat bed condition 
and there’s a lot of stuff aggregated into it.  The number 
of objects in that show is like 700-ish objects, and it’s all 
collected into these surfaces.  And sometimes the surface 
is horizontal with the trestles, sometimes it's just leaning 
against the wall and has objects in it too.  So it’s the same 
thing played out throughout the gallery.  It's just an 
exhibition, not a building, but...

POOL:  That’s interesting.  Several times for us, the table 
has come up—or the horizontal surface—as like a...
whatever.  As an area of curation, as a surface for curation.  
Or the table as an object involved in that production.

MM:  We moved all the chairs up from the scholar 
center into the gallery so people could just sit and spend 
time at the table with all the objects and read.  Yeah,  I 
don’t know.  I have pictures on my phone, but it’s on the 
internet somewhere.

POOL:  We’re interested in the table and the chair as 
things that are maybe in a codependent relationship, and 
I’m wondering if there is, for you, an ultimate use for the 
table that doesn’t involve a chair?  Does that make sense?

MM:  Are they always paired?  A chair and a table?

POOL:  Well, they’re usually paired.  But is there a 
particularly salient use of the table that doesn’t involve a 
chair?

MM:  I don’t know…I’m sure there is.

POOL:  Nobody’s responded quite right to this question 
so far.  I think there’s something wrong with my phrasing.

MM:  There’s gotta be.  In general, thinking about that 
scale of production is kind of interesting to me.  It's 
embarrassing but I like this idea of material assembly at 
a more bodily scale.  So yeah, we’re trying to do furniture 
more now.  We’re actually going through and trying to 
do some more metal furniture in the office.  We’re doing 
also stuff for ourselves.  And there’s a certain history 
of probably other furniture designers, etc., that we’re 

tables recently for...CCA.  I didn’t present any of those. 

POOL:  Is that the “Table/Table”?

MM:  No, it was for exhibition display.  They look like 
trestles with a glass top, but then there’s two layers of glass.  
They’re powder-coated aluminium trestles and they’re 
black with white speckles.

POOL:  Nice.

MM:  They look cool.  The powder coating is something 
you might find on a barbeque from the 80’s.

POOL:  Like a camping mug?

MM:  Yeah—it was a really nice finish we found.  They’re 
still up in Montreal right now.  And they 
turned out really well.  Actually Florian and Jing, SO-IL, 
are using it now as their dining room table. 

POOL:  Is there something between the glass layers?  Are 
they laminated?

MM:  They are for the objects.  They’re for exhibition.  
You can see it on our website.  Basically it was a way to 
deal with objects that had conservation issues, so they 
had to be between glass.  So, it has this kind of perimeter 
channel—aluminium channel—and there’s two layers of 
glass.  The bottom layer of glass has a film on it that’s 
polka-dotted.  So there’s some polka-dotted glass, pinky 
beige-ish channels of aluminium, and then there’s glass.

Fig. 2, MOS, Exhibition Design No.3. in The Other Architect, Canadian Center for Architecture, Montreal, 2015.
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those were both kind of modular systems with a lot of 
variability and possibilities.  But the Loos table, as far as 
variability and connections, you could really take that just 
about anywhere you want to.  It’s like the Erector Set of 
table design or something.  It’s really cool.

MM:  Yeah, I like that.  I like Erector Sets.  A lot of times 
when we’re making tables or furniture, the goal is almost 
to reduce the number of parts.  One part, that’s the ideal.  
The reality is you can never get there, especially because 
we’re usually not working with super advanced shops.  
The shops we work with make the most mundane parts, 
widgets, because it’s a lot cheaper and I like it better.

POOL:  Have you looked at stamping at all?

MM:  I would like to do that but it requires a die and it 
really gets expensive, you know.  I like explosion molding.  
I would go into a whole bunch of stuff if I could find 
somebody who was willing to invest bazillions of dollars...
until then, we’re ok to work within, kind of, super easily 
available shops and go from there.  But I also try to keep 
up with advanced manufacturing techniques.

POOL:  I saw a chair recently that was made out of one 
piece of metal that’s just stamped into position.

MM:  Yeah, that’s awesome.   But you know if you build 
your whole world around that, you’re going to be kind of 
depressed (laughing).  I just think that’s not available to 
you right away, so... 

POOL:  It’s also a bit terrifying.  Like it could just kill 
you.  But I mean that’s a lot of these tools.

MM:  You could get sheets of metal and perforate them 
and fold them in different ways.  I mean that seems more 
available.  I think stuff that you could do yourself is a 
better place to start.

POOL:  Like CNC waterjet cutting...that’s a thing that’s 
sort of accessible, right?

MM:  Yeah, exactly.  I mean you have you have those...any 

Meredith: Part I I

interested in…like I really do like—our stuff isn’t like this, 
but—the Venturi chairs, the Judd chairs, Reitveld, etc...  I 
think they hold up, over time. 

Everybody’s done chairs at some point—it’s a good 
architectural problem to have.  I feel like I need some 
pictures to show you.  I kind of lean toward product 
design.  I would love to work with a manufacturer on 
a chair, or a table, or a shelving system.  I mean we’re 
always doing it, and I think we’re getting better at it.  It 
takes a while to know how to do it because I think you 
really don’t realize the material and structural problems 
involved.  When we started in architecture, the first tables 
that we made, they barely—probably like the Ishigami 
table—they barely would work.  And you don’t realize how 
to deal with structure properly, and you want to make the 
legs really thin and don’t realize it’s going to just wobble 
all over the place.  So it’s taken a while, to work through 
it.  And we’ve kind of been working through one type 
of fabrication technique and material, folded aluminium, 
and I think we’re getting somewhere with it these days.  
But I could be wrong.  Our office table’s a huge table, 
probably five times the size of this...(gesturing to table in 
the room)...where Hillary and I sit.

POOL:  Opposite ends? 

MM:  Yeah, that would be awesome (laughing) but no, 
on the opposite side, across from each other, like this.  
We’re doing bunk beds right now with our kids, we have 
twins.  Making little folded metal bunk beds with them.  
It’s cheaper than buying a fancy bunk bed.
  
POOL:  You’re not folding it in house?

MM:  No, we try to work with shops.  We try only to 
work with bolts, bolted connections because you can work 
with shops and not specialty metals fabricators, and then 
you can coordinate logistically all of the people involved.  
And if you do, if you’re precise about it, then there’s no 
problems.  We use Solid Works and the unfolding is super 
precise.  You don’t have to worry about it getting screwed 
up, because you’re taking the responsibility for it.

POOL:  It seems like “Table Systems” and “Table/Table,” 

Fig. 3, MOS, Reproduction No. 2 (Robert Venturi, A Stool, Bench, or End Table, We're Not Sure), 2015.
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shop has those nowadays, it’s not hard.  Even robot arms 
are more and more available.  For sure, plasma cutters and 
waterjet cutters, everywhere.

POOL:  Except for here.

MM:  But even if you went out, it’s not going to cost you 
that much.

POOL:  Yeah, there are all these shops.  There’s one 
opening here where you pay $80 a month and you can 
use anything there.

MM:  I mean there’s places like Fab Lab and... I like that 
stuff.  Are you designing something for this magazine?

POOL:  No, I mean...we have our hands full.  We’ve 
asked Jimenez to finish a design that he’d already started 
as his submission.

MM:  He’s designing a chair?

POOL:  He’s designing a table. 

MM:  Oh.  What do you think it looks like?

POOL:  I’ve seen a drawing of it.  It’s like...I think he 
described it as like…  It’s a UFO, and it looks like a cloud 
and it’s got cows and various other things being beamed 
up its legs.

(laughter)

MM:  That sounds cool.

POOL:  It looks like a cloud with a flat top.  I thought for 
a second that it was also hollow, and that it would be, like, 
a completely impractical table.

MM:  Yeah, I may be wrong when I think that it ties into 
a totally different subject matter, but you know Studio 
Job?  Do you know those guys?

POOL:  No.

MM:  They’ve done these—they’ve done a table where it’s 
a cloud cut on the top.  Actually it’s a smokestack but 
somehow...they’re much more cynical.

POOL:  Hm.

MM:  If I can find it on my Google.

POOL:  This one. (gesturing)

MM:  Yeah.  Like this kind of stuff.

POOL:  I think that’s much fancier.

MM:  Yeah, they’re fancy.

POOL:  Strange.

MM:  I have no idea what he’s doing.  Those guys are 
everywhere right now.

POOL:  Hey.  The Taj Mahal (referring to another Job 
table).

MM:  Yeah, they’re always playing with—Hey, is that 
Aranda Lasch?  (Referring to another table in the Google 
search)  Click on this guy.  That’s Aranda Lasch.

POOL:  We’ve also put a call out to the faculty asking 
them to submit paper doll tables, but...we’ll see if anybody 
takes the bait.

MM:  That’s a nice little thing (referring to the Google 
search)—what is that thing?

POOL:  I don’t know.  I’ve never been on this website.  
Anyways.

MM:  Cool.  What else do you guys want to talk about?

POOL:  Well, I mean.  If you want to get back to whatever 
you were doing before ,we can release 
you.

MM:  I mean, okay.  If you have a question, I’ll try to 
answer it.  If not I’ll go back to the students.  

POOL:  (long pause) How do you like Los Angeles?

MM:  I wish I knew it better.  It’s nice...everything’s kind 
of run down in a kind of nice way (laughing).  You know 
what I mean?

POOL:  Mhmm.

MM:  I mean the sun really feels like it beats down on 
buildings. 

POOL:  It’s faded everything nicely.

MM:  Yeah.  Growing up on the East Coast, it feels like 
the housing stock is incredibly standardized [over there].  
Here, it’s very ad hoc.  Which I like.  It makes it feel like 
there’s more potential for things.

POOL:  It’s funny because LA was certainly developed 
in a way where it seems like the housing stock should be 
more standardized, through these kind of massive real 
estate developments but...

MM:  I don’t know.  You drive around and it’s kind of 
junky in a nice way.  I like it. 

1  CITE, MOS, Reproduction No.2 [Robert Venturi, A Stool, Bench, or End-

Table, We’re Not Sure]

Interview by Heidi Alexander and Nawid Piracha

Fig. 4, Studio Job, Robber Barrons Series, 2007.
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performance structural material: form is not driven by performance so much 
as the opportunities afforded by digital tools.  It has a form that appears to be 
stretched like elastic, refusing our expectations of its materiality.  The table 
has a kind of soft surface minimalism, which is to say that the technics of 
fabrication expressed in the Nomos Table, as an image, are absorbed within 
a single surface in the Arc Table—we do not see them.  Furthermore, its 
materiality is rendered mute, overshadowed by the suppleness of its geometry.  
Whereas the UHPC is a hard, strong material, the lightness and softness of the 
form disguise that fact.  Here form and material play at odds to one another.

   Foster’s most recent table is the Teso Table of 2013, also for Molteni (Fig 5).  
Again there is an experimental approach to materiality and form, and again 
it is a material more commonly associated with architectural production than 
furniture: expanded metal lath.  In its most common forms, it is used as a 
substrate for stucco and plaster finishes, but also as facade material, grating, 
and fencing.  The base of the Teso Table is an elegant and tailored version of 
the same material.  Formed from a single circular sheet of metal, it is then 
perforated circumferentially and pressed into a conical form, which arcs into 
a tangent with table surface and floor (Fig 6).  The malleability of the form 
is closely connected to its material.  There's an immediacy between the literal 
forces acting on the material to create its deformation and the resultant form: 
a form that is in the process of becoming.  Whereas the Arc Table was about 
transcending materiality, the Teso Table is about transforming materiality.

  The persistence of Foster’s high-tech values is evident in all of the 
aforementioned projects, exhibiting an interest in the connection between 
technology and fabrication.  But beyond this, they also have something more 
unexpected in common, something not often associated with Foster: excess.  
All tables could be said to operate in excess of their program requirements, but 
what is interesting about Foster’s table is the way that excess becomes an image 
that speaks of contemporaneous developments in technology and architectural 
discourse.

  This excessiveness is in part produced by the fact that these objects are 
applying architectural scale materials and fabrication to the scale of furniture.  
But more significantly, this excess is essential to the evolving translation from 
idea to form and image that the tables exhibit—an evolution of “things that 
talk” within and of their cultural milieu, to borrow the term from Lorraine 
Daston.  The Nomos Table’s tectonic is worn on its sleeve with the image of 
high-tech emblematized by its excessive hardware.  The Arc Table’s material 
selection and production becomes invisible in service of the final form, 
expanding our expectation of materiality through digital technology.  Lastly, 
in the contemporary post-digital moment, the Teso Table, displaying a form 
that at first glance bears comparison to something produced digitally with a 
scripted geometry, actually has turned to the properties and manipulation of 
a physical material to derive its form and expression.  Tired of the seamless, 
non-material aesthetic played out by a generation of designers weaned on 
grasshopper scripts, the Teso Table registers the impact of physical forces in 
every metal strand, reasserting its materiality and the processes of production 
embedded in its physical form.

  If we have in mind a definition of furniture, and tables specifically, as 
architectural folly, and if follies are understood to be a sort of architectural 
yearning for autonomy—read in sequence, Foster and Partners’ tables rethink 
the nature and site of architectural autonomy.  They are not autonomous in 
terms of exclusion from technology and production methods, but rather they 
study how form and communication work to accentuate or undermine them.

1 A video of part of the fabrication process is available at http://www.molteni.it/en/product/arc

Relative to a building, a table has fewer technological and programmatic design 
parameters.  In simple terms, a table need not be technologically complex.  It 
consists of a flat surface which is held off the ground, and scaled to fit the 
function for which it is designed.  The table's lean set of technical requirements 
afford the designer access to an immediate and close relationship between 
idea, form, material, and structure.  In this way, it operates similarly to the 
architectural ‘folly’ or pavilion, but at an even smaller and more immediate 
scale.  The table occupies a territory even less constrained by the competing 
demands of a building (or pavilion), in terms of cost, regulations, programmatic 
and technological complexity. As a result, a table has a degree of autonomy 
that a building does not, which makes it a fertile site of experimentation and 
expression of design philosophy.

   The industrial design work of Norman Foster / Foster and Partners serves 
as a case study of this observation.  The practice has undertaken a number of 
industrial design projects, from which 3 tables in particular stand out: The 
Nomos Table system from 1987, the Arc Table from 2009, and the Teso Table 
from 2013.

  The Nomos Table system bears the hallmarks of Foster's early hi-tech 
aesthetics—it is constructed from a precisely machined kit-of-parts that all slot 
perfectly together (Fig 1, 2).  The hand of the craftsman is absent; in its stead, 
there is a direct translation from design to fabrication.  The assembly upon 
which the glass top is placed is composed of steel 'spider' clamps borrowed from 
curtain wall construction (a focus of research and development within Foster's 
architectural projects of that period), whereas the struts below are reminiscent 
of bicycle frames and struts.  Its appearance and construction screams of an 
engineered industrial design object.  However, whereas modernist imperatives 
of industrial design would require an economy of parts and production, 
Nomos demonstrates a general excess of components and fetishized details, 
as in the case of its over-scaled feet.  These appear to be adaptable to any 
topography, drawing comparisons to the Apollo 11 lunar module and paper 
architecture of the same period, such as Archigram's Walking City, or even 
the engagement with the landscape in François Dallegret's bubble home that 
accompanied Reyner Banham's article "A House Is Not A Home" (1965).  The 
table becomes a leveling device, establishing a new datum.  Here, the picture 
of high-tech becomes overwrought; more to do with the production of an 
image, rather than a strict utilitarian application of technology.

   Moving on 22 years, the Arc Table for Molteni from 2009 has a markedly 
different aesthetic and process of fabrication, as well as a new relationship 
to both materials and details (Fig 3).  It exhibits the same precision as the 
Nomos, but instead of the fetishized hardware and machine tectonics, the Arc 
Table expresses thinness, lightness, and economy.  This is achieved through 
its material, Ductal™, a form of ultra-high performance concrete (UHPC).  
When compared with standard concrete, Ductal™ has increased strength and 
ductility, and an improved capacity to resist bending—qualities produced by 
fine metal fiber reinforcement in the concrete mix, and the elimination of all 
large aggregate.  The modifications to the mix give the concrete a smoother 
surface and a more refined appearance, appropriate to the scale of furniture.  
Again, this is a material used in Foster’s architectural projects that is being 
applied at an industrial design scale.

   The UHPC table base has a multi-step process of production: first, a wooden 
version of the structure is CNC milled.  Then, negative molds are formed 
from the wood prototype before finally, the shape is recast in Ductal™ (Fig 4).  
The resulting hyperbolic paraboloid surface has no visible fixings, or seams, 
and appears implausibly thin for supporting the glass top.  The form of the 
table recalls the thin curved concrete shells of Felix Candela, in particular the 
Los Manantiales Restaurant in Mexico City. Candela's hyperbolic paraboloids, 
spanning 106 feet at a shell thickness of 1.5”, are a feat of surface-active 
structural capacity—they are shaped to create a structure almost entirely 
in compression.  On the other hand, the Arc Table capitalizes on its high-

3 TABLES: FROM HI-TECH 

TO SOFT MATERIALITY
Chris Hillyard
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Fig. 6, Still from "Teso - how you make it," 2016.Fig. 5, Foster + Partners, Teso Table, 2010.

Fig. 2, Foster + Partners, Nomos Table parts, 1987.Fig. 1, Foster + Partners, Nomos Table, 1987.

Fig. 5, Foster + Partners, Arc Table mold, 2010.Fig. 4, Foster + Partners, Arc Table, 2010.
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E m m a  P r i ce

TABLE TABLE

 O F  C O N T E N T S

1   C H A N G I N G   

2   S I D E  

3   S N A C K   

4   M U L T I P L I C A T I O N   

5   M A S S A G E  

6   P O O L  

7   E N D

1 2

3 4 5

6 7



1

UNTITLED

G E O R G I N A  H U L J I C H



PROPOSAL FOR A BUILDING WITH A ROOF GARDEN IN THE FORM OF A  TABLE

A N D R E W  KOVACS



FIG. C
TOP OF TABLE-TOP

TOP OF TABLE LEG

TOP OF TABLE LEG

GLUE

GLUE

FIG. B

INSERT FIG. B INTO CUTOUT ON 

UNDERSIDE OF FIG. C

INSERT FIG. A INTO CUTOUT ON 

UNDERSIDE OF FIG. C

FIG. C

FIG. A

WITH CAREFUL PRECISION, CUT OUT THE PATTERN BELOW WITH A SHARPENED BLADE ALONG THE THICK BLACK LINES. FOLD ALONG THE DOTTED LINES.





CUL-DE-SACS

J I M E N E Z  L A I



This standard letter (8.5 x 11) makes two tables.



COLOR YOUR HEAVY LEGGED PINWHEEL TABLE

M A R K  M AC K
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TABLE NO.  1

PRODUCTORA



Cut the paper along the black line and bend it downwards all the dotted lines.



1

PAPER TABLE CREDITS

These  tables  have  been presented to  you through the  wi ld 

and conf ident  contr ibut ions  of  current  UCLA AUD facul ty :

Er in Bes ler 

Steven Chri s tensen

Kevin Daly

Gabrie l  Fr ies -Br iggs

Georgina Hul j ich

Wonne Ickx 

Andrew Kovacs

Jimenez  Lai 

Mark Mack

and 

Narineh Mirzae ian

Many thanks  to  these  contr ibutors  and to  Grandma 

Schwar tz ,  and Jasper  Johns  for  the i r  contr ibut ions  to  Rober t 

Ventur i’s  “Grandmother  Pattern” and to  Galen Cranz & 

Michae l  Meredi th for  get t ing i t  s tuck in  our  heads . 
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TK:  Plan.

TK:  Table.
POOL:  Okay.  Okay, so now that you’ve said 
table, you just can’t say table again.
TK:  Okay.
POOL:  So, some other words.

TK:  (long pause) Octagon.

TK:  Office.

MIND GAMES

POOL:  I’m recording this, I hope it’s okay.  Just thought 
I’d tell you. 

TK:  Yeah.

POOL:  Where are you—are you on the east coast?

TK: I…  I live in Chicago.

POOL:  Okay.  Great.

TK:  The mid-coast.

POOL:  The mid-coast.  The, no—the lake… lake-coast.

TK:  Exactly.  Third coast.

POOL:  Okay…  So the first thing I’m going to do is 
pull up a document and, if it’s okay with you, play a word 
association game.

TK:  (laughs) Okay.

POOL:  Don’t worry, it’s not a Rorschach.

TK:  Word association.

POOL:  Yeah.

TK:  I’m familiar.  My wife’s a clinical psychologist. 

POOL:  Okay great, then I’m sure she does this…

TK:  We do it all the time.

POOL:  I’ve never used any of these programs, so, bear 
with me.  It’s not that hard.  Screenshare.  Can you see my 
screen now?  Do you see that image?

TK:  I do.

POOL:  Hit me.

TK:  Frame.

TK:  Oooh, four.

TK:  Oval.

TK:  (long pause) Columns.

XS
IZE

YS
IZE

ZS
IZE

On Febuary 02, 2016, POOL sat down for an interview 
with Thomas Kelley of Norman Kelley, following his 
workshop at AUD. Portions of the interview have been 
reproduced here.

A  C o n v e rs a t i o n  w i t h  T h o m a s  K e l l e y
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TK:  (laughs) Exchange.
(both laugh)

TK:  Legs.

TK:  Hmmmm.  Uh.  I can’t say table, so…
POOL:  (laughs)
TK:  Uh.  Uh.  Tripod.

TK:  Umbrella.

TK:  Conference.

TK:  Hm.  Ahhhhh… Cash wrap.
POOL:  Cash wrap?
TK:  Yeah.  Like a point of sale.
POOL:  Oh, okay.

TK:  Hands.

TK:  Conversation.
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Kelley

POOL:  Okay, great.  So... Good job! (laughs). So, we 
discussed for a long time what theme we want to deal 
with in our first print issue that we’re working on for 
the spring, and we’ve settled on tables—as you may have 
gathered—as a sort of architectural primitive.  So the 
questions that I have for you relate to the presence of 
tables in your work, or the absence of them. 

TK:  Okay.

POOL:  My first question is: In Five to Life1, in scene 5 
and scene 19, and in the Lincoln Log Cabin2—those are 
places where I’ve seen tables appear in your work, but 
I wonder if you could just, more broadly, speak to how 
you feel that tables are involved in your work.

TK:  I’m trying to think—in those examples and, I 
guess, any other time we’ve used a table, it’s been in the 
service of floating a familiar scene, and that scene tends 
to be a, uh… (long pause) I guess in the Lincoln Log 
one, a residential one.  For the Five to Life, it is again—
we were more of the curators in that instance, and so 
maybe it’s in the service of a familiar scale.  But in many 
ways, it’s like an extra on a film set.  The table, in many 
ways, is just there to provide a reference point.

POOL:  And chairs, as tables’ other halves, are 
something you deal with.

TK:  Sure.

POOL:  So in the Wrong Chairs3, it seems like you’re 
dealing with all that can go wrong in conceptualizing 
and fabricating a chair.  But in the arrangement of 
chairs, in the Banham exhibition4 in particular—at 
least on the postcard—you have a ring of wrong chairs 
and the absence of a table.  I guess I was wondering if 
you could speak to… Well it seems, from an outsider 
perspective, that you’re saying that the ultimate misuse 
of chairs in this arrangement is to not have a table 
between them—but I wondered if you could speak to 
your thought process in that arrangement?

TK:  Sure, um...I guess the original intention of that 
project was to design eight place settings, which turned 
out to just be seven chairs, one chair was a love seat…
(“By the Seaside” iOS ringtone starts to play)  

POOL:  (silencing phone) Quite professional.

TK:  (laughing) That’s okay.   So our original intention 
was to design a table, and then once we had fabricated 
all the pieces, the question was how to exhibit them.  
And then we realized that once you introduce a 
table, that you’re no longer able to observe the chairs, 
frontally, and in some cases from a side elevation.  So it 
was more in the service of being able to view them from 
every vantage point, but still give the sense that they 
were a collection, and that they all, kind of, belonged 
around a table. So in many ways, again, it produced a 
scene, and kind of domesticated them and produced 
maybe the illusion of a collection.  That was their 
original intent, and then we kind of exhibited them 
again where, once the table was removed, they looked 
like individual chairs—so they had less of a relationship 
to a table and maybe just to being a chair.

POOL:  I saw that arrangement as well.  So, tables and 
chairs are maybe in a bit of a codependent relationship, 
you could say.  I was wondering…

TK:  Just in that sense, I think.  And I think it has to do 
with the setting: the first was an academic gallery, and 
the second was a commercial art gallery.

POOL:  Right, but I guess I’m just speaking more 
broadly.  You know...once you have a table, if you’re 
going to work at it, if it’s at a standard height, you kind 
of need a chair if you’re going to work at it comfortably.

TK:  Sure.

POOL:  But I was wondering, and this is just, you 
know...riffing, but what is the most basic instance to you 
where a table is better without a chair?

TK:  Table’s better without a chair…  Well, for us, I 
think stools tend to operate that way, where the lack of 
having a back support offers more of an opportunity to 
register as something other than a stool.  So I think it 
could be read as a table; I think it could be read as um...
not a chair.  I think the stool for us is one of the most, I 
would say interesting, furniture objects that isn’t limited 
by classification.

POOL:  Well that...that kills my second question, which 
was the inverse.  You got them both with one rock.

TK:  (laughs) 

Fig. 1, Norman Kelley, The Wrong Chairs, Volume Gallery, Chicago, 2014.

POOL:  Okay, and last question is: In The Drawing 
Room5 and also in the workshop you hosted here 
at UCLA, you have people drawing on the ground, 
removing that second strata of table height.  What’s the 
primary driver behind that?  Is it a matter of the size not 
working for the table, or is it something deeper?

TK:  I think, obviously, room constraints or any other 
type of restrictions make it easier to just limit the 
amount of props you have, so a table—or any other type 
of object within a room—seems to function as a prop, 
and I guess Carrie and I are interested in just getting as 
close to a surface as possible.  And maybe that was our 
interest in taking on the floor.

POOL:  So you feel like the table as a prop is a 
distraction?

TK:  Well...you know, it was our first time doing it.  
And I guess more of an experiment to study how that 
might inform new drawing methods.  Again, we were 
really interested in maybe replicating—and this is 
probably the second time we’ve done a floor drawing—
but replicating drafting room scenarios that we’ve seen 
before.  Like this famous photograph of Albert Kahn's 
Ford Motor Company, where he has the draftsmen 
elevated on tables, and it kind of creates this new surface 
of floor.  And the only way you register it is because 
there’s kind of a supervisor or a project manager, 
standing, who looks like his legs are getting cut off by 
the drawing plane.  So we always found that interesting. 
It suggests, I think, quicker movement.  I think you’re 
able to have a different relationship with the drawing 
that you’re used to.  You know, we were trained with 
drafting boards.  I’m sure you’ve never used one before.  
I don’t know, maybe you have.

POOL:  No.

TK:  So there was a very regimented relationship to how 
one interacted with the surface plane of the drawing, 
and I think the bigger it gets, the more it makes sense 
for us to maybe just take on grander surfaces.

POOL:  Cut out the middle man?

TK:  Yeah.
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Fig. 2, Superficial: a Workshop with Thomas Kelley, UCLA AUD, 2016.   Fig. 3, Norman Kelley, The Drawing Room, Chicago Architecture 
Biennale, 2015.    Fig. 4, Drafting room of Ford Motors bomber factory in Willow Run, Michigan, designed by Albert Kahn Associates, 
1942.
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POOL:  Great.  That’s really a wonderful response.  Can 
I do one more word association game with you?  This one 
you’ll get, I think, right away.

TK:  Okay.

POOL:  Okay.  I think we’re still screen sharing.  Can you 
see my screen?

TK:  (long pause)  I can’t.

POOL:  You can’t.  Okay.  Hold on.  Um... (long pause)  
Okay, close your eyes.

TK:  Yep.

POOL:  Can you see my screen?

TK:  Yep.

POOL:  Alright.

TK:  (laughing) Chair.
POOL:  Yep.  You got it.  Okay, now you can’t say that. 

TK: Hmm...um...fluffy.

TK:  Ooh...this is interesting.  I can’t say chair...um...rail.

TK:  (long pause)  Perforated.

TK:  Spindles.

TK:  Rounded. 

TK:  Wicker.  (laughing)

TK:  Office. 

Kelley
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TK:  Deco.

TK:  Metal.

TK:  CEO.

TK:  Um...egg.

POOL:  Great.  Well...that’s that. 

TK:  That’s a wrap?

TK:  Ergonomic.
POOL: I just realized I have no idea how to spell 
ergonomic (laughing).  I don’t even know what letter 
it starts with.
TK: (laughing) I!

TK:  Let’s see, this one...uh...lounge.  Or chaise. 

TK:  Barcelona.
 

TK:  Victoria. 

TK:  (laughing)  Mushroom.

POOL:  That’s a wrap.  Thank you so much.

TK:  Your issue sounds cool.  So, let me ask a quick 
question.  Why is it that architects are taking on...
uh...furniture.

POOL:  Beats me (laughing).  You know, I think 
probably part of it has to do with, that fewer 
architects are able to build at a larger scale right now.  
Just with the density of architects versus jobs.  But 
maybe…

TK:  The reason I ask is because that was one of the 
first questions we were asked, when we presented a 
collection of chairs, as architects.

POOL:  And what did you say?

TK:  Well I think there's a long, kind of history, 
again.  We tend to resort to genealogy and I think 
there’s a long history of architects manifesting 
architectural ideas in chairs and tables, sometimes 
coincident with buildings, or sometimes in the 
service of building, or sometimes after building—
but they seem to relate.

POOL:  Yeah, it seems to me that once you have a 
room, the drive to put a piece of…

TK:  Fill it?

POOL:  ...put a piece of furniture in it is really 
strong.

TK:  Sure, sure.  Cool.  Sounds great. 

POOL:  Right on.  Well, thank you so much.  I 
really appreciate your taking the time to do this. 

TK:  Thank you, Heidi.  And good luck with the 
issue.

POOL:  Thank you Thomas, and goodnight.

1Norman Kelly & Peter Bognanni, Five to Life: A Very Serious 

Reenactment (Chicago: Volume Gallery, March 2013)
2 Norman Kelly, Lincoln Log Cabin, 2014.
3 Norman Kelley, Wrong Chairs (Chicago: Volume Gallery, 

2013).
4 Norman Kelley, Wrong Chairs: The Peter Reyner Banham 

Fellow Exhibition (Buffalo: University at Buffalo School of 

Architecture and Planning, 2013)
5 Norman Kelley, The Drawing Room 1 (Chicago: Chicago 

Architectural Biennale, 2015)

Interview by Heidi Alexander
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DEFINING FIELD

Santiago del Hierro earned his B.Arch from Universidad San 
Francisco de Quito, and his M.Arch II at Yale University.  
Recipient of the David M. Schwarz traveling scholarship 
(2008), del Hierro put the award toward examining urban 
and architectural typologies in the Amazon river basin.  
During the course of this research, he became increasingly 
concerned with road infrastructure in the Amazon, 
particularly in relation to patterns of settlement and 
deforestation.  More specifically, his gaze turned toward geo-
political structures underlying an ambitious multinational 
effort to build a new cross-continental trade route through 
the rainforest, bypassing the congested Panama canal, in an 
increasingly fervent campaign to extract oil and other natural 
resources from the Amazon.  Where the water route ended 
in the shallows of the Napo River, Ecuador, a far-reaching 
system of roadways was devised to carry cargo overland 
to western ports.  Seeking counter-balance to expanding 
patterns of settlement and deforestation along these roadways 
has been a focus of del Hierro’s work since, with the support of 
Keller Easterling’s Extrastatecraft Research Project at the Jan 
van Eyck Academie in Maastricht.  In 2011 he met Roger 
Sherman (UCLA) at the Harvard GSD’s South America 
Project (SAP) Conference: Hinterland Urbanism.  Both have 
since undertaken a series of design and research studios in 
Quito and Los Angeles, which seek to examine the complex 
challenges and opportunities of Amazonian urbanism and 
how planning and architecture in the Napo River port-town-
to-be, Providencia, and elsewhere could produce an antidote 
to decentralized regional speculation, while also catalyzing 
local small trades economies.  Their work on Providencia 
is currently on exhibition at the International Architecture 
Biennale in Rotterdam (IABR) and the Venice Architecture 
Biennale.  In both exhibitions, the dining table and its place 
settings have served as a primary mode of description for local 
and international networks of production and consumption 
at play and their relation to the built environment.
   Within the wide-ranging ensemble of communication and 
negotiation that surrounds the development and planning of 
what will be Providencia, del Hierro has taken on a de facto 
role of liaison and moderator to and between any number 
of highly distinct stakeholder groups.  In the small towns 
and villages of the Amazon, such communications often take 
place on the only flat surface large enough to accommodate 
all voices: the horizontal space of the covered provincial soccer 
field.  This surface, we came to feel, posed an interesting 
analog to the more traditional horizontal bargaining space 
of the table.  In recent years, del Hierro has played a central 
role in the development and establishment of Ecuador’s first 
Master of Urban and Territorial Design program at the 
Pontificia Universidad Católica del Ecuador.  We spoke 
with him on May 13th, 2016, as he and his team prepared 
to embark on two months of research and outreach in and 
around the coastal town of Muisne, epicenter of the April 
16th earthquake that devastated Ecuador's coastal region.

POOL:  How many years have you been working in 
Ecuador and in the Amazon?

SdH:  I’ve been working since 2008 in the Amazon and in 
Ecuador, but I’ve also been coming back and forth from 
the Netherlands because people in the Netherlands were 
funding part of my research.  Since 2010, it’s been only in 
Ecuador.  So in total, that's eight years.

POOL:  Could you speak to the relationship between 
oil interest, foreign investment, and rural development 
infrastructure in Ecuador?

SdH:  Sure.  What has happened since the 60’s and 70’s is 
that oil infrastructure that entered the Amazon has created 
access for people to colonize the region and live there.  But 
it was not foreseen that this access would result in so much 
colonization that new cities would be created—we had no 
idea what we were doing by opening up the Amazon to 
oil investment.  It has become a big problem for the state 
to control and to relate to cities in the Amazon.  And so 
what first started as company towns, in which the parent 
company was able to effectively manage and employ the 
large numbers of people migrating from different parts of 
Ecuador and Colombia, soon outran the capacity of the 
company to manage and employ in sheer numbers, and 
things started breaking apart.  New economies emerged.  
In the case of the Amazon, a lot of those economies were 
based on oil, but they also started to depend on products 
like cacao, coffee, palm oil, wood—so you open up 
completely new types of settlements but you don’t really 
have a plan for it.  Now we have to go through a process 
of retroactive planning.

A Conversation with Santiago del Hierro

Fig. 1, Plane Violence. From New Geographies 02: Landscapes of 
Energy, Harvard University GSD: 2009.
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POOL:  And would you say that these various modes of 
foreign investment are taking part actively in the planning 
process at this point, or the development process rather?

SdH:  I think there’s a development process that does 
not come currently from foreign investment, but from 
the state.  Historically, what has happened in the region 
is that after oil extraction began, because the state was 
not present, many NGO’s came into the Amazon with 
foreign cooperation projects.  So you had the German 
cooperation with the GIZ, the Dutch, the Belgians, 
the Italians, the Spanish, North Americans—and many 
of them came with money for development, and that 
development in some cases included planning.  However, 
when [Ecuador] had this economic boom a few years ago, 
the state came into conflict with many of these NGO’s 
and even got rid of some of them, generally using a 
discourse of national sovereignty.  You know, “We don't 
want USAID to be here, we don’t want GIZ to tell us 
what to do.”  So a lot of foreign cooperation has been lost.  
This also coincided with the [financial] crisis of 2008, 
during which many countries also stopped [investing], so 
Ecuador was one of the places they left quickly.  During 
that time, the state entered the Amazon with a lot of 
money and institutionality.  You have ECORAE (Institute 
for the Ecological Development of the Amazon Region), 
you have Ecuador Estratégico and many ministries that 
were not there before.  But now we’re in a huge economic 
crisis, and a lot of these institutional state funds are being 
withdrawn, but we’ve lost many of the NGO’s as well.  So 
we’re back to square one: lots of issues and little foreign or 
national investment to work with.  I think academia may 
come to play a strong role in the planning process in the 
Amazon, because it’s now part of the law that universities 
have to be involved with the community through what 
is called “vinculación.”  It might be that some of the 
void is filled in with academic projects, and that through 
these projects, you can bring back foreign investment or 
international cooperation resources.

POOL:  With your role at the university and the nature 
of the work that you are engaged with, you are placed in a 
position of high negotiation and communication between 
a number of very distinct and complicated stakeholder 

groups.  Could you describe the nature of those groups 
and the nature of that communication?

SdH:  I think that my position in the university is 
something that people in the Amazon value more, because 
they look at PUCE (Pontificia Universidad Católica del 
Ecuador) and they look at the university in general—
because it’s in Quito—as a really strong institution that 
can help them.  Within Quito, with state institutions, my 
political leverage is much less because state institutions feel 
self-sufficient and feel that they have enough man-power 
and technical knowledge within their institution.  This 
happens especially with institutions like SENPLADES 
(National Secretariat of Planning and Development) and 
SENESCYT (Secretariat of Higher Education, Science, 
Technology, and Innovation).  So when you present to 
them as a professor of a university, it’s not such a big 
deal.  For people in the Amazon, it is.  So in that sense I 
have to say I have used the agency that being a member 
of a university presents.  And Católica is probably one of 
the most prestigious universities for people that are from 
outside of Quito.  So yes, definitely.  
     I have questioned, however, the actual efficiency of 
going there as part of a university because of the amount 
of extra bureaucracy it represents.  Universities in Ecuador 
are not ready yet to deal with issues at this level and still 
remain rather insular academic spaces.  In any case, I see the 
positive side of doing this through an academic institution 
in the long run, because of the community of students 
and teachers that get involved.  Also, going there as just an 
architectural designer, or an office, or a consultant, would 
definitely not be good, politically speaking.  People, 
usually local officials, would be asking constantly, what 
are your interests?  Why are you here?  Why are you doing 
this?  So, I think, being part of a university gives you 
certain legitimacy.  I am optimistic that universities are 
changing and adapting to have a stronger role in societies, 
especially complex and developing societies like you find 
in the Amazon.

POOL:  Who would you say are the primary stakeholder 
groups in the Amazon that you’re dealing with?

SdH:  In the Amazon in general?  Or in Providencia?

Fig. 2, Fishbone deforestation patterns and Rio Napo at flood height. From "Arquitectura Urbaniso Y Amazonía"

POOL:  In the Providencia project.

SdH:  Some of the main stakeholders are the Brazilian 
landowners and shipping companies that have economic 
interests in trade.  Especially Jose Roberto da Silva, whom 
you met.  I think he and his contacts from Manaus are the 
people that are pushing the most for this project to happen.  
The next stakeholders are companies that are using the port 
like Conduto, Petroamazonas, Corporación González, etc.  
The third group of stakeholders would be local colonists or 
indigenous people that want to develop the area.  The next 
stakeholder is the state, with the Ministry of Production 
Coordination, Employment and Competitiveness; the 
Ministry of Transport and Public Works; and the Ministry 
of Foreign Trade.  Finally, I would say local governments 
at the scale of parish, canton and province, mostly because 
they have to deal with the aftermath at a local level.  So 
I would say that their agency comes later on when they 
have to respond to what has already happened.  These 
local governments, the municipality of Shushufindi and 
the provincial government of Sucumbíos, together with 
colonists and indigenous people, are the stakeholders 
I mostly work with.  We work on territorial design, on 
urban design.  

POOL:  How would you characterize the role of the 
soccer field in the provincial vernacular of the Amazonian 
village or the town?  Where does it fit in the hierarchy of 
town planning?

SdH:  Soccer fields are an interesting architectural object 
in all these Amazonian cities and towns.  During the 
presidency of Lucio Gutiérrez, which was maybe ten years 
ago, he understood that if you wanted to be president, one 
of the things that gets people’s attention and that people 
really appreciate a lot is the covered soccer field, which is 
this concrete surface with a zinc cover on top.  Gutiérrez 
was from Tena and actually grew up in the Amazon, so he 
had a different appreciation for the value of the covered 
soccer field.  This space is then not only a soccer field, it 
becomes a cultural center used for everything.  It’s where 
people have their markets, where people play soccer 
and volleyball, where they have their asambleas, and in 
the Amazon it’s really important because it becomes the 
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only big roof where you can house lots of people against 
rain and sun.  Having such a big roof makes it the most 
important social space of the towns.
  Amazonian towns are not used to having plazas the same 
way as towns in the Andes—which are older and which 
were founded around the plaza and the church—where 
everything turns toward the central plaza.  Amazonian 
towns tend instead to face the road—dirt roads at the 
beginning, which later became asphalt highways.  But 
the central activity, the social activity of many of these 
Amazonian towns, is directed toward the road.  So the 
road becomes the central plaza space.  As these small roads 
are converted to paved highways, the soccer field replaces 
them as the safe place to gather.  Contrary to Andean 
towns, where the plaza is the first thing that happens and 
everything grows out from there, the soccer field in the 
Amazon comes afterwards, after the speed and volume of 
traffic have made the road unsafe.

POOL:  What role has the soccer field played in your 
work as a site of negotiation?

SH:  Well with students, we’ve worked on the idea that 
these spaces can actually be used for more activities.  One 
of the typologies that we’ve thought would be useful is 
schools, because one of the problems that the Ministry 
of Education has in the Amazon is that the population 
is so dispersed—but you cannot have schools all over 
the place.  So one of the ideas would be that you can 
have mobile schools that use soccer fields as temporary 
locations.  Instead of building 20 schools, you can have 
20 of these soccer fields, and the educational system could 
actually adapt to the infrastructure that exists by moving 
certain types of curriculum and teachers from field to 
field on a regular basis.  That’s something that could be 
really interesting, because it already happens when you 
have capacitaciones (trainings), which the NGO’s usually 
do.  I would say that “academia” arrives to Amazonian 
towns with the Ministry of Education and with formal 
schools, but what we would call educacion continua—
education for grown-ups—happens in coliseos, in soccer 
fields.  So they become education spaces, and spaces for 
workshops.  Personally, I’ve used the soccer field many 
times for lectures and for workshops with people.  So the 
last one we had, close to Providencia in San Roque, we 
had 300 people show up.  And we divided those people 
into four groups, where each worked on the designs of 
four parts of Providencia.  So I think the way in which we 
use the field is similar to how local residents use it: it’s just 
a big place for gathering, more than just sports-playing.

POOL:  When you had that workshop, did you bring 
tables onto the field, or did you use the surface of the field 
as the work surface?

SH:  No, we used boards for hanging the maps and then 
chairs around the boards.

POOL:  You are in the process of training Ecuador’s first 
generation of urban planners.  Could you qualify the 
paramount ambition of your pedagogy?

SH:  The role of urban planners here in Ecuador has 
usually been filled by architects, who have not had 
professional training in urban design and are very under-
experienced.  In our case, what we’re pushing for is that 

these architects—who are still going to be in this position 
and who are coming to the master’s—have tools that 
come from other disciplines as well, mainly economics, 
sociology, and geography.  Those are the three disciplines 
that we think need to feed into what architects do here.  
The main line that we have is that, first of all, we think 
that urban design and urban planning—which were 
divided, especially at the GSD in the 50’s—should be 
brought together again.  We do think that there needs to 
be a respect for urban design and urban planning as two 
different modes of production, but we don’t feel that these 
should be divided into different disciplines.  We think 
that it's problematic for a country like Ecuador to divide 
design and planning.  We call ourselves urban designers, 
because the architect that designs at the urban scale should 
be called an urban designer; however, here we need that 
same person to have planning skills.  That’s why we feel 
that economics, sociology, and geography are the three 
main fields that need to influence our master’s program.  
We are very much also into thinking of the city as a bigger 
territorial space—we don’t think that the city stops where 
the urban footprint stops, and that’s why I’m interested 
in the Providencia, because there’s a relationship between 
farmers, urbanism, parks and ecology, conservation 
sciences, and forestry and agriculture.

A lot of Ecuador is made up of these small towns that still 
have a close connection to rural activity, definitely people 
from the countryside are moving toward cities but the 
connection [to the countryside] is really strong.  So people 
that are working in urban design need to understand the 
logics of the countryside.  In that sense we need to work a 
lot with geographers, and geographic information systems 
become super important.  Another thing we’re pushing 
is, that for many, many years, Quito has been the center 
for urban design and planning, so most of the production 
of academics and professionals has been committed 
to Quito.  Not even to a bigger city like Guayaquil.  
Guayaquil has very little planning, so what we want to 
do with the master’s is really push for people to work in 
other cities outside of Quito.  Cuenca is another city that 

Fig. 3, Providencia planning workshop, San Roque provincial soccer field, 2015.

del Hierro
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is moving really fast, and I think they have a grip on urban 
planning and design, but from Quito—especially because 
we share space with the government institutions—we are 
in a good position to train people to deal with Amazonian 
urbanism, with coastal urbanism, and with other types of 
cities in the Andes.

POOL:  Do you feel that these techniques you are 
implicating in Ecuador translate to a global context?

SH:  I think it’s an exchange.  I think it's something that 
definitely we are doing in Ecuador, but it’s happening 
worldwide.  The hinterlands are being taken into account 
more.  The whole theme of Habitat III, that’s coming 
in October, is about an urbanizing world.  So there's a 
global feeling that we all need to be inter-, multi-, and 
transdisciplinary.  There's a global feeling that cities are 
taking up a lot of resources from outside of cities and that 
cities are generating a lot of effects that extend beyond 
their borders—for example, climate change: 70% comes 
from cities.  People are understanding that cities are not 
just this urban place where urbanists have fun.  And 
that’s something you would not have considered when 
Haussmann or Cerdà was thinking about cities, as compact 
things that we should design streetscapes and landscapes 
for.  Globally, we’re understanding that cities are part of 
a much bigger network that has bigger responsibilities.  
In that sense, there’s a strong influence from around 
the world in this kind of thought.  But the world is also 
learning from experiences in Latin America.  Especially 
from cities like Medellin, Curitiba, Bogota, and I hope 
that Quito will also be part of that group of cities.  Quito 
has already been a city well-known for the conservation of 
its historical center, and people come to study Quito for 
that.  Quito was also one of the first cities where the BRT 
system was applied.  And the fact that Quito’s going to be 
the site for Habitat III says a lot, because it means the city 
has been undergoing changes that are interesting to look 
at from abroad.
  I’m talking about Quito now, but in general, in Ecuador, 
there’s been a lot of change in how the government uses 
the constitution to deal with urban realities.  There's a 
lot of thought in planning for cities much smaller than 
Quito.  We’re still learning a lot but it’s exciting that, for 
example, every city and even the smallest town now has 
to have a plan for development—Plano de Desarrollo 
Ordenamiento Territorial—so a Plan for Development 
and Territorial Organization.  It’s the first time that all of 
these cities need to have planning too, even if your city 
is of 4,000 inhabitants.  And the practices that are not 
of a metropolitan scale, but a really local scale, are the 
ones that I think countries like Ecuador could be a lab 
for.  I think many places in the world are paying a lot of 
attention to metropolises, to big cities, to urban planning 
that includes a metro, etc.  But not so much is being 
looked at in terms of large regions full of small places, or 
spaces that are already urban.  Ecuador is putting a lot of 
attention into those types of spaces, so it could be that, in 
the next 20 years, many case studies come from a place 
like Ecuador.
1  This is in reference to internal settlement and farming primarily.

2  Deutsche Gesellschaft für Internationale Zusammenarbeit GmbH (German 

Society for International Cooperation)

3    Secretaria Nacional de Planificación y Desarrollo

4    Secretaría de Educación Superior, Ciencia, Tecnología e Innovación

5   Bus rapid transit.

Interview by Heidi Alexander

Fig. 4-7, "Uncovering Providencia," table installation variations 
and placemats, Venice Biennale, 2016. 

" G l o ba l l y ,  w e’ re 

u n d e rs ta n d i n g  t h a t 

c i t i e s  a re  pa r t  o f  a  m u c h 

b i g ge r  n et w o r k  t h a t  h a s 

b i g ge r  re s p o n s i b i l i t i e s .  

I n  t h a t  s e n s e ,  t h e re’s  a 

s t ro n g  i n f l u e n ce  f ro m 

a ro u n d  t h e  w o r l d  i n  t h i s 

k i n d  o f  t h o u g h t .   B u t  t h e 

w o r l d  i s  a l s o  l ea r n i n g 

f ro m  e x p e r i e n ce s  i n 

L a t i n  A m e r i ca ."
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No line has been drawn more repeatedly than the one that divides the discipline of 
architecture from the practice of building. While on the one hand this has afforded 
architecture some distance from building, on the other hand it has established a gap that 
not only divides forms of intellectual work from forms of manual work but also draws 
a line around delegations of control, responsibility and the limits of expertise. Today 
we no longer simply have architects and builders; we also have engineers, clients, users, 
large systems of material distribution, supply chains, big box retail, specialty fabricators 
and so forth. What are the sites and limits of architectural work and knowledge today? 
How are they defined and delineated? Are there certain things which can be said to be 
inside as opposed to outside? These networks and participants that surround building 
have inhabited the architect’s office for some time, smuggled in via product samples, 
submittals, material libraries and shop drawings. Their imposition is incredibly visible 
today. This studio was situated within the gap between disciplinary problems and 
practical problems. It worked to refit things that have been relegated to practice—such 
as contractual delineations between base building and fit out, the scope set, and CSI 
divisions—into a conceptual framework.

It could be said that while a building (at least up until recently) has been thought of by 
many to be fixed, its uses and occupancies might change. In conversations regarding the 
practice of architecture, the distinction along lines of temporality serves not only as a 
contractual demarcation or designation of control and responsibility, but also as a way to 
organize building elements which are common to all users—parts of the base building 
(stairs, structure, elevators)—versus those that are determined individually—parts of the 
fit out (partitions, ceilings, interior doors, finishes). In recent history, the base building 
has been described through a variety of terms, such as “core and shell” or “frame.” It is 
built to last. To be simple in form, expedient in construction and to involve those things 
that might be called typical or even generic. The fit out, closely aligned with ideas of infill, 
instead is constructed—and more oftentimes installed—as temporary, specific and open 
for change by different users. The specific terms associated with different architectural 
divisions are also being refit. Furniture product systems, for example, can be found on 
a manufacturer’s website under the “architecture and space division.” They are branded 
and advertised as “post and beam”—a term that, until now, had been reserved almost 
exclusively for the realm of building and load-bearing structures. This begins to open 
up a larger conversation about the sites and limits of work, systems of material use, and 
various forms of expertise.

The course was organized around a series of assignments focusing on the relationship 
between base building and fit out in relation to issues surrounding temporary use, finishes, 
furnishings and fixtures, the relationship between inside and outside in architecture, and 
the fitting of existing material objects into others. Students worked in groups to design a 
base building, then fit out a different base building (not of their own design) to produce a 
series of interiors. Final documentation demarcated the scope of work, limitations of the 
fit out and type of fit—whether loose, tight or somewhere in between.

Undergraduate studio led by Erin Besler at UCLA Architecture & Urban Design in Winter 2016, 

with teaching assistants Jamie Kleine and Tori McKenna.

FIT OUT
Erin Besler & Students
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Fig. 7-9, Building C
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