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 . . . [Architecture] is both open to wide interpretation and 

requires effort on part of the participant. The ‘medium’ of space is 

open and closed, multivalent and transmutable. Architecture works 

by association, constantly mirroring and differing from ‘spaces’ in 

the mind. Like TV and the Internet, architecture should hand the 

power of experience back to the people.

 -Nigel Coates, Narrative Architecture 
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 . . . Architecture has the power to inscribe itself in our 

senses in a way that goes beyond metaphor. It  is not intellectual 

- it’s physical. It’s something you sense with your body. It does not 

come through being told about an event, but through experiencing 

your particular place in the world in a new way . . .

 -Daniel Libeskind, Edge of Order
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Figure.001.  South Works; South Chicago, Illinois. Drawing 
by author.
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Figure.002.  Uncanny Collisions, proposal for 
a new narrative hub on the site 
of South Works, South Chicago.  
Drawing by author.
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Figure.003.  Ore Walls of South Works, South Chicago. 
Photograph by Mitchell Geis.
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007INTRODUCTION 008GLOSSARY

GLOSSARY

LIMINAL /’lim nl/
1.  relating to a transitional or initial stage 
of a process

2. occupying a position at, or on both 
sides of, a boundary or threshold. (Oxford 
Languages)

MEMORY /’mem( )re/
the length of time over which people 
continue to remember a person or event.

NOTE: Memory of the individual and 
that of collectives will both be discussed. 
Oftentimes, memory will be described as 
having almost-tangible qualities

NARRATIVE /’ner div/
1. an account of connected events; a story
2. a representation of a particular situation 
or process in such a way as to reflect or 
conform to an overarching set of aims or 
values (Oxford Languages)

NON-PLACE /nän/-/plãs/
In contrast to place, non-place, describes 
spaces which are disconnected to culture 
and context. These are liminal spaces of 
passing, designed to be unmemorable.

PALIMPSEST /’pal m(p),sest/
A manuscript or piece of writing material 
on which the original writing has been 
effaced to make room for later writing but of 
which traces remain. (OxfordLanguages)

PLACE /plãs/
Place refers to all of the intangible qualities 
which define a space. 

SPACE /spãs/
A continuous area or expanse which is 
free, available, or unoccupied. (Oxford 
Languages)
 This thesis will refer to space as the 
denotative understanding of the term, 
describing the physical constructs of a site 
which may be inhabitable.

UNCANNY /, n’kane/
(adj) an experience, generally unsettling, 
when the boundary between the familiar 
and unfamiliar are blurred. 

UNCANNY /, n’kane/
(proper noun) This will be used when the 
term takes on an intangible  personality-
like state.
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How can unease and discomfort produced through 
uncanny qualities be leveraged to present memory of 
place, time, or people through architectural narrative?

Narrative, framed by the uncanny qualities of layered 
memory, place, and sociocultural landscapes, enriches 
architectural experience.

PROLOGUE

This thesis explores the uncanny nature of a 
decaying industrial site which is embedded 
with memory and competing histories. This 
project is highly narrative driven, relying on 
the memories and emotions embedded in the 
history and cultural experience of place. The 
ghostly remains of industrial sites across the 
Midwest stand as monumental concrete corpses 
that sit in the space between memory and now. 
 The Uncanny has been described as 
the propensity for the familiar to turn on its 
owners, to suddenly become defamiliarized, 
derealized, as if in a dream. Unease can be 
produced through the unfamiliarity of a fully 

alien experience. In contrast, unease could be 
maximized by the Uncanny,  an experience 
so close to our everyday, yet slightly distorted.  
This type of experience can manifest itself in 
a complex   network of ways, connecting to 
questions of place, narrative, memory, and 
identity.
 How one experiences the Uncanny is 
key to this exploration, yet social and cultural 
issues are deeply ingrained in experiences 
as each individual experiences narrative 
in a different way. The narratives of these 
spaces do not always align, and there are 
many competing histories. This dissonance of 
narratives creates a liminal memory landscape 
that is ripe for spatial exploration. Therefore, 
the essential aspects of this project will be 
issues of experience, issues of site, and social/
cultural issues. Exploration of this topic framed 
by these lenses will seek to further the bond 
between design and narrative, without which 
there would be no architecture.

THESIS STATEMENT  HOW CAN UNEASE AND 
DISCOMFORT PRODUCED 
THROUGH UNCANNY 
QUALITIES BE LEVERAGED 
TO PRESENT MEMORY OF 
PLACE, TIME, OR PEOPLE 
THROUGH        ARCHITECTURAL 
NARRATIVE?
  NARRATIVE, FRAMED BY 
THE UNCANNY QUALITIES OF 
LAYERED MEMORY, PLACE, AND 
SOCIOCULTURAL           LANDSCAPES, 
ENRICHES ARCHITECTURAL 
EXPERIENCE.
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The Uncanny is the propensity for the familiar 
to turn on its owners, to suddenly become 
defamiliarized as if in a dream. Personal and 
collective experience, place, and sociocultural 
landscapes all potentially contain uncanny 
qualities which can weave into the larger 
fabric of the built and erased environment with 
powerful implications for latent architectural 
narratives and experiential program.
 The Midwest’s industrial past, containing 
dissonant historic experiences, erased memory, 
and framed narratives, presents a ripe canvas 
for the exploration of these themes. This design 
proposal for a new narrative hub utilizes the 
ghostly remains of Chicago’s largest steel 
mill, South Works, a monumental corpse 
of the Midwest’s industrial boom. Common 
throughout rust-belt states, the site remains a 
palimpsest containing embedded remnants of 
its former program:    massive concrete ore walls 
spanning over 2,500 feet, mysterious tunnels 
covered in layers of graffiti, and moorings for 
ships long forgotten.

 Uncanny Collisions is a master plan 
proposal positioning a series of countering 
narratives in dialogue through architectural 
intervention and experiential moments. The 
design explores the presentation of narratives 
in three categories intimately relevant to 
definitions of South Works:      anthropocentric 
narratives, narratives of material movement, 
and narratives of nature concerning ruin and 
reclamation. Each narrative speaks through a 
formal, material, and experiential language, 
layered in a manner that results in moments of 
intersection. These collisions form a dialogue 
of effect and response. Anthropocentric 
narratives, physically fragmented by the 
wall and symbolically by the many dissonant 
human narratives of South Works, manifests 
as an experiential pathway. Steel and material 
movement is conveyed through cross circulation 
as a series of structural follies, recalling the 
monstrous rig structures which carried iron ore 
and other raw materials across the site. These 
languages layer in a maze-like way which 
invests a quality of discovery and individual 

ABSTRACT Figure.004.  (Left) Lake freighter unloads iron ore at South Works, 
South Chicago.  Photograph by U.S. Steel. 
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wayfinding through the site. The language of 
natural narratives also weaves into the greater 
master plan, existing as a temporal essence: 
desire paths worn into the landscape over time, 
and formal effects at intersections with other 
narrative moments.
 A key element of this narrative hub 
proposal is its integration of a core anchor 
program which seeks to reconnect the 
community of South Chicago back to an 
industrial landscape  which was once intimately 
woven into the urban fabric. Included are 
narrative adjacent programs: theater, gallery, 
archive, and multi-purpose spaces. This 
program exists in a central void, symbolic 
of the missing memory in the story of South 
Works. The landscape, while scarred, reaches 
up sympathetically in response to the violent 
cut, forming these programmatic anchor 
spaces in a combined language at the collision 
of landscape and void.
 Uncanny Collisions and the experiences 
it proposes will utilize the uncanny qualities of 
the site and reframe the dissonant narratives 
which are embedded in the industrial patchwork 
of South Works, Chicago. The master plan, 
anchor program, the preservation of the 
site’s industrial landscape, and the uncanny 
experiences it generates all combine to form 
a proposal that is cohesive, yet intentionally 
fragmented and unfinished, leaving the design 
hopeful, looking forward to future development 
in the continuing story of South Works and the 
greater rust-belt region. 

Figure.005.  (Left) Overview of South Works, in its former state.  
Author Unknown. 
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CONFLICTS OF MEMORY: EXPERIENTIAL 
PROJECTIONS OF THE UNCANNY

For Freud, ‘unhomliness’ was more than a simple sense of not belonging; it was 
the fundamental propensity of the familiar to turn on its owners, suddenly to 
become defamiliarized, de-realized, as if in a dream.
  -ANTHONY VIDLER

Figure.006.  (Left) Massive ore walls produce powerful shadows that creep 
slowly and shift with time. Photograph by Maarten Bergsma.
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1     Sigmund Freud, “The Uncanny,” in The Standard Edition of the Complete 
Works of Sigmund Freud, trans. James Strachey, vol. 17 (London, 1995), 
225,241.

2     Anthony Vidler, The Architectural Uncanny: Essays in the Modern Unhomely 
(Cambridge, Mass., 1996), 7,11.

3     Vidler, The Architectural Uncanny: Essays in the Modern Unhomely.
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Unease, discomfort, and the Uncanny are 

all terms situated in psychological study 

and all hold a range of implications for the 

individual and the collective as they relate 

to memory and narrative. The implications 

that this essay will explore will focus on 

the production of these emotive responses 

through spatial experience. These emotions 

manifest themselves through architecture in 

both calculated and unintentional ways, the 

former of which enriches spatial experience. 

This thesis operates under the assertion that 

architecture should always tell a story and 

that it is the role of the designer to translate 

memory and narrative through space. The 

following essay will explore written definitions 

of the Uncanny, drawing from historical texts in 

both psychology and architecture, look at how 

the reframing of memory can enrich spatial 

experience through calculated interventions to 

produce a new program, and present how the 

Uncanny can and often permeates experience 

as an unintentional result of modernism, 

fostering an unhomely condition.

ARCHITECTURAL UNCANNY

Since the term uncanny is inherently ambiguous 

in both definition and experience, it immediately 

becomes necessary to provide explanation 

which will better frame this research moving 

forward. Authors such as Anthony Vidler, who 

have written on the topic of the architectural 

Uncanny, frequently cite Freud’s 1919 text, 

The Uncanny. In this written work, Freud states 

“that the uncanny is uncanny only because 

it is secretly all too familiar.” Regardless of 

any inconsistencies or inaccuracies of Freud’s 

work noted in the twenty-first century, this 

characterizes the emotional response to the 

Uncanny in terms of familiarity. Freud went on 

ARCHITECTURAL UNCANNY

to speak of the Uncanny in terms of the heimlich 

and unheimlich, translated to homely and 

unhomely respectively. Using the home as a 

metaphor, Freud asserted that overexposure to 

that which is familiar, and perhaps repressed, 

led to a transformation of homely familiarity to 

an uncanny homelessness or unheimlich.1 

 Anthony Vidler provides a seminal 

writing that draws connections between 

architecture and the Uncanny in The 

Architectural Uncanny: Essays in the Modern 

Unhomely. At the time of its writing in 1992, 

Vidler was William R. Kenan Jr. Professor of 

Architecture at Princeton University. In the text, 

he looks to connect the unheimlich as outlined by 

Freud, to contemporary issues of architecture. 

This connection discusses the possibility of 

spatial homelessness or even a homelessness 

of memory, but Vidler asserts that “For Freud, 

‘unhomliness’ was more than a simple sense of 

not belonging; it was the fundamental propensity 

of the familiar to turn on its owners, suddenly 

to become defamiliarized, de-realized, as if 

in a dream.”2  Vidler goes on to explain that 

it is difficult to directly compare architectural 

Uncanny to literary or psychological Uncanny 

since architectural Uncanny cannot be created 

through intention and is not a property of space 

itself. Rather it exists as a mental projection of 

memory in connection with place and culture, 

or lack thereof. Vidler also notes that 

“. . . certainly no one building, no 

special effects of design can be 

guaranteed to provoke an uncanny 

feeling. But in each moment of the 

history of the representation of the 

uncanny, and in certain moments 

in its psychological analysis, the 

buildings and spaces that have acted 

as the sites for uncanny experiences 

have been invested with recognizable 

characteristics.”3

This has significant implications with regard 

to place-making and typologies which will 

be explored in the following essay; however, 

it also carries significance in relationship to 

memory landscapes and how we experience 

them. Moreover, the important quality buried 

in the study of the Uncanny is memory and 

how it becomes possible for repressed memory 

Conflicts of Memory: Experiential 
Projections of the Uncanny



4     James E. Young “Daniel Libeskind’s Jewish Museum in Berlin: The Uncanny 
Arts of Memorial Architecture,” in Jewish Social Studies 6, no. 2 (2000): 1.

5     Young “Daniel Libeskind’s Jewish Museum in Berlin: The Uncanny Arts of 
Memorial Architecture.”
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and narrative to lead to a loss of history and 

context. This uncanny nature of memory is, 

therefore, at the heart of this thesis exploration. 

EXPERIENCE AS PROGRAM

Under the assertion that memory and narrative 

are essential to experiential, architectural 

storytelling, this is where the uncanny repression 

of memories must be unearthed.  One highly 

regarded example of architectural storytelling 

is Daniel Libeskind’s Jewish Museum Berlin. In 

an article that examines the uncanny nature 

of Libeskind’s design, James E. Young states, 

“The dilemma facing the designer of such a 

museum thus becomes how to embody this 

sense of unheimlichkeit, or uncanniness, in a 

medium like architecture, which has its own 

long tradition of heimlichkeit, or homeliness.”4  

Vidler’s assertion that the Uncanny cannot 

be produced through intention is thrown 

into conflict here as it would appear to deny 

that Libeskind could intentionally imbue his 

museum with uncanniness. However, a deeper 

look at this potential conflict leads one to 

a possible realization that Libeskind never 

created an uncanny experience. Rather, he 

utilized architectural interventions and formal 

means of storytelling to unearth an abundance 

of memories and experiences which had long 

been repressed and could therefore be deemed 

uncanny. To elaborate, the uncanny memories 

and narratives were already present; they just 

required a means of collection and presentation 

which Libeskind’s design fulfilled. The Jewish 

Museum presents a collection of memories, 

many of which are uncomfortable, through 

EXPERIENCE AS PROGRAM

architectural experience in a place rich with 

narrative and history which had begun to lose 

familiarity as time passed. Young states, “At 

least part of the uncanniness in such a project 

stems from the sense that at any moment the 

‘familiar alien’ will burst forth, even when it 

never does, thus leaving one always ill at ease, 

even a little frightened with anticipation.”5  

Therefore, the Uncanny that stems from the 

familiar is intimately intertwined with the 

spatial experience of the design.

 An aspect of the Jewish Museum that 

cannot be ignored is its ability to convey 

memory and narrative without relying on the 

artifacts or exhibitions that it houses. Best 

proving this observation was a period of 

time from the building’s completion in 1999 

until 2002 when the museum was open to the 

public without artifacts or exhibits. Therefore, 

experience becomes a program that has the 

potential to stand on its own as a collection of 

memories that plays on the homely/unhomely 

dichotomy of the Uncanny.

NON-EXPERIENCE

A negative side of these dichotomous familiar/

unfamiliar experiences is that they are often 

the unintentional result of modernism. A push 

toward collectivism and consumerism in the 

early twentieth century led to the proliferation 

of liminal spaces of movement and commercial 

transaction such as malls, airports, and 

waiting rooms. These spaces lack defining 

elements which the user can attach experience 

to and are inherently unhomely. Rem Koolhaus 

touched on these types of spaces in his 2001 

essay Junkspace. He states:

“Junkspace is what remains after 

modernization has run its course 

or, more precisely, what coagulates 

while modernization is in progress, its 

fallout. . . Although its individual parts 

are the outcome of brilliant inventions, 

lucidly planned by human intelligence, 

boosted by infinite computation, their 

Figure.007. Shalekhet - Fallen Leaves, Menashe Kadishman, 
Jewish Museum Berlin deigned by Studio 
Libeskind, Berlin 1989-1999. Photograph by 
Hufton+Crow.



6     Rem Koolhaas and Hal Foster, Junkspace (London: Notting Hill editions, 
2013).

7     Lebbeus Woods, “Haunted,” in Slow Manifesto Lebbeus Woods Blog

Figure.008. Pawn Shop Austin Texas.  Photograph by 
Shandor Hassan Retrieved from, Slow Manifesto, 
Lebbeus Woods.
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sum spells the end of Enlightenment. 

. . we have been reading a footnote 

under a microscope hoping it would 

turn into a novel; our concern for the 

masses has blinded us to the People’s 

Architecture.”6

These types of uncanny spaces stand in 

opposition to narrative architecture for the 

sole purpose that they are conceived, to not be 

experienced. Rather, they are designed as a 

transient afterthought, purely functional. They 

are uncanny because they are simultaneously 

everywhere and nowhere at the same time. It is 

by definition unhomely or unheimlich.  Lebbeus 

Woods also weighs in on this argument in a 

blog article titled “Haunted.” In the article he 

discusses the photographic work of Shandor 

Hassan, nightscape imagery that depicts these 

empty spaces of commerce. Woods explains 

that while these photos depict places at night, 

NON-EXPERIENCE

devoid of people, they are haunting due to 

a different emptiness. That is the emptiness 

of American Modernism.7  These spaces are 

devoid of human memory which is central to 

any experiential potentials of architecture. 

Therefore, if we return to Libeskind’s Jewish 

Museum, it is perhaps so successful because, 

through a collection of claustrophobic spaces, 

hopeful beams of light, and symbolic voids, its 

visitors are connected empathically through 

an uneasy experience, constantly in tension 

between the familiar and the unfamiliar, telling 

a deeper story.

 The conclusion drawn through this 

essay is that memory and its uncanny qualities 

are experienced through the conflict between 

the familiar and the alienation that results 

from overfamiliarity. The Uncanny exists not 

as a quality of space itself, but rather as a 

mental projection of memory. There are two 

categorical ways in which the Uncanny might 

be experienced: each stands in tension with the 

other.  As an unintentional result of modernism, 

an empty Uncanny arose which can be 

characterized as everywhere and nowhere at 

the same time, aligning with Freud’s concept 

of the unheimlich or unhomely. The experience 

of these spaces is often haunting since they 

lack connection to culture or context, devoid 

of memorable landmarks or unique features. 

These spaces are uncanny to the observer due 

to overexposure and lack of character, leading 

one to translate them as unfamiliar due to their 

repeated proliferation in daily life. On the other 

hand, the Uncanny can be drawn out through 

the fragmented experience of memory, which 

is in constant conflict between the familiar and 

unfamiliar. Thus, memory can be translated 

through design intervention which might act as 

a nexus between storytelling and experience. 

In this way, memory is reframed as a new 

experiential program.
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. . . the vanished can
still be felt

banal stanchions
of rusting concrete
envelop the outline

stretched wire produce
the void . . .

- JOHN HEJDUK

Figure.009.  (Left) Forgotten moorings stand at attention, vestiges of 
long ago program, South Works, South Chicago. Photograph 
by author.

(Below) Excerpt from “Berlin Looms” by John Hejduk, in Such Places 
as Memory.
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8  Daniel Libeskind and Tim McKeough, Edge of Order (Clarkson Potter 
Publisher, 2018).
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Designed by Daniel Libeskind for a 1989 
competition, the Jewish Museum Berlin is lauded 
for its experiential qualities. The museum seeks to 
recount German-Jewish history through a multitude 
of symbolic spaces, paths and experiences. The 
museum  defines a powerful sense of place through 
contrast and, metaphorically and formally, a 
nonlinear experience. This narrative is presented 
through a diverse array of architectural moves and 
interventions which are each positioned within the 
narrative to evoke emotional responses, a possible 
manifestation of which may be unease.8

 The museum, and the history that it tells, is 
connected in an intimate way through the method 
in which one circulates through its sequence of 
spaces. The museum has no dedicated entry. Rather, 
entry into the museum occurs from the old Baroque, 
Berlin Museum, first taking visitors underground 
(Fig. 02). This architectural intervention evokes a 
controlled and claustrophobic emotional response 

which permeates through the whole museum. 
The lower level is organized around three core 
axes (Fig. 03), the Axis of Exile, the Axis of the 
Holocaust, and the Axis of Continuity. Each leads 
a single distinct moment for the visitor to interpret 
through experience. 

 The Axis of the Holocaust leads to the 
Holocaust tower, a fragmented piece removed 
from the main structure that pierces up through the 
ground. The experience is isolated, cold, and dark 
except for a small beam of light which is allowed in 
from the top. This speaks to the power of hope that 
underlined the unspeakable horrors experienced 
by the Jewish people during the Holocaust.  
Another experience of hope is experienced at the 
end of the Axis of Exile. Slanting floor produces 
feelings of disorientation and unsteadiness; sky, 

JEWISH MUSEUM BERLIN Figure.010. (Left) Photograph from interior of the Holocaust Tower, 
Jewish Museum Berlin deigned by Studio Libeskind, Berlin 
1989-1999. Photograph by Hufton+Crow.

Figure.011. (Below) Diagram depicting entry sequence into the 
museum, Drawing by author.



9  Henrik Reeh, “Encountering Empty Architecture: Libeskind’s 
Jewish Museum Berlin,” in Journal of Art Historiography (2016).
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light, and vegetation far out of reach again speaks 
to the dichotomy between hope and hopelessness.  
Finally, the Axis of Continuity leads up into the zig-
zagging body of the museum; the history of the 
Jewish people continues.

 The themes of disorientation, hope, and 
claustrophobia continue to manifest themselves in 
the upper floors. The jagged form and circulation 
express disorientation and uncertainty. However, 
the most dominating feature of the upper floors 
is the series of voids that cut through the spaces 
(Fig. 05). These primarily represent the people and 
history that were erased through the Holocaust. 

 A quality of the Jewish  Museum that stands 
out is its ability to convey memory and narrative 

without relying on the artifacts or exhibitions that it 
houses. Best proving this observation was a period 
of time from the building’s completion in 1999 until 
2002 when the museum was open to the public 
without artifacts or exhibits.9  One might initially 
think that this would deter visitors, but the opposite 
occurred. This appears to turn the idea of a museum 
as a vessel for display on its head, proving that the 
architecture can speak just as loud, if not louder 
than the objects it contains. Therefore, experience 
becomes a program that has the potential to stand 
on its own as a collection of memories that plays on 
the homely/unhomely dichotomy of the Uncanny.

PRECEDENT

 The Jewish Museum Berlin is a case study 
that explores the uncanny nature of memory, 
the familiar, and the unfamiliar. The fragmented 
narratives of memory are conveyed through the 
composition of moments and presented through 
indelible experiences. Through architectural 
storytelling, Libeskind seeks to evoke emotional 
responses: unease, disorientation, insecurity, hope, 
hopelessness.

Figure.012. (Left) Photograph of Garden of Exile, Jewish Museum 
Berlin designed by Studio Libeskind, Berlin 1989-1999. 
Photograph by Michele Nastasi.

Figure.013. (Below) Three axes of lower level: Exile, Holocaust, 
Continuity., Drawing by author.

Figure.014.  (Right) Voids, representative of those lost to the Holocaust, 
cut through the body of the museum.  Drawing by author.



10  Bernard Tschumi,  Architecture Concepts: Red Is Not a Color (New 
York: Rizzoli, 2012).
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In 1983 Bernard Tschumi won a competition for 
a “new urban park for the twenty-first century.” 
This park was to be located on a 125-acre site 
that previously held Paris’s central slaughterhouse 
complex. Tschumi notes that this context along with 
the physical qualities of the landscape as part of an 
urban fabric gave the site a mysterious quality.10 

Therefore, he decided that an attempt to resurrect 
“nature” was inappropriate. 

 Through an organizational superimposition 
of point, line, and plane, Tschumi laid out an array 
or repetitious follies (Fig.015, 017). These follies 
represented a break from modernist functionalism 
as each lacks a pre-programmed function and 
provides an empty framework for event or memory 
to occur. This repetitious, yet empty quality may 
generate an uncanny reaction and perhaps a sense 
of irritability as each unique form clashes with its 
own autonomous identity, the grid of the park, and 
to a larger extent, the rigid grid of the city. The 
park also plays on the uncanny nature of memory, 
juxtaposing the familiar and the unfamiliar, leaving 
behind remnants of past elements such as canal, 
market hall, and slaughterhouse.

PARC DE LA VILLETTE Figure.015. (Left) Image of follies that act as placeholders for 
memory, Parc de la Villette designed by Bernard Tschumi, 
Paris 1982-1998. Image from “Red Is Not a Color.”

Figure.016. (Top Right) Collection of design drawings, Parc de la 
Villette designed by Bernard Tschumi, Paris 1982-1998. 
Image from Red Is Not a Color.  Accessed 22 Sept. 2021.

Figure.017. (Below) Concept diagram for autonomous follies, Parc de 
la Villette designed by Bernard Tschumi, Paris 1982-1998. 
Image from Red Is Not a Color.



Places and non-places are rather like opposed polarities: the first is never 

completely erased, the second never totally completed; they are like 

palimpsests on which the scrambled game of identity and relations are 

ceaselessly rewritten

  -MARC AUGE

UNCANNY CONFLICTS OF PLACE
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Figure.018.  Moments of ruin infiltrating an otherwise sturdy divide, 
South Works, South Chicago. Photograph by Mitchell Geis.
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The idea of place is inherently tied in 

relationship with memory and the uncanny 

experience; but what is place? Place, generally 

used to describe the physical properties of 

a specific location, lacks the psychological, 

social, and historical implications that could 

produce conflict between the familiar and 

unfamiliar as outlined by Freud. As one 

may recall, the Uncanny is a psychological 

experience, generally unsettling, produced 

through a mental projection of memory in 

connection with place and culture, or lack 

thereof. The Uncanny cannot be produced 

through intention but is rather a property of 

space itself. The use of the term space here is 

ambiguous, however, and a stronger outline of 

space as compared to place will be necessary. 

This essay seeks to define place and that which 

connects it to issues of familiarity, memory, and 

narrative. Standing as a counterpoint to place 

is a concept of non-place that is not relational, 

historical, or concerned with identity. Rather, 

these are spaces formed to certain ends, 

resulting in a supermodernity. From place 

and non-place, a third condition arises which 

manifests as a conflicted intersection between 

these opposites. It is here that this thesis is 

primarily concerned, a place of absence and 

ghostly remnants that results from the continual 

layering and erasure of history, memory, and 

narrative to produce a multi-faceted Uncanny. 

DEFINING PLACE

Just as experience is tied to the architectural 

uncanny, so too is place. In his sprawling work, 

The Memory of Place: A Phenomenology of the 

Uncanny, Dylan Trigg provides an outline of 

place defined by public memory. He paints 

a portrait of place both as an empirical idea 

disconnected from human experience, a space 

Uncanny Conflicts of Place

DEFINING PLACE

that the body occupies, and as a product of 

human experience, a complex patchwork tied 

indivisibly with memory. This dual nature with 

which place is viewed speaks to its ability to 

straddle numerous divisions. Trigg states, 

“Memory is thought of as occupying a place, 

even if that occupancy is open to a plurality 

of interpretations, not all of which can be 

resolved.”11  This plurality of readings lends 

itself to a layered quality of place-memory that 

produces a rich collage of narratives. Trigg 

goes on to make the claim that “sometimes it 

is the case that a place provides the defining 

character to a memory, such that the memory 

becomes inextricably bound with place, thus 

rendering it an event.”12  This ability of memory 

to become an event speaks to the rich potential 

that place holds as a canvas for storytelling and 

architectural intervention. Since the Uncanny 

cannot be artificially created, existing only as 

a mental projection of memory, it becomes the 

roll of the architect as interpreter and narrator 

to recognize these existing qualities and utilize 

them to enrich experience.

 While his work primarily discusses 

non-place, Marc Auge’s text, Non-Places: An 

Introduction to Supermodernity, also becomes 

helpful in defining place and why it is so 

deeply connected to memory. He uses the term 

anthropological place; however, for the purpose 

of this essay, place is synonymous.  Auge begins 

his exploration of place by stating that it “is a 

principle of meaning for the people who live 

in it, and also a principle of intelligibility for 

the person who observes it.”13 Therefore, this 

intangible meaning becomes necessary in the 

definition of place. He elaborates, “These places 

have at least three characteristics in common. 

They want to be – people want them to be – 

places of identity, of relations and of history.”14  

This defining characteristic separates place 

from the simple spatial construct and is also 

key in exploring how the Uncanny manifests 

through it. According to Vidler, one may recall 

that the Uncanny is perhaps strongest in spaces 

which lack a connection to culture or context, 

or locations where this connection has been 

blurred. Auge continues: 

“Of course, the intellectual status of 

anthropological place is ambiguous. It 

is only the idea, partially materialized, 

11     Dylan Trigg, The Memory of Place: A Phenomenology of the Uncanny 
(Ohio: Ohio University Press, 2013), xxiii.

12     Trigg, The Memory of Place: A Phenomenology of the Uncanny, 53.

13    Auge Marc, Non-Places: An Introduction to Supermodernity (London: Verso, 
2009), 42.

14    Auge, Non-Places: An Introduction to Supermodernity, 43.



15     Auge, Non-Places: An Introduction to Supermodernity, 46.

16     Dylan Trigg, The Memory of Place: A Phenomenology of the Uncanny 
(Ohio: Ohio University Press, 2013), 8-9.

17    Trigg, The Memory of Place: A Phenomenology of the Uncanny, 9.

18    Marc Auge, Non-Places: An Introduction to Supermodernity (London: Verso, 
2009), 77.

19    Auge, Non-Places: An Introduction to Supermodernity, 79.
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that the inhabitants have their relations 

with the territory, with their families 

and with others. This idea may be 

partial or mythologized. It varies with 

the individual’s point of view and 

position in society. Nevertheless, it 

offers and imposes a set of references 

which may not be quite those of 

natural harmony or some ‘paradise 

lost’, but whose absence, when they 

disappear, is not easily filled.”15 

This statement speaks to a concept of absence 

which will be discussed later in this essay while 

also touching on social and cultural concepts 

which will be covered in a future essay. 

However, for now it serves to outline how one 

may define place through a range of intangible 

concepts such as history, relation, and identity. 

Now a return to Trigg: “Above all, consider 

how it is possible to develop a relation with 

the places you inhabit, such that the materiality 

of the environment becomes constitutive of 

who you are.”16  In this way, place loses its 

objective qualities and becomes an extension 

of personal or societal identity. In stating this, 

place, therefore, may hold a homely familiarity 

of memory.

 At the same time, returning to Freud and Vidler, 

that which is familiar also holds the possibility 

of unheimlich unfamiliarity. Trig confirms this: 

“Places can, for instance, become singular in 

the library of our memories through their very 

unfamiliarity. Indeed, precisely through their 

strangeness, places become memorable by 

disturbing patterns of regularity or habit.”17  

It is with this understanding of place and its 

layered quality of meaning that this essay 

transitions to an exploration of non-place.

NON-PLACE

If one may recall, the previous essay focusing 

on the experiential issues surrounding the 

Uncanny introduced Rem Koolhaus’s Junkspace 

in which he discussed uncanny spaces which 

resulted as an unintentional consequence of 

modernism. These are spaces of transition, 

liminal spaces of thoughtlessness. While not 

making a direct connection, a discussion of 

these types of spaces is where Marc Auge 

makes his departure in his writing on non-

places. He posits that these are spaces formed 

in relation to certain ends. He says that “the real 

spaces of supermodernity have the peculiarity 

that they are defined partly by the words they 

NON-PLACE

offer us: their ‘instructions for use’, which may 

be prescriptive, prohibitive, or informative.”18   

Here he introduces one to the concept of super-

modernity, the full expression of modernity 

solely concerned with standardization and the 

movement of capital. Super-modernity finds 

its full expression in non-places. These non-

places form a standardized typology that one 

is overexposed to in daily life, in turn providing 

an overexposure to that which is not relational, 

historical, or concerned with identity. These 

non-places, therefore, lack the engagement 

with memory that is so vital to the definition of 

place. 

 Non-places are experienced only in the 

present. Why are these non-places uncanny? 

Auge uses motorway travel to explain how 

these non-places become so unsettlingly 

familiar:

“[a motorway] avoids for functional 

reasons all the principal places 

to which it takes us; and it makes 

comments on them. Service stations 

add to this information, adopting an 

increasingly aggressive role as centers 

of regional culture. . . Of course, the 

fact is that most of those who pass 

by do not stop; but they may pass by 

again, every summer or several times 

a year, so that an abstract space, one 

they have regular occasion to read 

rather than see, can become strangely 

familiar to them over time.”19 

While the motorway may present an extreme 

example of non-place, this example helps to 

explain the passing thoughtlessness that is 

inherent to non-place. These spaces lack the 

organically social quality of homely place, 

instead relying on contractual and prescriptive 

text. These non-places are not limited to transit. 

Rather, they creep into all aspects of daily life. 

Think of the construction site that one may pass 

on the way to work. This is a non-place in the 

sense that it is in a transitional state between 

memory and future. Even a toilet stall may 

be non-place as a space of passing, utilized 

for a specific functionality — designed to be 

unmemorable.



20     Auge, Non-Places: An Introduction to Supermodernity, 79.

21     Auge, Non-Places: An Introduction to Supermodernity, 86.

22    George Nelson, Industrial Architecture of Albert Kahn (New York: 
Architectural Book Pub. Comp, 1939), 14.

23    Carol Berens, Redeveloping Industrial Sites: A Guide for Architects, Planners 
and Developers (Hoboken, NJ: John Wiley & Sons, 2011), 18-19.

Figure.019.  Industrial sites exhibit traits of non-place, 
only invoked by the associations they recall. 
Author unknown.

039INVESTIGATION 040

Identity again arises as a key distinction. Auge 

observes that “anthropological place is formed 

by individual identities, through complicities of 

language, local references, the unformulated 

rules of living know-how; non-place creates 

the shared identity of passengers, customers or 

Sunday drivers.”20  This is not to say that place 

does not produce shared identity, but rather 

that the shared identity of non-place may be 

produced only through common functionality 

or desired ends.

 Place and non-place are inherently 

ambiguous concepts as both Trigg and Auge 

clearly convey. It is impossible to tell where 

place ends and non-place begins. Auge 

describes the paradoxical situation of a 

foreigner in a country he or she does not know. 

The individual may only feel at home in the 

anonymity of non-place with which a familiarity 

is established. He says, “The possibility of 

non-place is never absent from any place. 

Place becomes a refuge to the habitue of non-

places.”21  If definitive boundaries between 

place and non-place cannot be determined, 

it must be true that a third condition exists in 

the potential intersection between the two. How 

does memory and narrative play a role in this 

dual nature, producing a powerful Uncanny?

COLLISIONS

Framed through this question, this essay will 

now make a departure into a specific place-

typological case study which holds a potential 

intersection of place and non-place. This 

condition of intersection can be found in the 

vast array of derelict industrial sites across the 

Midwest in particular. In Industrial Architecture 

of Albert Kahn, George Nelson states:

“As for the international character of 

the modern factory, one has merely 

to look at a collection of pictures. No 

one could tell the difference between 

a factory in New Zealand and one in 

Sweden, nor does there seem to be 

any particularly good reason why 

they should be different.”22 

This was written in 1939, and it is interesting 

to review this statement in today’s context, 

seeing how most of these factories sit in disuse 

today. However, what is important here is 

the typological goals of standardization and 

function that these spaces seek to achieve. 

Observing typology alone, these structures exist 

solely as non-place. They lack identity both in 

reference to the individual and the society, 

COLLISIONS

ignoring culture and context. However, these 

spaces which may be described as non-places 

today, sowed the seeds of entire towns, building 

skylines and fueling immigration. Society and 

culture grew around them. Yet as the industrial 

boom declined, these catalysts of history and 

culture faded, partially erased by the passage 

of time. In her work on redeveloping these 

industrial spaces, Carol Berens discusses this 

phenomenon: “As lifestyles and expectations 

changed, industries that had built up these 

cities were seen as interlopers in their own 

neighborhoods.”23  This is where the turmoil 

arises for these spaces as both place and 

non-place. They hold a rich multi-layered, 

yet blurred reality resulting in a breadth of 

narratives, histories, and memories. Returning 

to Auge, he states, “Places and non-places are 

rather like opposed polarities: the first is never 

completely erased, the second never totally 

completed; they are like palimpsests on which 



24    Marc Auge, Non-Places: An Introduction to Supermodernity (London: Verso, 
2009), 77.

25    Dylan Trigg, The Memory of Place: A Phenomenology of the Uncanny (Ohio: 
Ohio University Press, 2013), xxvii.

26    Sydney J. Shep, “Urban Palimpsests and Contending Signs,” Social 
Semiotics 25, no. 2 (2015): pp. 209-216, https://doi.org/10.1080/10350330
.2015.1010322.
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the scrambled game of identity and relations 

are ceaselessly rewritten.”24  This statement 

arrives at two embedded and interrelated 

ideas regarding the intersection of place and 

non-place. The first is erasure and absence.

 The second is a connection to 

palimpsests. In the same manner that history, 

relation, narrative, and memory can be 

layered, place can lose these intangible 

elements through intention or simply through 

the passage of time. Forgotten memory 

becomes just as important to these places. In 

the case of the industrial typology, disconnect 

from original use has occurred, but the original 

use remains as a ghost, never fully erased. This 

is what Auge means by place and non-place 

existing like palimpsests, and it seemingly 

aligns with the condition of derelict industrial 

sites.

 Historically, a palimpsest is a manuscript 

on which new text is layered over partially 

erased older text. A key distinction is that the 

new text does not necessarily reference the 

historic texts that existed before. Trigg makes 

a similar statement connecting this discussion 

to architectural ruins: “Having outlived their 

death, the ruins occupy the spectral trace of 

an event left behind, serving to testify to the 

past through the logic of voids, disruptions, 

and hauntings.”25  While Trigg uses descriptive 

language here, one may see how these ideas 

are deeply implicated in the concept of site. 

Ruin, erasure, and absence all play a role in 

the palimpsest nature of place. Dr Sydney J. 

Shep connects all of these themes together: 

“The contemporary semioscape is 

populated with ghost signs and talking 

walls: neglected and weathered, 

yet strangely permanent, vestiges of 

COLLISIONS

spaces and places, industries and 

individuals; richly layered evocations 

of a past that refuse to die. These urban 

palimpsests speak volumes about 

history, identity, cultural memory, 

desire, nostalgia, and erasure.”26  

In turn, this multi-layered nature of memory and 

absence generates a conflict between place 

and non-place resulting in a rich manifestation 

of the Uncanny, implicating identity (both 

individual and cultural), experience, and 

history.

 In conclusion, place and non-place are 

integral to any exploration of the Uncanny, 

connecting issues of memory and familiarity 

to identity, history, and culture. These forms 

of personal and cultural meaning are deeply 

ingrained in the character of place and the 

layered quality of overlap and erasure that are 

inherent to them. Since place is an ambiguous 

concept, it is impossible to draw solid divisions 

between place and non-place. Rather, these 

opposed and interconnected concepts act as 

palimpsests allowing for conflicted collisions. 

One such intersection is the derelict industrial 

site which, through pure functionality and 

program, can be designated as non-place. 

However, tension arises at the realization 

that these spaces may also be observed as 

place, having laid the groundwork for the 

development of cities, regions, and cultural 

growth. This dual nature holds many material, 

social, and cultural implications that form a 

layered patchwork of memory, stories, and 

future potential that generates an uncanny 

experience. 

Figure.020.    Archimedes Palimpsest. Photograph by PBS in 
article by Lexi Krock.
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. . . the lids of your eyes
are two slightly opened mouths

revealing hidden tongues
where irises once were

your faun nostrils contract
breathing inward
the future lament
erasing all signs

of the tears of blood . . .

- JOHN HEJDUK

Figure.021.  (Left) Remnants of steel rails partially erased, overtaken 
by new layers of growth. Photograph by author.

(Below) Excerpt from “Where Irises Once Were” poem by John 
Hejduk, published in Such Places as Memory.



27  “Francisco Ibanez Hantke. Palimpsest.: Estudio Ibanez,” Estudio 
Ibanez |, September 26, 2021, http://www.estudioibanez.com/projects/
palimpsest/.

28  Auge Marc, Non-Places: An Introduction to Supermodernity (London: 
Verso, 2009), 64.
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Palimpsests represents a collection of photographic 
studies by architect Francisco Ibanez Hantke that 
explore the uncanny qualities of place produced 
through eclectic memory, narrative, and layering.27 
The palimpsest found its origins in early writing as 
earlier manuscripts were scraped from parchment 
so that the material could be used for a new 
document. Remnants of the old texts remained 
behind in a ghostly state as new texts were layered 
over them. Marc Auge connects this concept to 
place, stating that “place and non-place are rather 
like opposed polarities: the first is never completely 
erased, the second never totally completed; they 
are like palimpsests on which the scrambled game 
of identity and relations is ceaselessly rewritten.”28

 Hantke’s photographic study looks at 
places in this transitional state as new construction 
mingles with the remains of urban memory. As 
the earlier texts of a palimpsest are erased, so too 
are histories, narratives, and memory of place. 
However, residues both physical and intangible 
remain behind as an eclectic patchwork. 

PALIMPSESTS Figure.022. (Left) Diagram of a palimpsest, exploring erasure, layering, 
and memory. Ghosts of previous meaning remain behind 
while new layers are made. Drawing by author.

Figure.023. (Top Right) Bishopgate 2 (2020), Palimpsests series of 
urban study. Photograph by Francisco Ibanez Hantke. 

Figure.024. (Below) Holywell Ln (2019), Palimpsests series of urban 
study. Photograph by Francisco Ibanez Hantke.



29 “Kraanspoor,” OTH, October 1, 2021, https://oth.nl/projecten/
kraanspoor.

30  Nico Saieh, “Kraanspoor / OTH Architecten,” ArchDaily (ArchDaily, 
June 25, 2008), https://www.archdaily.com/2967/kraanspoor-oth-
ontwerpgroep-trude-hooykaas-bv.
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Designed by OTH Architecten in Amsterdam, 

Kraanspoor is a three-story office structure which 

sits above an historic shipyard crane-way (Fig.03). 

The original concrete structure was designed in 

1950 and eventually fell into disuse as a relic of 

Amsterdam’s shipping industry.29 To make the 

new structure as light as possible, requiring little 

modification to the old concrete structure, the new 

building is lifted by slender steel columns three 

meters above the crane-way (Fig.026).30

 Kraanspoor utilizes an existing industrial 

site and structure that is enhanced by a conflicted 

memory formed at the intersection of place and 

non-place. The historic concrete structure remains 

as a ghost of past function, while the new building, 

though sympathetic to the existing structure, lacks 

a direct programmatic reference. This palimpsest 

nature is therefore expressed through a layering 

of meaning and conflict between memory, identity, 

and history.

KRAANSPOOR Figure.025. (Left) Kranspoor utilizes the palimpsest nature observed 
at the intersection between place and non-place at a 
derelict industrial site. Photograph by OTH Architecten.

Figure.026. (Top Right) Transverse section through existing crane-way 
and new office structure floating above. Drawing by OTH 
Architecten.

Figure.027. (Below) Existing shipyard crane-way, structure represents 
partially erased place-memory. Photograph by OTH 
Architecten.



SOCIAL UNCANNY: VOIDS, 
OVERLAPS, AND INACCURACIES

050SOCIAL UNCANNY

Figure.028.  (Left) The Sarajevo Window, from War and Architecture, 
designed by Lebbeus Woods. Image from “Slow Manifesto.”  

Not only do different people have different memories of the same past 

things, but also each of us remembers the same thing differently at different 

times. This suggests that memories are not discrete packages but fluid in 

their form and content, and that the act of remembering is almost a matter 

of being assembled anew for every recollection

  -Lebbeus Woods, Slow Manifesto



31    Robert Staughton Lynd and Helen (Merrell) Lynd, Middletown (Harcourt, 
Brace and Co, 1929), 4.

32    Robert and Helen Lynd, Middletown, 8.
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Social Uncanny: Voids, Overlaps, 
and Inaccuracies

As this thesis has established, the Uncanny 

is understood as a state of mental projection 

which occurs when there exists a blurred 

boundary between the familiar and unfamiliar. 

Overexposure can manifest an unsettling 

experience through which one may become 

lost in a place or thought which has lost its 

connection to culture or context. Previously, 

an exploration of place and non-place, as 

outlined by Marc Auge, drew a connection 

between the experience of the Uncanny and 

modes with which space can project these 

issues of familiarity and unfamiliarity into 

individual or collective consciousness. It was 

also concluded that the  Uncanny  perhaps 

manifests the strongest in spaces which exist 

between place and non-place. This is due to the 

multi-layered quality of memory and narrative. 

Experience and place,  as they relate to the 

Uncanny, cannot be fully understood without 

an exploration of social and cultural issues 

which are often at the heart of memory and 

narrative. This essay will first look to a 20th-

century sociological case-study which exists as 

an example of framed narrative and connects 

the Uncanny to the dichotomy between 

collective and individual memory and the 

reality that, as a layered patchwork, memory 

contains voids, overlaps, and inaccuracies. 

An investigation into the social and cultural 

repercussions of memory erasure, reconnecting 

to the concept of the palimpsest previously 

discussed, will follow. Finally, a discussion of 

a recent merging of history and memory due 

to the proliferation of new medias and social 

awareness will reinforce why these issues are 

of such significance in modern architectural 

thought. It will also explain why the layered 

nature of memory and narrative provide a rich 

foundation for the Uncanny to be explored in 

the design realm.

FRAMED NARRATIVE

FRAMED NARRATIVE

In 1929, Robert and Helen Lynd immersed 

themselves in a city that they gave the 

pseudonym: Middletown. Now known to be 

Muncie, Indiana, the city became the subject of 

a study in social anthropology. The goal of the 

study was to gather information on the daily 

lives of social groups living in the most normal 

of small American cities. The results of these 

studies were published in the Lynds’ written work,  

Middletown: A Study in Modern American 

Culture. The Lynds focused on six categories 

of daily life which they believed all activities 

fall. These categories were as follows: getting 

a living, making a home, training the young, 

using leisure, engaging in religious practices, 

and engaging in community activities.31  It 

was from these points of departure that the 

Lynds investigated more specific elements of 

daily life. However, it is not necessarily the 

topic of study which is the foremost concern 

of this essay. Rather, key here is the study’s 

connection with narrative and memory, or 

rather its incomplete survey of these elements. 

For as broad as the Lynds’ study sought to be, 

their work painted an incomplete picture. The 

Lynds set out with two primary considerations 

in the selection of the city to be studied: that 

the city be as representative as possible of 

contemporary American life and that it be at 

the same time homogeneous enough to be 

manageable in such a total situation study. This 

idea of a homogeneous social study begins to 

reach the primary issue with the work, but a 

further requirement discussed shortly thereafter 

paints a clearer picture: 

“A small Negro and foreign-born 

population. In a difficult study of this 

sort, it seemed a distinctive advantage 

to deal with a homogeneous, native-

born population, even though such a 

population is unusual in an American 

industrial city. Thus, instead of being 

forced to handle two major variables, 

racial change and cultural change, the 

field staff was enabled to concentrate 

upon cultural change.” 32

One may argue that racial and cultural 

change go hand in hand. Regardless, the 

Lynds intentionally chose to disregard minority 

populations in their study, even though they 

noted their study as a baseline from which 



33    Luke E. Lassiter, The Other Side of Middletown: Exploring Muncie’s African 
American Community (Walnut Creek, CA: AltaMira Press, 2004).
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future studies which might include minority 

populations may be compared.

 The work of the Lynds presents a framed 

idealistic portrait of the American dream at 

the height of Muncie’s industrial boom. This 

erasure of memory, narrative, and identity. 

These relationships produce conflicts of 

familiarity, the Uncanny, which occur when the 

familiar becomes unfamiliar due to a disconnect 

between place and culture or context.

 One conflict which may become clear 

as one compares each of these works is the 

difference between the types of memory and 

narrative presented. The Lynds’ work was 

significantly collectivist, even though they only 

surveyed the native populations. The work of 

those who later studied the populations that 

the Lynds ignored conveys a significantly 

different type of recollection: the memory 

of the individual. These stories are far more 

intimate and paint a picture of the individual 

as a vessel for unique experience, thoughts, 

and relationships which may otherwise be 

overlooked when looking at a culture or social 

group as a whole.

 While this research presents a specific 

case study in a specific region, as a study of 

what was once considered the most normal 

of small American cities, it is clear that similar 

presentations of traditional narratives of the 

American Dream or the Midwest’s industrial 

boom permeate socially and culturally across 

the country and in a larger context, the world. 

This returns to the discussion of industrial spaces 

industry eventually faded, leaving in its wake 

derelict sites, and increased social and cultural 

conflict. Many years later in 2004, a group 

of Muncie community members and Ball State 

University students produced a new study, The 

Other Side of Middletown,33  which surveyed 

the city’s African American population which 

had been neglected by the Lynds. This work 

uncovered places and stories which served 

as counter-narratives to many of the Lynds’ 

findings. Middletown, therefore, sits in an 

uncanny middle-ground. The layered quality of 

Muncie as place results from the overlap and 

MEMORY ERASURE

which began in the previous essay. While they 

may exist as both place and non-place, it must 

also be recognized that these intersections 

also hold a significant network of narrative 

and memory, framed in particular ways for a 

variety of social and cultural groups, but also for 

individuals. It is possible to develop relational 

connections to the places which one inhabits 

and they become an extension of personal or 

societal identity. Memory and narrative were 

previously described as a layered patchwork. 

This is seen in the Middletown study which 

contains voids, experiences of those who were 

left out of the study, potential inaccuracies due 

to the work’s collectivist nature, and overlaps 

which occur between cultural groups and 

individual identities. 

MEMORY ERASURE

Just as framed narrative produces obscurities, 

voids, and overlaps in the storied fabric of 

place and experience, erasure is another way 

that social and cultural narratives may result in 

the dissonance of the Uncanny. The idea of the 

palimpsest is once again a relevant metaphor 

for the way in which memory and narrative 

may collide or misalign in specific places or 

social and cultural landscapes. 

 While the discussion has at times focused 

on derelict industrial sites as a vessel containing 

many characteristics of the Uncanny, this essay 

will transition to a connection between these 

sites and areas ravaged by war. Though war 

may be an extreme metaphor, with very different 

circumstances, the Uncanny battlegrounds of 

war in a cultural context, through the frame 

of memory, is significantly comparable to 

the ravaged areas of industrial decline found 

across the Midwest. This research will focus 

on the social and cultural repercussions of 

the destruction of war and a battle between 

memorialization and forgetting which follows 

wartime conflict. In his work which explores 

these concepts, The Destruction of Memory, 

Robert Bevan states:

“History moves forward while 

looking over its shoulder; how much 

to commemorate and remember, 

how much needs to be forgiven then 

forgotten in the interest of peace within 

and without? There is a danger in life 

becoming reified in permanent honor 

to memories of suffering. Rebuilding, 

Figure.029. Robert and Helen Lynd. Image from Staughton 
Lynd.  Author unknown.



34    Robert Bevan, The Destruction of Memory: Architecture at War (London, 
UK: Reaktion Books Ltd, 2016), 176.

35    Lebbeus Woods, “Beyond Memory,” in Slow Manifesto Lebbeus Woods 
Blog, 225.

36    Lebbeus Woods, “Beyond Memory,” in Slow Manifesto Lebbeus Woods 
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whether carried out by perpetrators 

or their victims, can also serve to 

mask the past; to erase the gaps, the 

voids, the ruinations that bear witness 

to history . . . Memory and forgetting 

are roped together forever; tensions 

between the two do not loosen this 

bind . . . What is remembered, 

both individually and collectively, is 

partial and not necessarily accurate 

in an attempt to create a meaningful, 

coherent narrative and identity.”34

This conflict between remembering and 

forgetting is mirrored in many ways to the 

destruction left behind by decaying industry. 

Robert Bevan uses many of the terms which 

are used in this thesis, such as memory, void, 

narrative, and identity, in comparable ways. Just 

as war results in numerous dissonant narratives 

resulting in an Uncanny collision of identity and 

experience, the idealistic, industrial, American 

Dream narratives surrounding American social 

and cultural memory are only part of the story. 

What is to be remembered and what is to be 

forgotten? What does a culture need to retain 

in order to learn from the past? These are all 

questions surrounding issues of the Uncanny 

and even then, it is only part of any history. 

As a result of both framed narrative and 

memory erasure, counter-narratives arise as 

individual experience is forgotten, covered up, 

or repressed. 

 In an article titled “Beyond Memory,“ 

Lebbeus Woods discusses this question of 

remembering versus forgetting. He states, 

“Not only do different people have different 

memories of the same past things, but also each 

of us remembers the same thing differently at 

different times. This suggests that memories are 

not discrete packages but fluid in their form 

and content, and that the act of remembering 

is almost a matter of being assembled anew for 

every recollection.”35  This arrives at the heart 

of why different narratives may branch off from 

a common starting point, divided by personal 

or collective experience and a whole range of 

other social and cultural factors including race, 

class, and general biases. Woods continues 

to discuss how memorialization keeps the 

wounds of war and trauma open and that it 

is the choice of the individual and community 

whether or not they want to retain their painful 

memories and that the choice will ultimately 

shape them. Lessons are often learned from 

painful experiences and as Bevan discussed, 

memorialization keeps these lessons at the 

front of societal memory. Woods then shifts 

to his War and Architecture projects of the 

MEMORY ERASURE

1990’s which looked at buildings damaged 

by war and their reconstruction. He posits 

that this work does not celebrate violence, but 

rather the creative healing of wounds that have 

resulted from the aftermath. He notes that he 

was convinced of the need for those who had 

suffered the traumas of war to understand its 

losses and then transcend them, move on, and 

forget. However, he states that the opposite 

may be true: “It was a romantic and much-

too-heroic vision that badly underestimated 

most people’s need to regain what had been 

lost, impossible as that is. . . People have 

preferred to remember what they lost through 

war than to cut their losses–forget it–and move 

on, making for themselves and others to flow 

something new from the ruins of the old.”36  

This need to remember what was lost leads to 

the proliferation of memorialization. In the case 

of America’s industrial past, this may present 

Figure.030. Speculative drawing concept depicting a rebuilt structure 
using found material after wartime destruction, from War 
and Architecture, designed by Lebbeus Woods. Image from 
“Slow Manifesto.” 
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one factor which has led to the persistence of 

certain biased or flawed narratives: nostalgia. 

 While America’s industrial past may be 

a stain to some, the mark of an unsustainable 

future, a time of turmoil or suffering, for many 

it recalls positive association of memories, 

whatever they may be, which a portion of 

any population may want to recapture. This 

is why many would like to return to these 

manufacturing heights rather than redefine 

identity. This will likely inform any future that 

these intersections of the Uncanny may have as 

social and cultural conflicts of familiar identity 

overlap through narrative and memory.

COALESCENCE

Finally, social and cultural issues in relationship 

with history, memory, and narrative are 

constantly evolving. In recent years our culture 

has seen a merging of history and memory. 

How events are conveyed and documented 

has shifted resulting in a rich foundation for 

architectural exploration. Further clarification 

of this idea is required, as history and memory 

seem to clearly fall hand-in-hand. In an article 

published in the Journal of Contemporary 

History, Geoff Eley explores particularities 

of history-writing in the present, specifically 

contemporary interest in memory and the 

multitude of new ways which narratives of 

the past and present are circulated through 

the mass-mediated consciousness. Eley also 

touches on remembrance verses its antithesis, 

unremembering, noting that representation 

of the past can exist as both therapy and 

distraction, a source of familiarity and 

predictability.37  He also briefly mentions the 

nostalgic desire of holding onto the familiar. 

Eley states, “In these terms ‘memory’ offers 

a crucial site of identity formation under this 

contemporary predicament, a way of deciding 

who we are and of positioning ourselves 

in time,”38  and that “in the contemporary 

transition to new information technologies and 

mass-media, processes of commodification 

and the commercialization of culture, in the 

consumer economics of entertainment and 

stylistic display, produce a postmodern economy 

of signs in which the mobile arbitrariness 

of historical imagery and citation becomes 

impossible to escape.”39  This transition into a 

mass-mediated culture has led to a blurring of 

the boundaries which designate the role of the 

traditional historian. Eley continues: 

COALESCENCE

The wider domain of ideas and 

assumptions about the past in a 

society has been claimed for historical 

study, so that the historian’s customary 

ground – that is, the boundaries 

of acceptable historical analysis, 

the definition of what counts as a 

legitimate source and an acceptable 

subject – falls more and more into 

question.”40  

Eley elaborates on this traditional role of the 

historian as a discipline of memory, shaped by 

raw and unreliable remembering of individuals 

into superior languages of objectivity, the truth 

of the archive, the reality of the historical 

record, and fact. However, this contemporary 

proliferation of history into the mass-mediated 

public realm, for better or worse, allows for 

a more accessible and less curated memory. 

History, therefore, becomes a more social 

focus than a closed sector of academia. This 

lays a rich groundwork for exploration of 

narrative and memory in the design field as 

familiarity and unfamiliarity may be blurred 

through social participation in the event of 

remembering. In turn, the experience of the 

Uncanny, complex and multi-layered, will 

either become more transparent due to the 

availability of information or more disguised 

due to an inundation of voices heard. 

 This thesis rests on the assertion that 

architecture must tell stories. There is significant 

opportunity to uncover these stories within the 

rich, multi-layered network of experience, 

place, and cultural context which is constructed 

with absences or voids, overlaps, and blurred 

definitions. These elements collide to form 

uncanny experience, place, and textured 

social landscapes. Through narratives and 

memories, both dissonant and aligned, stories, 

events, individuals, and collective groups, the 

Uncanny manifests through a broad host of 

vessels, familiar and unfamiliar to our spatial 

identities. In turn, it is the role of the architect 

as mediator to gather a wider knowledge of 

these intangible qualities of social and cultural 

Uncanny, develop an understanding of how 

they influence the diverse range of experiences 

for groups and individuals, and to embed 

design decisions with a deeper storytelling that 

relies on narrative and memory. 

37     Geoff Eley, “The Past under Erasure? History, Memory, and the 
Contemporary,” Journal of Contemporary History, 556.

38     Eley, “The Past under Erasure?,” Journal of Contemporary History 46, 
556.

39     Eley, “The Past under Erasure?,” Journal of Contemporary History 46, 
556, 557.

40    Eley, “The Past under Erasure?,” Journal of Contemporary History 46, 



060VICTIMS

. . . the unacceptability of the 
erasures

and of the unaccountable
disappearances

wherever and whenever
throughout the world . . .

- JOHN HEJDUK

Figure.031.  (Left) 1938 aerial photograph of South Works, Author 
unknown. From Illinois Historical Aerial Photography.

(Below) “Victims,” poem by John Hejduk, published in Such Places as 
Memory.



41 “Smithsonian National Museum of African American History and 
Culture,” Adjaye Associates, October 8, 2021, https://www.adjaye.com/
work/smithsonian-national-museum-of-african-american-history-and-
culture-nmaahc/.

42  Robert Staughton Lynd and Helen (Merrell) Lynd, Middletown 
(Harcourt, Brace and Co, 1929).
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Washington DC’s African American Museum, 
NMAAHC, is a museum which provides a place 
for storytelling and dialogue between layered 
and dissonant narratives that permeate issues 
of experience, place, and culture. Adjaye states 
that “the hope is that the museum will offer an 
open exploration of history, culture and society 
- thereby addressing profound aspects of the 
human condition and the positive value inherent 
in creating a forum for multiple interpretations of 
America’s history and demography.”41 In this way 
the museum itself provides opportunity as a canvas 
for these narratives to be told.

 As seen in the story of Middletown,42 
minorities such as the African American culture 
have often been overlooked in framed accounts of 
traditional American narratives whether through 
intention or neglect. Adjaye’s museum design not 
only provides a place of opportunity for the African 
American community to tell their stories, but for all 
Americans to listen, discuss, and debate layered 
and dissonant narratives which have always 
permeated American culture. 

National Museum of African American 
History and Culture

Figure.032. (Left) Facade of the National Museum of African American 
History and Culture with the Washington Monument 
looming in the background. Photograph by New Orleans 
Museum of Art. 

Figure.033. (Top Right) Diagrammatic sketch exploring transparency 
of the facade, representative of how narratives may vary 
in visibility according to the way in which they are framed.  
Drawing by David Adjaye. 

Figure.034. (Below) Interior photograph of spiral stair. Photograph by 
Darren Bradley. 



43 Daniel Libeskind and Tim McKeough, Edge of Order (Clarkson 
Potter Publisher, 2018), 248.

064PRECEDENT

Designed by Studio Libeskind from 1997-2001, 

the Imperial War Museum North sought to revitalize 

a declining industrial area in Manchester, England, 

that had been heavily bombed during World War II. 

It is an example of design which combines formal 

symbolism with concepts of memorialization. 

Libeskind states, “The design of this museum is 

based on a globe which has been shattered into 

fragments and then reassembled, echoing how 

global conflicts can redraw the boundaries and 

alliances between nations.”43 These formal shards, 

in turn, are representative of the battlefields of war, 

fought on land, on water, and in the air. Each shard, 

given its own series of program, collides with the 

others in dramatic fashion, reassembling the whole 

in a piecemeal, graft-like manner. 

 This museum recognizes the social need to 

memorialize the losses of war but does so through a 

narrative which transforms the memory of traumas 

into new experiential storytelling.

Imperial War Museum (North) Figure.035. (Left) The museum form is composed of reassembled fragments 
in reference to the way that war redraws national boundaries and 
alliances. Photograph by Architizer.

Figure.036. (Top Right) Diagram representing the building form divided by 
the global battlegrounds of war: air, earth, and water. Drawing by 
Daniel Libeskind.

Figure.037. (Below Middle) Simplified parti representing the three shard-like 
forms of the structure. Drawing by Daniel Libeskind. 

Figure.038. (Below) Museum Plan. Here one can see the collisions of each 
shard. Drawing by Studio Libeskind.
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068PROJECT INTRODUCTION

Beginning with an outline of site criteria, this 
proposal will look to connect a wide range of 
factors that are entangled in narratives at a 
local and region level. These criteria, informed 
by investigations of the Uncanny and its 
implications for architecture, became vital for 
the evaluation of decisions made throughout 
the design process. 
 These required criteria ultimately inform  
the selection of South Works, a vast expanse of 
decaying industrial residue in South Chicago 
along the coast of Lake Michigan. Once a 
prominent steel mill that supplied much of 
the steel that comprises the iconic Chicago 
skyline, the site sits unused today, a memory 
of its former program seeping with layers of 
conflicting narrative and experience. The 
experience of South Works stimulates all of the 
senses, providing insight on how particular site 
qualities may be utilized  to present narratives 
in a experiential way. 
 The investigations presented previously, 
combined with an extensive exploration into the 
uncanny qualities of South Works (experience, 

place, and sociocultural landscape) inform 
design of a new narrative hub which will 
become a place for narrative dialogue, 
presented through experiential sequence, 
reference to remaining structures, and spatial 
manipulation. 
 Comprising the majority of this section  
is a thorough documentation of design process, 
testing of previously presented thesis questions 
and investigation, and the current iteration 
of a resultant design project for a proposed 
narrative hub for South Works. 
 Uncanny Collisions and the experiences 
it proposes will utilize the uncanny qualities of 
the site and reframe the dissonant narratives 
which are embedded in its industrial 
patchwork. The elements this design proposes 
all combine to form a proposal that is cohesive, 
yet intentionally fragmented and unfinished, 
leaving the design hopeful, looking forward to 
future development in the continuing story of 
South Works and the greater rust-belt region. 
 

PROJECT INTRODUCTION Figure.039.  South ore wall, South Works, South 
Chicago. Photograph by author.



Figure.040. Moments of ruin infiltrating 
an otherwise impenetrable divide.  
Photograph by Mitchell Geis.
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SOUTH WORKS

SOUTH CHICAGO

Selection Criteria:

1. Must be ripe for experiential exploration 
of the Uncanny. This criterion stands as the 
backbone of this thesis project. Therefore, the 
site must have a significant intangible effect on 
those who visit as it currently exists.

2. Site selection must hold a wealth of historical 
significance on a local and regional level.  
Existing ruins, erased memory, and framed 
narratives are important factors in this history 
and the site should physically reflect these 
qualities.

3. Site must exist in an uncanny state surrounded 
by a patchwork of narratives, some dissonant, 
some aligned. These narratives must be tied to 
experience, place, and cultural context.

South Works, the site of a former steel mill 
that supplied much of the steel that comprises 
the Chicago skyline sits mostly empty today, 
a decaying corpse of the Midwest’s industrial 
boom. Located on the site are remnants of its 
former program, massive concrete ore walls 
spanning over 2,500 feet, mysterious tunnels 
covered in layers of graffiti, and moorings for 
ships long forgotten.
 The industrial background of the 
site contains a rich palimpsest of narrative: 
industrial heights of the 19th and early 20th 
century, influx of immigration, experiences of 
segregation and cultural tensions, significant 
disparity in living conditions, and the American  
dream.

PROCESS + RESULTS

SITE SELECTION Figure.041.  Site location map. South Works; South Chicago, Illinois. 
Drawing by author.
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Figure.042.  South Works produced much of the 
steel that comprises the Chicago skyline, 
Photograph by Mitchell Geis.



SITE CONTEXT

South Works is located in South Chicago along 
the coast of Lake Michigan and at the head 
of the Calumet River, a waterway synonymous 
with Chicago industry. Once a booming hub 
of industry, the steel mill began to downsize 
in the 1970’s. In the winter of 1992 it was 
announced that the mill would officially close 
and demolition continued until 2004. Today 
the site sits mostly empty except for a small 
strip along the shoreline of the lake which was 

converted into a park (Steelworkers Park) to 
commemorate those who worked in the plant. 
The site is not only significant due to its previous 
program and prominent location along Lake 
Michigan, but also speaks to a rich cultural past 
as a major catalyst of immigration as well as 
a place of social disparity that fueled moments 
of turmoil, violence, and even solidarity in the 
neighboring residential areas.

EXISTING STRUCTURES

The site contains numerous remnants of the 
site’s past function, the most notable of which 
are prominent concrete walls (dark purple) 
standing nearly 30 feet tall, 20 feet wide, 
and over 2,500 feet in length. These walls run 
parallel with the south slip to the north which 
gave access to massive lake freighters that 
delivered iron ore.  These walls are the only 
major structures still standing from the previous 
site program. A tunnel runs through the inside 

of the northern-most wall that provided access 
to vital systems which kept the steel mill running.
 These walls are an important icon of 
South Chicago, representing years of memory 
defining a noteworthy sense of place in South 
Chicago. These walls will play an integral role 
in this thesis proposal and the design project 
moving forward. They will be looked to for 
inspiration and experiential delineation. 

075PROCESS + RESULTS 076SITE SELECTION CRITERIA

Figure.043.  Site Context. South Works; South Chicago, 
Illinois. Drawing by author.

Figure.044.  Existing Structures. South Works; South 
Chicago, Illinois. Drawing by author.
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HISTORIC STRUCTURES

While the remaining ore walls are prominent 
today, the site was once visually dominated by 
an intense industrial skyline. Enormous metal 
silhouettes of blast furnaces, slender smoke 
stacks, and long truss joists stood visible from 
afar (Fig.047, Page 079-080). These imposing 
skeletons, now only ghosts of memory, add 
to the intangible sense of void that permeates 
the site. The ore walls still provide a lasting 
reference to the structures  that were once 

arrayed across the site and may provide 
clues or suggestions for new program, site 
function, and experience. The long concrete 
walls may provide inspiration  relating to the 
memory of place and how this memory may be 
manipulated for a new experience. However, 
the way that these walls were used adds a 
further layer of information to this exploration. 

SITE SELECTION CRITERIA

MATERIAL CIRCULATION

The walls and bygone structures organized 
an intense but efficient process of steel-making 
that may indicate new modes of site circulation 
or spatial organization. 
 Iron ore, the primary raw material for 
steel-making, was delivered by way of lake 
freighter from Lake Michigan. These ships 
would navigate to the North Slip where they 
would moor to unload. A system of joists 
ranging in scale would be used to convey the 

raw iron ore  to the ore dump, an immense 
pile of raw material sandwiched between the 
concrete walls which still stand today. This 
material would then be transferred to the blast 
furnaces to be smelted and processed into 
steel. From here, the steel would be shaped and 
processed into structural members, rails, and 
other products and stored in the stockyards.

Figure.045.  Historic structures. South Works; South 
Chicago, Illinois. Drawing by author.

Figure.046.  Material circulation. South Works; South 
Chicago, Illinois. Drawing by author.
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Figure.047.  South Works, ships (left) unload iron ore which is stored 
between the ore walls, later sent to the blast furnaces 
(right) to make steel.  Author unknown. 
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SOUTH WORKS

SOUTH CHICAGO

The experience of South Works is notably 
poetic. It stimulates all senses as the visitor walks 
through an enormous palimpsest, experiencing 
moments in time. A long drive along 2,500 feet 
of concrete ore wall and wildlife succession 
generates a state of anticipation and quiet 
mystery. The walls themselves stand massive 
and imposing, casting heavy shadows that 
creep as hours pass. Scents of lake air, rusting 
iron, and cold mildew are subtle, yet ever 
present. The soft waves of Lake Michigan sway 
large metal beams partially submerged calling 
to one another as a flight of whales crossing 
the depths.
 Damp tunnels buried within the ore 
walls provide their own sensorial experience 
featuring rhythmic light, pockets of darkness, 
and the stamps of graffiti. The site as a whole 
is a layered canvas of program long forgotten 

and the uncanny nature of place recalling event 
between history and now.
 This analysis makes a deeper inquiry 
into  several sensorial qualities of the site 
including olfactory experience, auditory 
experience, and the effects of light and thermal 
mass that are the result of the existing ore walls 
measuring 30 feet in height and over 20 feet 
transversally.

SITE ANALYSIS Figure.048.  Ecological succession contributes to the experience 
of the South Works. Photograph by author.
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BOUNDARIES AND ACCESS

Access to the site and connection to the 
surrounding neighborhoods of South Chicago 
today sit in stark contrast to the site of fifty 
and even one-hundred years ago. Sanborn 
maps from 1897 note a residential context 
which directly abutted  South Works and even 
reached into the industrial site at particular 
points. Today the site sits in almost total isolation 
from  any nearby residential areas. South Lake 
Shore Drive, running along the west edge of 

South Works, marks a division that isolates 
the site from any context or cultural reference 
that was once adjacent. Vacant lots continue 
sporadically to the west of this thoroughfare 
further separating South Chicago from the 
industrial site that catalyzed it. 
 East 87th Street allows access to the site 
and Steelworkers Park from South Chicago. 
This is the only public access into South Works.

OLFACTORY EXPERIENCE

The experience of the site stimulates all of 
the senses. One sense that might be utilized 
to organize circulation or locate particular 
experience is the sense of smell. The site 
provides many scents welcoming visitors 
to certain areas of the site. To the south, the 
smell of vegetation and young plant growth 
subtly encompasses several zones. To the east, 
Lake Michigan provides gusts of lake air and 
occasionally odors of decay. To the north along 

the North Slip, mildew dominates the expanse 
of shaded concrete wall as well as the tunnels 
which run through. The scents of iron and rust 
also permeate the site, coming to the forefront 
at particular locations. 

SITE ANALYSIS

Figure.049.  Boundaries and access. South Works; South 
Chicago, Illinois. Drawing by author.

Figure.050.  Olfactory experience. South Works; South 
Chicago, Illinois. Drawing by author.
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Figure.051.  Auditory experience. South Works; South 
Chicago, Illinois. Drawing by author.

Figure.052.  Light and thermal mass. South Works; South 
Chicago, Illinois. Drawing by author.

085PROCESS + RESULTS 086SITE ANALYSIS

AUDITORY EXPERIENCE

The site and existing concrete walls present 
much opportunity but also potential challenges 
regarding auditory qualities and the way that 
sound moves across the site. Notable sounds 
that can be heard on site include swash, 
rhythmically slapping against the northern 
jetty, gusts of wind rustling through the trees, 
vehicular sounds from South Lake Shore Drive 
to the west, and the occasional babble of native 
wildlife. 

 The existing ore walls present a solid 
buffer between the north and south ends of 
the site. This hinders sound from the north or 
south but also presents a unique quality of 
reflection which could be utilized in effective 
ways. Likewise, the walls channel sound in the 
east-west direction, channeling the rhythmic 
crashing of waves deeper to the west.

LIGHT + THERMAL MASS

In a similar manner to the way that the ore 
walls effect the qualities of sound on the site, 
they also present distinctive qualities of light 
and shadow. Moreover, the walls, over twenty 
feet of solid concrete width, presents a robust 
thermal mass which might be utilized for 
building or sight heating. 
 The dichotomy of light and shadow 
also function in an experiential fashion that 
may be utilized to reinforce desired emotional 

responses within the narrative spaces. 
 The remnants of concrete now obscured 
by plant growth and erosion also provide 
potential opportunity for thermal absorption or 
reflection. These memories of previous structure 
still have a lasting effect on the site marking 
absence by the effects they produce. 
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Figure.053.  North ore wall on.  Photograph by Phil Velasquez. 
From Chicago Tribune.



Figure.055.  Perspective View Map. South Works; 
South Chicago, Illinois. Drawing by author. 
Photographs G-L by author.

Figure.054.  Aerial View Map. South Works; South 
Chicago, Illinois. Drawing by author. 
Photographs A-F by author.
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092EXPANDED MASTER PLAN

While Uncanny Collisions is a master 
plan proposal for a narrative hub utilizing 
the remaining ore walls of South Works, 
an expanded master plan was considered 
(Left). This plan collage is part site analysis, 
part proposal for the reconnection of South 
Chicago back to the South Works site. This 
rough proposal presents opportunity for new 
park promenades, preserved landscape and 
biodiversity, and bridges which sew the divide 
between the two sides of South Lakeshore 
Drive. Within this expanded master plan is 
opportunity for a diverse range of experiences  
and reframed views and narratives. The end of 
Chicago’s Metra Line also provides opportunity 
for this potential reconnection.  Central to 
this proposal is the narrative hub proposal 
and its core anchor program (Pg.126), 
programmatically tying back to South 
Chicago. This collage (Left) contains numerous 
layers, markers, and memories, which may 
be informative for further study of the South 
Works site.

EXPANDED MASTER PLAN Figure.056.  (Left) Expanded master plan proposal for 
South Works, South Chicago. Drawing by 
author.

Figure.057.  (Right) Expanded master plan concept 
sketches. Drawings by author.
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Figure.058.  Graffiti marks the walls of South Works, 
a palimpsest marking moments in time.  

Photograph by Mitchell Geis.



096DESIGN CRITERIA

After research and investigation into the 
Uncanny, the selection of South Works as 
a laboratory to test my thesis, and a deeper 
evaluation into the history and narratives of the 
site itself, several design criteria emerged. 

• Convey narratives through architectural 
intervention at multiple scales and weave 
a dialogue of countering narratives 
(anthropocentric, steel/material movement, 
and natural) through formal symbolism, site 
circulation, and architectural experience

• Integrate a core anchor program 
which seeks to reconnect the 
community of South 
Chicago back to 
an industrial 
landscape 
which was once 
intimately woven 
into the urban fabric

• Preserve the uncanny qualities of the site 
and utilize the emotive experiences and 

memory embedded in South Works’ 
industrial palimpsest

While many more criteria were considered 
during the design of this narrative hub proposal, 
these three became key aspects which were 
consistently used to consider, make, and 
evaluate design decisions during all phases of 
the project. 

DESIGN CRITERIA Figure.059.  (Left) Rhythmic apertures arrayed along 
an endless passage. Photograph by author.

Figure.060.  (Right) Uncanny Collisions, master plan 
model.  Drawing by author. Photograph + 
Model by author.
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EARLY DESIGN PROCESS: 
NARRATIVE LANGUAGES

Figure.061.  (Left) Parti models exploring qualities 
of site and potential building concepts. 
Photograph + models by author.

The storytelling capacity of any design 
relies heavily on its design language. This 
language can present itself through form, 
material, circulation, site integration, and 
other attributes which are key to the emotions 
it hopes to convey. From the outset of this thesis 
and subsequent design project, a significant 
depth of inquiry was given to South Works’ 
countering narratives and the languages which 
might be successful in conveying their place in 
the greater palimpsest.  Since language is so 
central to the questions posed by this thesis, 
much time was given to brainstorming potential 
forms, materials, site qualities, and design 
parti’s long before the larger master plan was 
considered. 
 A catalogue of parti models were 
developed (Left), exploring singular ideas.   
These distilled ideas focus on ideas at various 
scales: detail, building, site. These models 
explored partis such as cross-directionality, 
layers, site acoustics, and olfactory zones. 
What was discovered through this process, 
and through a project of this magnitude, is the 

difficulty in paring any concept into a single 
idea. This speaks to the interwoven nature of 
narrative and its varying scales of cause and 
effect. This  series of parti’s played a vital role 
in the current iteration of this project, informing 
the layered nature of the master plan proposal 
which speaks many languages, rather than a 
single unified dialect.
 Moreover, these explorations informed 
the three primary design languages (following 
page) which are present in the master plan 
proposal. These three languages align with 
the three primary narrative categories present 
in  the proposal. While many of these ideas 
were not carried into the current iteration, 
each played an important role in the project’s 
development and thought.
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A

B

C

D

E

EARLY DESIGN PROCESS: 
NARRATIVE PARTI SERIES

Figure.062 A-E.  Parti series communicating 
primary design languages at the master 
plan scale. Photograph by author.

Uncanny Collisions, a master plan design 
proposal for a new narrative hub on the site 
of former US Steel South Works, is conceived 
in parti, as a series of layered pathways which 
each speak a particular language, concerned 
with different forms of narrative as it relates to 
the site. 
 The proposal is comprised of three 
layered forms of narrative pathway: an 
anthropocentric path which is fragmented by 
the ore walls (A + B), cross circulation bridge 
follies (C) relating to the historic movement of 
iron ore and other raw materials across the 
site, and nature pathways (E) which exist as 
a temporal essence: desire paths worn into 
the landscape over time, and formal effects at 
intersections with other narrative moments. 
 Conceived as a layered, maze-like 
experience, this proposal tells a story of the 
interconnected nature of countering narratives 
and their tendency to affect and respond to 
each other. No single narrative stands on its 
own, each equally significant to the layered 
story of South Works and the greater rust-belt 

region. In particular, moments of intersection, 
uncanny collisions, play a key role in the 
telling of such a story. These moments exist at a 
blurred boundary between multiple narratives, 
where a greater story emerges, a potentially 
uncomfortable or curious moment where 
countering narratives misalign, and a dialogue 
between opposes polarities may occur.
 While this master plan proposal exists 
in a layered, maze-like form, it is also left 
unfinished and fragmented, left open to further 
development and discussion as the narratives 
of South Works continue to evolve through time 
as an ever-breathing palimpsest, containing 
snapshots and frozen moments, ever informed 
by the people, materials, and nature of the 
multifaceted industrial landscape.
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EARLY DESIGN PROCESS: 
ANTHROPOCENTRIC PATH

Figure.063.  Process sketches for the anthropocentric 
pathway. Drawings by author.

Figure.064.  (Following Page) Early ideas for a “bag 
of tricks” exploring formal interventions, 
reframing narrative experience. Drawings 
by author.

The human role in the history of South Works 
cannot be understated. As with all stories of 
industrial heights and subsequent decay, the 
site and its layered state would not exist without 
anthropocentric influence. In turn, all countering 
narratives, those of material movement and 
stages of nature owe much of their qualities and 
responses to the human hand. While it cannot 
be said that anthropocentric narratives are the 
most important, as all are equally significant, 
the anthropocentric line forms a key backbone 
for the experiences proposed in this master 
plan.
 The idea of the narrative thread 
informed this pathway, beginning as a line 
which may be used to present narratives of key 
people significant to the story of South Works.   
Though as narrative possesses uncanny 
qualities, the anthropocentric experiences of 
South Works are fragmented. Since narratives 
may be framed and erased, this line is formally 
and symbolically fragmented by the walls of 
South Works. In turn, these fragments are at 
times erased, misaligned, and shifted in ways 

which reframe experiences of the walls and 
intersections with other narrative moments. 
 While material movement exists as 
another language within the master plan, 
materials play a role in this experience as 
well, owing to the interconnected quality of 
all countering narrative dialogues. These 
anthropocentric pathways utilize COR-TEN 
steel, a material which was developed and 
patented by South Works’ original owners, U.S. 
Steel. Originally designed for the production 
of railroad coal wagons, this material quickly 
gained popularity first as a material for works 
of public art and then as a desired building 
material which aleviated the need for painting.
 Within the greater master plan, the 
anthropocentric pathway attempts to reframe 
the experience of the existing ore walls and the 
other narrative forms in a wide range of ways 
in the hope that these different experiences 
might produce new dialogues and emotive 
responses.
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Figure.065.  (Left) Additional ideas for a “bag of 
tricks” exploring formal interventions, 
reframing narrative experience. Drawings 
by author

Figure.066.  (Right) Writing by Tim Ingold, The Life 
of Lines, which played a role in the early 
conceptualization of  Uncanny Collisions.



Figure.067.  South Works, ships (left) unload iron ore which is stored 
between the ore walls, later sent to the blast furnaces 
(right) to make steel.  Author unknown. 



109PROCESS + RESULTS 110UNCANNY COLLISIONS

As the site of a former steel mill, once the 
Calumet region’s largest, material movement 
and narratives of industry play a key role 
in the site’s greater narrative. Explored 
through site analysis (Ref: Fig.046, Pg.078), 
cross-circulation of materials suggests a 
perpendicular organization which manifests 
in this proposal as a series of structural folly 
elements organized  in a series which recalls the 
massive rig structures which once carried iron 
ore and other raw materials perpendicularly 
across the walls. This circulation contradicts 
the enormous length of the existing walls. 
Through most of the master plan, the ore walls 
are left intact, dividing the site and preserving 
the experience of isolation currently produced 
by the massive concrete forms. While the 
walls fragment the anthropocentric pathway, 
this series of structural follies provide cross 
circulation and at times alleviate this sense of 
isolation.
 Consideration is also given to the 
particular orientation of each structure. 
Several of structures point to key contextual 

locations: South Chicago, the downtown Loop, 
Lake Michigan, and Gary, Indiana. Several 
follies formally signify  open-ended narrative 
concepts. For example, one is conceived as 
an impossible cantilever, counterweighted by 
a mass of displaced ore wall. Underneath, 
the anthropocentric pathway shies away from 
the weight, precariously balanced above it. 
Another is broken, fallen and submerged 
into the landscape. Here, the anthropocentric 
pathway  reaches up to caress the scabbed 
wound.
 Deliberation was also given to the specific 
habitation of each folly. The counterweight is 
not directly inhabitable, rather it is primarily 
experienced from below, where, depending 
on the location of a particular individual, the 
cause (chunk of wall) or reaction (cantilever) is 
not revealed.
 While some are inhabitable within the 
structure, others are accessed from the side or 
from below. Each touches other narratives in its 
own way, given its own personality, and each 
has its own story to tell.

EARLY DESIGN PROCESS: 
MATERIAL MOVEMENT FOLLIES

Figure.068.  (Left) Process sketches for a series of 
structural follies, representative of material 
movement and site circulation (Ref: 
Fig.046, Pg.078). Drawings by author.
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Figure.069.  (Left + Right) “Impossible Cantilever” structural 
folly model. Model + Photograph by author.

Figure.070.  (Bottom) Broken structural folly model. Model + 
Photograph by author.
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EARLY DESIGN PROCESS: 
NATURE PATHS

Figure.071.  (Previous page) Notes and research on the 
history of South Works and an early physical 
diagram investigating the concept for a nature 
ribbon. Drawings + photographs by author.

Figure.072.  (Left) Temporal nature pathways suggest 
informal movement and promote a quality of 
individual discovery. Drawing by author.

The third narrative language is that of nature, 
which has continually evolved through every 
moment of South Works. While the harsh 
industrial atmosphere has left an indelible mark 
on the site’s natural qualities, nature has always 
existed as a ghostly presence, observing as 
industry has come and gone.
 Oftentimes associated with abandoned 
industrial sites, the nature of South Works has 
experienced three notable phases. While there 
is no clear beginning or ending to each phase, 
these markers help to form an understanding 
of nature throughout the story of South Works 
and the Calumet. First Nature was that which 
existed on site prior to the advent of steel: a 
wet marshland. Before industry encompassed 
the region, much of the site did not exist. As 
industry moved in and years of steel production  
resulted in an enormous quantity of slag 
byproduct, the coastline was pushed further 
and further out into Lake Michigan and the 
mouth of the Calumet River.  This explosion of 
the steel industry in South Chicago ushered in 
a period of Second Nature, when the natural 

qualities of the site were repressed and buried. 
Though as  industry declined and its structures 
were demolished and buried, a Third Nature 
emerged. This stage remains today, in a 
moment of flux between the decay of steel, and 
the reemergence of nature in an amalgamated 
state.
 As the third form of narrative language  
embedded in this master plan proposal, nature 
presents itself in a less formal way. Recalling 
the temporal quality of the site’s nature through 
time, these pathways are, at times apparent, 
informing embedded lines and structures (see: 
anchor program, pg.126), and at others, 
ghostly, worn into the landscape over time. 
These temporal pathways disappear and 
reappear at significant moments, presenting a 
landscape open to exploration. These pathways 
may suggest “incorrect” directionality, leading 
individuals in unforeseen ways, reframing 
views to and experiences of other narratives.
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Figure.073.  Master plan process sketch. 
Drawings by author.
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Figure.074.  Uncanny Collisions overview, proposal 
for a new narrative hub on the site of 
South Works.  Drawing by author.



Figure.075.  Uncanny Collisions, master plan.  
Drawing by author.
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Figure.076.  Uncanny Collisions, master plan 
model.  Drawing by author.
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ANCHOR PROGRAM Figure.077.  (Left) Anchor program. Drawing by author.
Figure.078.  (Following Page) Concept sketches for anchor 

program. Drawings by author.

Central to the master plan design proposal is a 
core anchor program. As steel came and went, a 
greater disappearance occured. When industry 
exploded across the region, the population 
of surrounding communities exploded as 
well, fueled by extensive immigration into the 
area. From this influx of people came a rich 
multi-cultural foundation upon which industry 
flourished. As the surrounding neighborhoods 
grew, homes were pushed closer and closer 
into South Works, blurring the boundary 
between community and industrial landscape.
 As South Works began downsizing, 
officially closing in 1992, it began a decline 
which touched far more than the the ore walls 
and blast furnaces. A community once deeply 
embedded, both culturally and physically in the 
industrial landscape, experienced a parallel 
decline. Today, South Works remains severed 
from the community of South Chicago, divided 
by Lake Shore Drive and countering narratives 
of industrial heights. 
 This thesis and the questions it raises 
present key opportunities for reconnection to 

these integral communities in the hopes that 
both may benefit in unison. In the vein or 
storytelling, this anchor program is composed 
of  narrative-adjacent programs: theater, 
gallery, multi-purpose spaces, and archive. 
 The language of this anchor program 
manifests as a scar cut through the ore walls and 
landscape, aligning with the cross circulation 
embedded in the master plan (structural 
“material” follies), and  representative of the 
missing memory in the story of South Works. 
The landscape, while scarred, reaches up 
sympathetically in response to the violent cut, 
forming these programmatic anchor spaces 
in a combined language at the collision of 
landscape and void. At this intersection, the 
landscape shears at lines informed by the nature 
narrative pathways worn into the landscape. 
These shears represent key moments where 
the ephemeral nature paths formally solidify, 
emerging to the forefront of the design proposal 
before vanishing back into the landscape. 
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Figure.079.  Anchor program, plan. Drawing by author.
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Figure.080.  Uncanny Collisions, elevations + 
sections.  Drawing by author.
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Figure.081.  Uncanny Collisions, elevations + 
sections.  Drawing by author.
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Figure.082.  (Left) Theater, exploded axonometric, curtain wall, 
structure, green roof.  Drawing by author.

Figure.083.  (Right) Detail structural + systems sketches.  Drawings 
by author.
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Figure.084.  Anchor program model.  
Photograph + model by author.
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Figure.085.  (Left + Right) Anchor program model.  
Photograph + model by author.
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Figure.086.  Anchor program model.  
Photograph + model by author.



Figure.087.  Anchor program overview.  
Drawing by author.
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Figure.088.  Uncanny Collisions, experiential 
views.  Drawings by author.
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Figure.089.  Uncanny Collisions, experiential 
view.  Drawing by author.
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Figure.090.  Uncanny Collisions, experiential 
views.  Drawings by author.
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Figure.091.  Industrial shoreline of northern Indiana, Gary area from 
South Works.  Photograph by author. 



156PROJECT CHALLENGES

Several considerable challenges arose from the outset of this 
thesis project. These ranged in scale and context relating to 
physical site conditions and also to those uncanny qualities 
of memory that are layered and stamped on the site and 
nearby communities. These challenges presented key questions 
which were important throughout the process, continue to be 
important for the current iteration of the project, and will 
be important for consideration of any further study into the 
topic of narrative architecture and the Uncanny.

CULTURAL CONSIDERATION

How does one consider the many narratives which 
fracture across the connected cultural landscape 
of industrial experience and its fallout? How will 
connections be drawn or redrawn in reference to 
the neighboring communities that were built on the 
industrial foundation that South Works provided. 
The site currently sits in a state of isolation, severed 
from these neighborhoods and cultural heritage 
that it played a role in catalyzing. At the same time, 
a darker narrative of struggle, segregation, and 
unrest is ingrained in this cultural landscape and on 
the concrete walls of South Works. Exploration into 
narrative and the uncovering of counter-narrative 

will require unorthodox methods of thinking in 
terms of experiential design and the dialogue that 

is considered.

PHYSICAL SITE CONDITIONS

Physical site challenges are also present. South 
Works, a once sprawling site of steelwork, is 
primarily composed of industrial materials and 
potentially harmful contaminants. Though significant 
work was carried out to clean up these materials, 
the threat remains a concern moving forward. 
While the ore walls still stand, they sit in a state of 
disuse and it is conceivable that they may require 
significant reinforcement. While the sensorial 
elements of South Works are a notable opportunity 
for this project, the site location presents notable 
challenges. Sitting on the Chicago coastline, any 
development on this site will require extensive 
consideration of extreme weather conditions, 
most significant in the winter months. Since these 
challenges were not the primary consideration of 
this thesis, they played a smaller role in site analysis 

and the design process.

PROJECT CHALLENGES Figure.092.  (Left) A caved-in section of tunnel.  
Photograph by Author. 



158CONSIDERATION FOR FURTHER STUDY

The breadth of this thesis inquiry is expansive. From the 
outset, I always accepted that the extent of potential inquiry 
would only be skimmed.  While this is the case, the intention 
was, and still is, that these inquiries would fuel a lifelong 
academic project for myself and hopefully inspire others to 
pursue exploration into these inquiries. 

SIGNIFICANCE + NECESSITY OF NARRATIVE 
ARCHITECTURE

The architects whom I have come to admire most 
through my undergraduate learning have always 
been quite transparent when it comes to their drive 
to invest their designs with qualities of storytellings. 
Some are quite blunt in their stances, asserting 
that all good architecture should tell stories. As 
each academic year has passed, I have come 
closer and closer to a realization of the value of 
this assertion and the ability that design has to 
touch the soul.  While this is by no means a new 
perception, I believe that narrative architecture 
is ever more vital in today’s built environment, a 
landscape overgrown with homogeneous buildings 
and sterile walls. While written stories eventually 
reach a conclusion, the emotions they create and 

the imagination they spark live on. Architecture 

does the same.

ASSESSMENT + OUTLOOK

Industrial decay is ingrained in the psyche of the 
Midwest, and our sense of place is marked by these 
sites which we live next to and pass on the highway.  
These sites, layered and complex, lie forgotten, a 
relic of a bygone age. When considering a site 
to test this thesis, South Works stood apart due 
to its sheer scale, its intangible qualities, and its 
ephemeral personality. 
 While I was drawn by the enormous scale 
of South Works, the ideas and considerations 
behind this thesis are scalable in a way which 
leaves infinite room for further exploration. As I 
have stated, this was intentional. My hope [and 
fear] was that the enormity of potential inquiry 
would be so vast that I could forever lose myself to 
its possibilities. Therefore, rather than a completed 
project to be analyzed, Uncanny Collisions stands 
as a fluid manifesto, a working outline from which 
to evaluate future endeavors in the hope that it may 
live on. 

CONCLUDING THOUGHTS + 
CONSIDERATIONS FOR FURTHER STUDY

Figure.093.  (Left) Locals have left their mark on the 
canvas of South Works.  Photograph by Author. 
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IMAGE CREDITS

Figure.001. (Page.viii) South Works; South Chicago, Illinois. Drawing by author.

Figure.002. (Page.x-xi) Uncanny Collisions, proposal for a new narrative hub on 
the site of South Works, South Chicago.  Drawing by author. 

Figure.003. (Page.003-004) Ore Walls of South Works, South Chicago. Photograph 
by Mitchell Geis.

Figure.004. (Page.011) Lake freighter unloads iron ore at South Works, South 
Chicago.  Photograph by U.S. Steel. 

Figure.005. (Page.013) Massive ore walls produce powerful shadows that creep 
slowly and shift with time. Photograph by Maarten Bergsma.

Figure.006. (Page.017) Massive ore walls produce powerful shadows that creep 
slowly and shift with time. Photograph by Maarten Bergsma.

Figure.007. (Page.021) Shalekhet - Fallen Leaves, Menashe Kadishman, Jewish 
Museum Berlin deigned by Studio Libeskind, Berlin 1989-1999. 
Photograph by Hufton+Crow.

Figure.008. (Page.023) Pawn Shop Austin Texas.  Photograph by Shandor Hassan 
Retrieved from, Slow Manifesto, Lebbeus Woods.

Figure.009. (Page.025) Forgotten moorings stand at attention, vestiges of long-
ago program, South Works, South Chicago. Photograph by author.

Figure.010. (Page.027) Photograph from interior of the Holocaust Tower, 
Jewish Museum Berlin deigned by Studio Libeskind, Berlin 1989-1999. 
Photograph by Hufton+Crow.

Figure.011. (Page.028) Diagram depicting entry sequence into the museum, 
Drawing by author.

Figure.012. (Page.029, Left) Photograph of Garden of Exile, Jewish Museum 
Berlin designed by Studio Libeskind, Berlin 1989-1999. Photograph by 
Michele Nastasi.

Figure.013. (Page.029, Right) Three axes of lower level: Exile, Holocaust, 
Continuity., Drawing by author.

Figure.014. (Page.030) Voids, representative of those lost to the Holocaust, cut 
through the body of the museum.  Drawing by author.

Figure.015. (Page.031) Image of follies that act as placeholders for memory, 
Parc de la Villette designed by Bernard Tschumi, Paris 1982-1998. Image 
from Red Is Not a Color. Accessed 22 Sept. 2021.

Figure.016. (Page.032, Top) Collection of design drawings, Parc de la Villette 
designed by Bernard Tschumi, Paris 1982-1998. Image from Red Is Not 
a Color.  Accessed 22 Sept. 2021.

Figure.017. (Page.032, Bottom) Concept diagram for autonomous follies, Parc de 
la Villette designed by Bernard Tschumi, Paris 1982-1998. Image from 
Red Is Not a Color. Accessed 22 Sept. 2021.

Figure.018. (Page.033) Moments of ruin infiltrating an otherwise sturdy divide, 
South Works, South Chicago. Photograph by Mitchell Geis.

Figure.019. (Page.040) Industrial sites exhibit traits of non-place, only invoked 
by the associations they recall. Author unknown.

Figure.020. (Page.041) Archimedes Palimpsest. Photograph by PBS in article by 
Lexi Krock.

Figure.021. (Page.043) Remnants of steel rails partially erased, overtaken by new 
layers of growth. Photograph by author.

Figure.022. (Page.045) Diagram of a palimpsest, exploring erasure, layering, and 
memory. Ghosts of previous meaning remain behind while new layers 
are made. Drawing by author.

Figure.023. (Page.046, Top) Bishopgate 2 (2020), Palimpsests series of urban 
study. Photograph by Francisco Ibanez Hantke. 

Figure.024. (Page.046, Bottom) Holywell Ln (2019), Palimpsests series of urban 
study. Photograph by Francisco Ibanez Hantke.

Figure.025. (Page.047) Kranspoor utilizes the palimpsest nature observed at the 
intersection between place and non-place at a derelict industrial site. 
Photograph by OTH Architecten.

Figure.094. (Left) Scraps of mangled steel grow 
from rocks, lining the shore. Photograph 
by author.
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Figure.026. (Page.048, Top) Transverse section through existing crane-way and 
new office structure floating above. Drawing by OTH Architecten.

Figure.027. (Page.048, Bottom) Existing shipyard crane-way, structure represents 
partially erased place-memory. Photograph by OTH Architecten.

Figure.028.  (Page.049) The Sarajevo Window, from War and Architecture, 
designed by Lebbeus Woods. Image from “Slow Manifesto.”  

Figure.029. (Page.053) Robert and Helen Lynd. Image from Staughton Lynd.  
Author unknown.

Figure.030. (Page.056) Speculative drawing concept depicting a rebuilt structure 
using found material after wartime destruction, from “War and 
Architecture,” designed by Lebbeus Woods. Image from “Slow Manifesto.” 

Figure.031.  (Page.059) 1938 aerial photograph of South Works, Author unknown. 
From Illinois Historical Aerial Photography.

Figure.032. (Page.061) Facade of the National Museum of African American 
History and Culture with the Washington Monument looming in the 
background. Photograph by New Orleans Museum of Art. 

Figure.033. (Page.062, Top) Diagrammatic sketch exploring transparency of the 
facade, representative of how narratives may vary in visibility according 
to the way in which they are framed.  Drawing by David Adjaye. 

Figure.034. (Page.062, Bottom) Interior photograph of spiral stair. Photograph 
by Darren Bradley.

Figure.035. (Page.063) The museum form is composed of reassembled fragments 
in reference to the way that war redraws national boundaries and 
alliances. Photograph by Architizer.

Figure.036. (Page.064, Top) Diagram representing the building form divided 
by the global battlegrounds of war: air, earth, and water. Drawing by 
Daniel Libeskind.

Figure.037. (Page.064, Middle) Simplified parti representing the three shard-like 
forms of the structure. Drawing by Daniel Libeskind. 

Figure.038. (Page.064, Bottom) Museum Plan. Here one can see the collisions of 
each shard. Drawing by Studio Libeskind.

Figure.039. (Page.067) South ore wall, South Works, South Chicago. Photograph 
by author.

Figure.040. (Page.069-070) Moments of ruin infiltrating an otherwise 
impenetrable divide.  Photograph by Mitchell Geis.

Figure.041. (Page.071) Site location map. South Works; South Chicago, Illinois. 
Drawing by author.

Figure.042. (Page.073-074) South Works produced much of the steel that 
comprises the Chicago skyline, Photograph by Mitchell Geis.

Figure.043. (Page.075) Site Context. South Works; South Chicago, Illinois. Drawing 
by author.

Figure.044. (Page.076) Existing Structures. South Works; South Chicago, Illinois. 
Drawing by author.

Figure.045. (Page.077) Historic structures. South Works; South Chicago, Illinois. 
Drawing by author.

Figure.046. (Page.078) Material circulation. South Works; South Chicago, Illinois. 
Drawing by author.

Figure.047. (Page.079-080) South Works, ships (left) unload iron ore which is 
stored between the ore walls, later sent to the blast furnaces (right) to 
make steel.  Author unknown. 

Figure.048. (Page.081) Ecological succession contributes to the experience of the 
South Works. Photograph by author.

Figure.049. (Page.083) Boundaries and access. South Works; South Chicago, 
Illinois. Drawing by author.

Figure.050. (Page.084) Olfactory experience. South Works; South Chicago, Illinois. 
Drawing by author.

Figure.051. (Page.085) Auditory experience. South Works; South Chicago, Illinois. 
Drawing by author.

Figure.052. (Page.086) Light and thermal mass. South Works; South Chicago, 
Illinois. Drawing by author.

Figure.053. (Page.087-088) North ore wall on.  Photograph by Phil Velasquez. 
From Chicago Tribune.

Figure.054. (Page.089) Aerial View Map. South Works; South Chicago, Illinois. 
Drawing by author. Photographs A-F by author.

Figure.055. (Page.090) Perspective View Map. South Works; South Chicago, Illinois. 
Drawing by author. Photographs G-L by author.

Figure.056. (Page.091) Expanded master plan proposal for South Works, South 
Chicago. Drawing by author.

Figure.057. (Page.092) Expanded master plan concept sketches. Drawings by 
author.

Figure.058. (Page.093-094) Graffiti marks the walls of South Works, a palimpsest 
marking moments in time.  Photograph by Mitchell Geis.

Figure.059. (Page.095) Rhythmic apertures arrayed along an endless passage. 
Photograph by author.

Figure.060. (Page.096) Uncanny Collisions, master plan model.  Drawing by 
author. Photograph + Model by author.

Figure.061.  (Page.097) Parti models exploring qualities of site and potential 
building concepts. Photograph + models by author.

Figure.062 A-E. (Page.099) Parti series communicating primary design languages 
at the master plan scale. Photograph by author.

Figure.063. (Page.101) Process sketches for the anthropocentric pathway. 
Drawings by author.

Figure.064. (Page.107-108) Early ideas for a “bag of tricks” exploring formal 
interventions, reframing narrative experience. Drawings by author.

Figure.065. (Page.105) Additional ideas for a “bag of tricks” exploring formal 
interventions, reframing narrative experience. Drawings by author.

Figure.066. (Page.106) Writing by Tim Ingold, The Life of Lines, which played a 
role in the early conceptualization of  Uncanny Collisions.

Figure.067. (Page.109-110) South Works, ships (left) unload iron ore which is 
stored between the ore walls, later sent to the blast furnaces (right) to 
make steel.  Author unknown. 

Figure.068. (Page.109) Process sketches for a series of structural follies, 
representative of material movement and site circulation. Drawings by 
author.

Figure.069. (Page.111-112) “Impossible Cantilever” structural folly model. Model 
+ Photograph by author.

Figure.070. (Page.111-112) Broken structural folly model. Model + Photograph 
by author.

Figure.071. (Page.113-114) Notes and research on the history of South Works 
and an early physical diagram investigating the concept for a nature 
ribbon. Drawings + photographs by author.

Figure.072. (Page.115) Temporal nature pathways suggest informal movement 
and promote a quality of individual discovery. Drawing by author.

Figure.073. (Page.117-118) Master plan process sketch. Drawings by author.

Figure.074. (Page.119-120) Uncanny Collisions overview, proposal for a new 
narrative hub on the site of South Works.  Drawing by author.

Figure.075. (Page.121-122) Uncanny Collisions, master plan.  Drawing by author.

Figure.076. (Page.123-124) Uncanny Collisions, master plan model. Drawing by 
author.

Figure.077. (Page.125) Anchor program. Drawing by author.
Figure.078. (Page.127-128) Concept sketches for anchor program. Drawings by 

author.

Figure.079. (Page.129-130) Anchor program, plan. Drawing by author.

Figure.080. (Page.131-132) Uncanny Collisions, elevations + sections.  Drawings 
by author.

Figure.081. (Page.133-134) Uncanny Collisions, elevations + sections.  Drawings 
by author.

Figure.082. (Page.135) Theater, exploded axonometric, curtain wall, structure, 
green roof.  Drawing by author.

Figure.083. (Page.136) Detail structural + systems sketches.  Drawings by 
author.

Figure.084. (Page.137-138) Anchor program model.  Photograph + model by 
author.

Figure.085. (Page.139-40) Anchor program model.  Photograph + model by 
author.

Figure.086. (Page.141-142) Anchor program model.  Photograph + model by 
author.

Figure.087. (Page.143-144) Anchor program overview.  Drawing by author.

Figure.088. (Page.145-146) Uncanny Collisions, experiential views.  Drawings 
by author.

Figure.089. (Page.147-148) Uncanny Collisions, experiential view.  Drawing by 
author.

Figure.090. (Page.149-150) Uncanny Collisions, experiential views.  Drawings 
by author.

Figure.091. (Page.153-154) Industrial shoreline of northern Indiana, Gary area 
from South Works.  Photograph by author. 

Figure.092. (Page.155) A caved-in section of tunnel.  Photograph by Author. 

Figure.093. (Page.157) Locals have left their mark on the canvas of South Works.  
Photograph by Author. 

Figure.094. (Page.159) Scraps of mangled steel grow from rocks, lining the shore. 
Photograph by author.

Figure.095. (Page.163) Workers posed around 100-ton crane built by Illinois 
Steel South Works Machine Shop, Author unknown. From Illinois Digital 
Archives.

Figure.096. (Page.165) Steelworkers Park, occupying the east shore of South 
Works, honors those men and women who shared the “steel dream.” 
Photograph by author.
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"Tribute to the Past" 
To all the union men and women and their fam1hes 

whosharedthastaeldreams 

ByRomanV1l1arreal 



 . . . The ultimate pleasure of architecture lies in the most 

forbidden parts of the architectural act, where limits are perverted 

and prohibitions are transgressed . . . 

 -Bernard Tschumi
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