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It was T. H. Huxley’s laboratory.  
A young Scottish botanist was looking 
though a microscope, peering at 
a drop of pond water. A grey great 
beard loomed over his shoulder. 
The young man stepped aside. The 
bearded man’s eye went to the lens, 
and then he shouted, “look they’re 
alive.” The young Scot was 
Patrick Geddes. Charles Darwin was 
looking and shouting into the drop.

An 
early lab
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24th November 2015, 17:00
Evolution House, Room 2.13, 78 West Port, Edinburgh
Led by Paul Guzzardo, Fellow at Geddes Institute for 
Urban Research, University of Dundee

Abstract
Paul Guzzardo is returning to Scotland to present this lecture and 
discussion at PROKALO on his current work, which is part of the 
public exhibition The City is a thinking Machine. He will discuss his 
work at the exhibition as well as A Septic Turn.

A Septic Turn offers a contemporary update on Geddes’ citizen survey 
and Civic Exhibition. The installation details an ongoing lawsuit between the 
plaintiff Paul Guzzardo and two defendants: Grand Center - a private cor-
poration with statutory development powers in St. Louis, and Washington 
University - a bioscience research institution. Unlike Charles Dickens’ Bleak 
House the transactional is secondary here. This is about the role of digital 
media in collective consciousness and how media shapes the relation of 
people to places. It’s also about Marshall McLuhan’s role in the intellectual 
formation of St. Louis, and how Geddes’ synoptic vision got muscled out 
by a sycophantic one. Project journals and looping multimedia tell the sto-
ry. The journals contain press, legal pleadings and testimony. Guzzardo’s 
documentaries and video depositions comprise the multimedia. The docu-
mentaries are buildbetterbarrel, the cartographer’s dilemma, and posses | 
protocol | perp walks. The deposition witnesses are: Emily Pulitzer, collector 
and founder of the Pulitzer Foundation of the Arts; Heather Woofter, teacher 
and chair of graduate studies at the Washington University School of Archi-
tecture; and Paul Guzzardo, lawyer and media activist/artist.

The exhibition of which this presentation will discuss is a research project 
whose aim is to evaluate Geddes’ thinking at a time when city regions are 
under increasing pressure to accommodate new populations without los-
ing sight of their natural heritage and sustainability. Sir Patrick Geddes, the 
polymathic Scottish planner and botanist, published Cities in Evolution in 
1915. This seminal text on civics promoted his Cities Exhibitions which he 
organised from 1910 onwards. He also proposed local Cities Exhibitions as 
permanent institutions in each city centre which he argued were a necessary 
condition for participatory democracy. This important exhibition on Geddes’ 
thought and work has three parts: city plans from Geddes’ touring Cities 
Exhibitions; his thinking and lecturing diagrams, drawn from the Archives at 
the Universities of Dundee, Edinburgh, and Strathclyde; and recent archi-
tecture and planning projects by affiliates of the Geddes Institute for Urban 
Research at the University of Dundee. Geddes’ diagrams have not to our
knowledge been exhibited or published before, nor have these plans been 
brought to the public view since the Outlook Tower closed in 1949.

Lorens Holm, director of the Geddes institute says ‘Geddes sought to 
transform lives and transform environments. This exhibition is important be-
cause it brings together Geddes’ thinking machine diagrams – a key to this 
thought on civics and cities – with the exemplary city plans he collected for 
his exhibitions, at a time when our cities are under increasing pressure to 
accommodate new populations without losing sight of sustainability and 
citizenship, the key principles for well-being in the built environment.’

The exhibition will take place separately at the University of Dundee, 19th 
Oct – 11th Dec 2015.
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a critic speaks
The artspeak was much in evidence at the unveiling of the People Project a 
couple of weeks ago in Grand Center. Artists and arts administrators and poli-
ticians and corporate and civic leaders were in attendance, all smiling booster 
smiles at the artspeak catchphrases: “Art is a universal language.” “Art 
is for everyone.” The People Project would “put art where it belongs 
-- in daily life,” proclaimed Hizzoner, Clarence Harmon. “Let the artist’s 
imagination run wild,” heralded Porter Arneill of the Regional Arts Commission 
(RAC), who’s been charged with spearheading St. Louis’ answer to the cows 
and pigs and moose and fish and lizards appearing in other urban centers.

People Persons: The people behind the people of the People Project 
Eddie Silva RIVERFRONT TIMES October 04, 2000

With a budget of more than $1 million and four full-time staffers working solely 
on the People Project at the Regional Arts Commission (an agency whose 
resources are overburdened as it is), the hope is that everyone in the region 
will see how wonderful this thing is. The cows were wonderful in Chicago. 
The pigs were wonderful in Cincinnati. The painted ponies were wonderful in 
New Mexico. The epidemic of sculpted animal figures in urban landscapes has 
infected more than 40 North American cities. The sober reality of the People 
Project is how it exposes the dysfunctions of the region more than it binds the 
area together. People, unlike pigs or moose or cows or redfish, have no 
specific claim on St. Louis’ identity (other than there are a lot fewer of 
them here in the city than there used to be). The organizers of the People 
Project had to stretch for the universal when public solicitations for a local 
symbol failed to catch a no-brainer pig.

Street People: The People Project Exposes the Dysfunctions of the Region 
Eddie Silva RIVERFRONT TIMES April 04, 2001
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described by the architects
This Janus project, with its double gesture to the boule-
vard and to the center of an empty block, with its existing 
classical front and its mute Large Glass wall, reflects the 
current urban scenario.The project is fragmentary from its 
inception.
We propose a major new entry with a face to the parking 
lots at the rear. In this part of the city, the traditional per-
spectival space of the boulevard had been all but displaced 
by a shifting horizontal immensity. Instead of attempting to 
reinstitute the status of the boulevard at the apex of the hi-
erarchy of public urban space , something that assumes a 
massive redevelopment package, we penetrate the block, 
occupying strategically, partially, its center: just enough to 
control and define the space. 
There is no master plan: how and when the rest of the 
building will be used is still the territory of the dreams of 
individuals. The project acknowledges that there are lim-
its to architecture and development: the architect will not 
solve the world’s (social, economic, environmental ) prob-
lems: and the developer cannot provide an inexhaustible 
resource or the outmoded aspiration.
David Davis and Lorens Holm Architects

described by James Polshek
This project has particular meaning for me because archi-
tecture is...about bringing people together not just about 
bricks and mortar...a place for the performing arts...that 
brings together... a modern spirit...a spirit of the 21st cen-
tury, a project about a building that is a landmark...it is an 
extraordinary undertaking...it was a project that we wanted 
to encourage the people who were developing it, building 
it, to go ahead and do it. The plans tell the whole story...
sense of context, sense of the struggle, sense in the way 
the status quo was being struggled. The use of collage, 
new juxtaposed against that which exists...a spirit and 
sense of the spatial rigor and the ambiguity of the space...
this great wing which unites the new and the old.

the annex:

described by the national press
The Sheldon Theater, a 1912 landmark in St. Louis’s re-
viving Grand Center district that was threatened with clo-
sure last year, is being expanded to the tune of 42,000 
sq. ft in an adjoining, now vacant parking facility. The 
first phrase of the project, to be finished this October 
and designed by Professor Lorens Holm of Washington 
University School of Architecture in conjunction with Da-
vid Davis Associates of St. Louis, includes construction 
of a 10,000 - sq. ft. glass enclosed atrium. The atrium, 
which includes a 150 seat black-box theater, provides 
much needed handicapped accessibility to the Sheldon. 
Only minor cosmetic restoration to the concert hall is 
planned, to avoid interfering with its acoustics. The re-
maining program, to be completed by 1998, includes 
exterior restoration, new workshop space, and a record-
ing studio.
Architectural Record February 1992
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gobble up most of $2 
million raised to date
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grave-merry man

hombre tumba-feliz
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Contagion of the Night 
Scene 3: Petty Preserved

Frances
Rose, put down your needle. It is my pleasure to introduce Mr. 
Jose Patel of the Eden’s Software Network. Mr. Patel is with 
us to demonstrate the latest in Eden software, and I propose 
a partnership between Eden Software and “The Ladies That 
Sew.” Mr. Patel.

Patel
Thank you for allowing me to be with you today. Ladies, do 
you remember the old days, before the release of Eden’s 
Obligatory Organizer Software, before the Obligatory Organiz-
er changed your lives? Ladies, I’m here to help you remember. 
It wasn’t all that long ago when you were lost, wanderers in 
a wasteland, a wilderness of weddings, baptisms, commu-
nions, funerals, and, yes, even that occasional Bar Mitzvah. 
Path unmarked, forever faced with how much to give, who to 
give to, and finally whether to give at all.

There’s a bag on the table. Patel pours it on the altar 
cloth. Out comes dog-eared cards and yellowed bits of 
paper. He stirs through them.
 
This is what is was like, how it used to be, a typical family’s re-
cords. Slips, scraps of paper, notes, who brought what, from 
pie to peas. Every card imaginable -- thank you, sympathy, 
funeral mass, birthdays, weddings, on and on and on. Seems 
like pre-history. 

Patel yanks out a faded, torn piece of paper and reads.

Ah, oh . . didn’t . . . didn’t give a thing. Who didn’t . . . I can’t make 
this out. Is that an “O” or is it a “C”? I can’t read it. I don’t think any 
of you dear ladies could either, and that was the real tragedy of it. 
Too often we’d forget who forgot. We had an obligation not only to 
ourselves but to those who came after, to remember. To remember 
the slights, the omissions, the halfhearted gestures. A sloppy paper 
trail wasn’t enough. Do you for a moment think that anybody other 
than an autistic savant could keep track of all this?

He runs his hands through the mound of paper.

And, party games aside, they don’t entertain all that much. Ladies, 
with Eden Software, ingratitude finally met its match.

He pulls out a two CD-ROMs.

This was the program that remembered, recorded, and quantified 
it all. Eden’s Obligatory Organizer proved that the petty can be pre-
served, that the sins of the mothers and fathers need not be forgot-
ten, that generations of hurt can be stored, only to be recalled with 
a touch. Think Eden Software when you think of the legacy you can 
leave your children, and your children can leave their children, and 
on, and on, and on, and how all those that follow you will be forever 
spared from giving to the undeserving.
 
The Ladies applaud.

Eden has always been by your side, and it hasn’t ended with the 
Obligatory Organizer. Now there’s more! 

He whips out a circuit board.

end of scene
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Before Contagion rebooted a Jesus myth, Father  
McNamee published his Cathedral monograph. The 
Architecture and Mosaics of the Saint Louis Cathedral 
was McNamee’s big church atlas. It’s a guide book. 
The Jesuit used the Cathedral’s mosaics to map the 
Christian creed. He had it all there, right to the end 
chapel. McNamee wrote that in 1929 Paul Heuduck, 
the father, inscribed the Dies Irae on a small gold mo-
saic dome. The dome is on the brink, the entry into 
the All Souls Chapel. It’s a flat threshold. Fr. McNamee 
said the Chapel’s flat ceiling “contrasts sharply with 
the domical and vaulted ceilings that prevail every-
where else in the Cathedral.” It’s laid low, flat. Dies Irae 
translates Days of Wrath. Heuduck cut the wrath and 
the rest of that Latin verse into the dome. The Conta-
gion of the Night disc and video jockeys grabbed the 
Dies Irae. They remixed it. And then they used it, and 
other credo bits, to mourn a descent into flat.

a cross 
over at 
a basillica
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a city is more than a place in space,  
it is a drama in time.
patrick geddes

Patrick Geddes was a man in search of an arena that 
exposed the archetypal drama(s) of life. Like Charles 
Dickens he was a player on a brute Hobbesian stage. 
Both men wanted to change the set.

It is high time to be staging the civic drama, renewing its long-for-
gotten ideals. For as we escape from the myths of a homeless 
individualism we see that the city in one age with acropolis and 
forum, in another with town house and cathedral has ever been 
the theatre and stage indispensable for expressing, with any real 
fullness and adequacy, each individual life. 

patrick geddes - cities in evolution 

In the course of elaborating his fundamental graph, Geddes had in 
fact exposed the archetypal drama of life: and what was even more 
important, had restored the missing factors of time and change. In 
the scenario for this drama the actors, the plot and the scenery, the 
dialogue, the performance, the setting actively bring into existence 
an interwoven sequence of events whose meaning and purpose 
no single part, however clearly presented, can possibly convey.

lewis mumford - on his teacher and mentor patrick geddes

Amphitheaters, open-air stages, and performance spaces in the-
aters and public halls are standard features in Geddes’s city design 
reports. He suggests an amphitheater as early as 1904 in his re-
port for Dunfermline and proposes one again in his last city design 
report from 1925 for Tel Aviv. Without an amphitheater a city is not 
complete.

volker m. welter - biopolis

The remix digerati have to be on the street. We don’t want a gen-
eration of creatives secreted in clandestine places, shackled to 
screens and virtual sites. Or shunted to mutating gaming consoles, 
where buttons and a directional joystick rein the drift. They have 
to be on the ground navigating through the digital fog. That’s the 
place to double, layer and go off in several directions. But they 
need gear to cut a path in the data maelstrom. They need way 
stations: places to map, to plot a course, and platforms from which 
to peer into the city.

holm-guzzardo: the cartographer’s dilemma 

The film strip is from a fragment of a lost silent film. It’s thought 
to be based on Bleak House, and believed the first time a  
Dickens tale was adapted to film.
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a space of 
appearance
The kit was a chain of design projects. They framed out an emp-
tied out stage. The kit got buzz. Because of the buzz I was a 
director at the Sheldon, pushed a janus face annex, and got on 
stage, or not, with Fr. McNamee. Kit, projects, and buzz were all 
after the same thing.

123



... a trek into the city for me - - my first 
experience of urban living... All the fac-
tories and homes burned cheap soft coal 
from the Illinois strip mines across the riv-
er and belched forth pitch-black smoke 
all day and all night. St. Louis at that time 
was one of the most polluted cities in the 
country because of the cheap soft coal 
available from strip mines in nearby Illinois. 
Every house and factory in the city belched 
clouds of pitch-black smoke, and most 
of the buildings had been blackened with 
soot. This sight was a disillusioning shock 
to me, coming as I did from the rural beauty 
of Wisconsin and from a village that echoed 
Venice with its lakes, rivers, and canals, all 
without a smidgen of soot.

Reflections in Tranquility
Maurice McNamee Autobiography
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Marshall Mcluhan opened in St. Louis. It was his Midwest 
New Haven. It’s where the road show got started. McLu-
han worked up a routine in St. Louis. He found himself a 
troupe of players, a back-up group. It was a theater man 
that got McLuhan to Missouri, Father William H. McCabe. 
Father McCabe was the Chair of the Saint Louis Universi-
ty English Department. He brought McLuhan and posse 
together. It’s McCabe who pushed Marshall Mcluhan out 
onto the world stage. Got the Canadian the real first gig, 
that stand up. Like McLuhan, literature was theater for 
McCabe. It was an environment to leap into. Father Mc-
Cabe was one of the first to wade into the Baroque Jesuit 
stage. It’s the place Lope de Vega and Molière trained as 
dramatists. For two hundred years Jesuit Baroque the-
aters were engines of stage technology. They were the 
gear shops. McCabe chronicled how they introduced a 
line of stage effects; how they set up machinery to present 
flying animals, lightning, thunder, riding scenes, proces-
sions; everything that made up those tableaux vivants. It’s 
where all the flat scrims added up to a something more.*

This St. Louis proto - new media factory was posse play-
book and posse backdrop. Like McCabe’s Baroque stage 
it was a ring to bump, drift through, and blend. It’s where 
McLuhan and those Catholic boys began to frame an epic 
Manichean battle. Where they set their site on a dimension-
ally rivalrous stage. The contest was between see and hear, 
eye and the ear. There were demons and saints.The de-
mons were the merchants of flat. They were the bad code.

 * a baroque backstory - a snapshot into Einstein’s space-time

 

The demons 
were the  
merchants  
of flat.

They were the bad code.
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The St. Bartholomew’s Day Massacre, by Frans Hogenberg 
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buildbetterbarrel is a road movie.
it’s a chain of short vignettes. 
segments map a new media storyline
backdrops include:
cahokia mounds
a gamers’ lounge
the chicago lakefront
the pulitzer foundation for the arts
a st. louis street front media lab

in this road movie we meet:
two suits and a trickster
mounds and mississippians
catholic boys and a bible press
and we run into an eskimo,
the one who started it rolling,
Nanook

buildbetterbarrel -
nine events 
in new media
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tables, tunnels and debris
What makes mass society so difficult to bear is not the number of people involved, 
or at least not primarily, but the fact that the world between them has lost its power 
to gather them together, to relate and to separate them. The weirdness of this situ-
ation resembles a spiritualistic seance where a number of people gathered around 
a table might suddenly, through some magic trick, see the table vanish from their 
midst, so that two persons sitting opposite each other were no longer separated 
but also would be entirely unrelated to each other by anything tangible.

Hannah Arendt “The Human Condition”
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society gets it all wrong.
Ignatius Loyola founded the Jesuits. Loyola was a Spanish solider. The Jesuits are called 
“The Society of Jesus” in  English, but it’s Compañía de Jesús in Spanish, or “Company of Jesus.” 
It’s martial. It’s a fight club.
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“beautiful”
* “beautiful” is what Jimmy Cagney said to 
Pat O’Brien after O’Brien cold cocked him 
in the ring. 
 
*The Irish Are Us, 1935 Warner Bros.
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* Intellectual Property Law and  
the Sumptuary Code, Barton Beebe  
123 Harv. L. Rev. 809 (2010)

a fashion photographer

a fashion designer

the velocity of the fashion process*

*

Andrea Saltzman

Irving Penn



The chair of the English department, Father William McCabe, 
offers Marshall McLuhan a research sabbatical. Recently 
married McLuhan leaves with his bride for Cambridge, En-
gland. On his return to St. Louis McLuhan discovers that 
Father McCabe is assigned to another Jesuit College, and 
Bernie Muller-Thym has gone to do service in the U.S. Navy. 
Father Norman Dreyfus replaces McCabe as department 
chair. McLuhan and Dreyfus are not compatible. McLuhan 
and family leave for Canada, not to return. Walter Ong goes 
off in search of Peter Ramus. Father McNamee finishes his 
thesis on Francis Bacon. He then takes a St. Louis leave but 
comes back and eventually becomes chair of the University’s 
English department. Later “the Baroque beckons,” 

and McNamee becomes an art historian. He publishes, cur-
rates and honors a family of glaziers. McNamee traces much 
to Father McCabe, the Jesuit who set the passage.This is 
from Father McNamee’s autobiography “Recollections In 
Tranquility.”

a posse dissolves, more passage

Another of Father McCabe’s courses exposed an entirely new horizon for 
me. It was a course on the Jesuit theater as it had developed at St. Omers, 
a Jesuit school on the continent for English Catholic students during the 
years of persecution in England. It revealed to me for the first time what an 
important part the Jesuits played in the cultural life of the continent before 
the suppression. The course was the fruit of Father McCabe’s doctoral dis-
sertation at Cambridge. He showed that the theaters were an integral part 
of an education in the traditional Jesuit collegium. They centered specifical-
ly on the annual production of a spectacular dramatic performance, which 
sometimes involved most of the students in the college and many of the city 
population. It was the duty of the rhetoric teacher to write the text of the play 
and to oversee its production. The settings for these plays were elaborate, 
demanding the work of expert designers in the baroque manner.

Andrea Pozzo was a Jesuit brother and a world-famous theorist on perspec-
tive, as well as an accomplished baroque artist himself. Among other things, 
he designed the fabulous baroque fresco St. Ignatius in Glory on the ceiling 
of the San Ignazio Chapel of the Roman College. He devoted some of his 
time to designing sets for the spectacular Jesuit theater productions. The 
performances included musical accompaniment and formal dance, so train-
ing in both areas was part of the curriculum in the pre-suppression Jesuit 
schools. I was to learn later how completely involved the early Jesuits were in 
promoting the arts. They commissioned churches all over Europe designed 
in the elaborate baroque style, so much so that baroque is sometimes called 
the Jesuit style. The Jesuits certainly did not invent it, but they used it so 
extensively that it became identified with them.
 
Fr. Maurice McNamee, “Recollections In Tranquility”
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Club Cabool was a St. Louis
new media nightclub. It operated
in 1997 and 1998. On top of
dealing in alcohol, it was an
experiment in emerging digital
information networks. The night
club had the first DSL line in St.
Louis and was one of the first
St. Louis public venues to install
web cameras. Virtual Jockeys 
mixed selected web sites with live 
and prerecorded videos, while
simultaneously projecting the
mix on screens in Cabool. The
jockeys were the authors of the
evening’s visual amalgam as
they blended surveillance and
spectacle. A scaffold/kiosk
served as a booth / performance
stage for these “Digital City
Auteurs.”
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A post - Arno and Paul Heuduck crew assembled a Cabool mosaic. It included designers (soft and hard) and musicians. Two of them, Jo Beuckman and Paul Davis, went on to found 
the computer programming artist collective BEIGE. But the urge to remix goes way back, way before BEIGE. Trace it to the verbal arts: grammar, rhetoric, and dialectic. That’s the mix 

Fr. McCabe flashed on, the mix that sent McLuhan and posse out on the stage. That’s the mosaic that fueled CABOOL.

the cabool archive - press, publications and web shorts. 

Cabool was a St. Louis new media nightclub. It operated in 1997 and 1998. On top of dealing in alcohol, it was an experiment in emerging digital information networks.

Cabool had the first DSL line in St. Louis, and was one of the first St. Louis public venues to install web cameras.

Cabool was an “ur-platform” for mixing and mapping our digital ecology. It was a collection hub, “cull and sort” as ambient remix.

Cabool’s virtual-jockeys mixed selected web sites with live and prerecorded videos, while simultaneously projecting the mix on screens in Cabool.

Cabool’s jockeys were the authors of the evening’s visual amalgam as they blended surveillance and spectacle.

Cabool had a scaffold / kiosk. It served as a booth / performance stage for  “Digital City Auteurs.”

Cabool was designed to examine information networks and digital archives “as an immersive social environment - ecology.”

Cabool was a first of its kind (1997-1998), an interactive new media stage. Virtual Jockeys blended surveillance and spectacle. 

Cabool was an experiment in emerging digital information networks. 

Cabool offered a glimpse how new information systems could activate the public sphere, as a smart and poetic place.

Cabool addressed the performative dynamics of new communications technologies in the public sphere. The process of digital production was showcased on a public platform. 

Cabool’s web sites were mixed with live and prerecorded videos, while the mix was simultaneously projected on screens. 

Cabool’s scaffold / kiosk served as a booth / performance stage for this new information generation “net dj.”

Cabool was is a tool to probe the effect of pervasive computing on the design and occupation of public space, one more application to try to make sense of things.
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Lecture: New Ways to Smear the Street with Our Extended Epistemology -  Paul Guzzardo March 3, 2011 
VISIONARY URBAN DESIGN Series - The School  of Architecture at Pratt Institute - Brooklyn Campus, 
Higgins Hall Auditorium (61 St. James Place, Brooklyn, New York) Reception 5:30;Lecture 6:00; Q+A 7:00

This lecture is one manʼs sequel to the “Grunch of Giants”. Guzzardo is a protocol 
designer for a street-scape network commons.  Heʼs been out on the street for 15 
years doing R+D. His stage is St. Louis. Both as a designer and lawyer heʼs 
confronted what he calls “bad code”, and what Fuller called  the “selfishly successful 
and entrenched minorities”. Like Fuller, Guzzardo understands that if we want to 
“smear the street with our extended epistemology”, we better be ready to  smear the 
closed self reinforcing loop thatʼs in the way. 

T h e  B o a r d  R o o m ,  C r a w f o r d  B u i l d i n g ,  D J C A D   T u e s d a y  2 7  M a r c h  2 0 1 2 ,  1 - 3 p m

P a u l  G u z z a r d o  &  A l o n a  M a r t i n e z - P e r e z
A Hackerspace For Myth Making

g e d d e s  i n s t i t u t e  f o r  u r b a n  r e s e a r c h  •  b r o w n  b a g  r o u n d  t a b l e  l u n c h  s e r i e s   d u n d e e . a c . u k / g e d d e s i n s t i t u t e    i n fo :  c . y . m c e w a n @ d u n d e e . a c . u k

This Geddes Fellows Seminar is conducted by Paul Guzzardo 
and Alona Martinez-Perez. Guzzardo is a lawyer-turned-media 
activist/artist, based in St. Louis and Buenos Aires. His work 
in new media looks at the effect of digital information on the 
design and use of public space, and the relationship between 
digital technology and the street. Hackerspace comes to 
Dundee from Belfast. His “Hackerspace” keynote lecture opens 
at the Ulster Festival of Art and Design. A “Hackerspace” 
workshop is scheduled the week of March 19th at PLACE, 
the Northern Ireland architectural center and involves Ulster 
students, architects and urban designers. This four day Belfast 
Workshop has been organized by PLACE, the Ulster School of 
Architecture and Design, and Alona Martinez-Perez, a Belfast-
based urbanist, planner and architect. The goal is to generate “on 
the street prototypes” that intersect with web based social media 
applications. The workshop also examines FACEBOOK’s 
“frictionless sharing applications”, and how these “apps” edit 
us and the street. Guzzardo and Martinez-Perez will present 
the Belfast Workshop results at the seminar. Guzzardo and 
Martinez-Perez are Fellows at the Geddes Institute for Urban 
Research at the University of Dundee.

Image: Codling/Guzzardo   Poster: McEwan
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The Atlantic Monthly published 
“The Coming Anarchy” in February 1994.

The Atlantic’s lead read:

How scarcity, crime, over-population, tribalism, 
and disease are rapidly destroying the social 
fabric of our planet. 

The Coming Anarchy is by Robert Kaplan. It is 
about global chaos. It’s a dark story; little is left 
out. Twenty years later Kaplan’s geo-political 
track is remembered not just for its ghastly 
eloquence, but its prescience. 

Kaplan’s Anarchy provoked 
“The Cartographer’s Dilemma.”
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FIRST AND THIRD, Judith Barry

New York based Judith Barry came to St. Louis the week of November 14th for a collaborative presentation hosted by Washington University 
Graduate School of Art and MediaARTS Alliance. Barry was presenting “First and Third,” a video projection featuring commentary on the im-
migrant experience in America. This work dealt with the immigrant experience in America via memorable images and voices seen and heard 
from the street corner in the lab’s windows. The subjects in “First and Third” were projected in extreme closeup. This allowed Barry to fill an 
entire window panel about 6 feet high and wide with a “face.” Setting the work in a window overlooking an urban landscape - making the 
faces appear to be the cornerstone of the building - reinforced how individuals bringing their lives to this country have become the “building 
blocks” of America. 

AN AUDIO DIALOGUE, Beige

Paul Davis, Joe Beuckman, Joe Bonn and Cory Arcangel of the digital art collective Beige set up an audio dialogue between an “inside and 
outside.” Sound-generating materials were planted on the street and in the MediaArts lab. Captured sounds — people, cars and buses — 
were processed by these Beige in-house programers. All was looped and repeated, pitch and playback speed changed. In this “sound cap-
turing” there were no electronic instruments or sound generating sources. Every sound used had its source in some real event . Sounds were 
captured by the microphones: be it people talking into them, cars and busses passing, the performers inside the MediaARTS space giving 
instructions to the audience outside. “Sum-sound” was played back and combined into a musical framework and broadcast into the street.

dDNA (d is for dancing), Nell Tenhaaf

Nell Tenhaaf’s work addresses cultural implications of new technologies, and how digital representation links art practice to the biosciences 
and to Artificial Life. She forges connections between the scientific and artistic worlds, both through works critiquing scientific claims and 
works in which she adopts a “scientist’s persona.” In this piece Toronto artist Nell Tenhaaf took footage from St. Louis salsa and jitterbug 
classes and superimposed an animated strand of DNA to make it appear in the midst of the classes, projecting the final footage in the lab’s 
windows. Those who came to view this work used the piece as a jumping-off point for a larger discussion on dance and cultural mores. 

programs and processes on parade 

script excerpt - the Media Arts documentary: “Passersby can watch digital media artists work and create while their work is simultaneously 
projected on the screens facing Tucker Avenue. Media Arts focus is on the process of creation as well as the final product. In the modern 
world of scanners, graphic programs and the internet, any image that can be produced can be reproduced. To see the artists’ work is to gain 
greater respect for the artists’ output. This lab incubator is a museum without walls. It engages its audience in the creative process.”

369



ow

381



common code smells
common code smells
common code smells
common code smells
common code smells
common code smells
common code smells
common code smells

Clare Bishop: Artifical Hells

But since participatory art is not only a social activity but also a 
symbolic one, both embedded in the world and at one remove from 
it, the positivist social sciences are ultimately less useful in this re-
gard than the abstract reflections of political philosophy. 

Without finding a more nuanced language to address the artistic 
status of this work, we risk discussing these practices solely in pos-
itivist terms, that is, by focusing on demonstrable impact. One of 
the aims of this book, then, is to emphasize the aesthetic in the 
sense of aisthesis: an autonomous regime of experience that is not 
reducible to logic, reason or morality. 

It should be clear by now that I am trying to argue for a more com-
plicated understanding of delegated performance than that offered 
by a Marxist framework of reification or a contemporary critical 
discourse rooted in positivist pragmatics and injunctions to social 
amelioration (as discussed in Chapter 1), all of which reduce these 
works to standard- issue questions of political correctness. 

Walter Ong: Evolution, Myth and Poetic Vision

One of the great evolutionary philosophers of our day, Father Pierre 
Teilhard de Chardin, has been accused of writing often as a poet. 
But we are hard put to find poets who make creative use of evo-
lutionary insights comparable to Teilhard’s. Teilhard faces forward, 
into the future, as, in its brighter moments, does the rest of our 
world, permeated as it is with evolutionary thinking. But the poets 
and artists tend to exalt the present moment, when they are not 
facing the past. There is here certainly some kind of crisis concern-
ing the relationship of the poet or artist to time. 

The poet has always been ill at ease, to some degree, in the world 
of actuality. 

The plight of the modern poet and artist is truly extreme. The poet 
or artist is acutely ill at ease in our present life-world. The earlier life-
world belonged to the poets in great part because It was so largely 
constructed out of the archetypal images which poetry and art tend 
to favor. If to a degree the modern world has rejected the poet be-
cause it demands a reorganization of his sensibility which is utterly 

terrifying. If the poet speaks for his age, he tends to speak for those 
who turn away from the characteristic awarenesses of modern 
man concerned with history and time. With some exceptions, in his 
sense of time and history and of the succession of events the poet 
thus has tended to be an aborigine, a primitive. Some maintain that 
the poet or artist must continue always to be such. I do not believe 
that he can afford to do so. Of course, no one can prescribe how a 
poet must speak. If, however, the poet is going to speak for mod-
ern man, he is going to have to take into account somehow man’s 
total consciousness, even though this entails a reorganization of his 
own psyche and of the entire tradition of poetry so drastic as to fill 
us with utter terror. Very possibly, the archetypes in the psyche are 
themselves in process of being reorganized under pressure of pres-
ent discoveries. How subconsciously archetypal can archetypes be 
when they are the objects of knowledge as conscious as that which 
we bring to them today? Let us be honest in facing the future of 
poetry and art and man. What will poetry be like ten thousand or 
one hundred thousand years from now? Will man be able still to live 
with his once fascinating little dreams of recurrence?

Tech Speak

a definition, wiki wise
In computer programming, code smell is any symptom in the source 
code of a program that possibly indicates a deeper problem. Code 
smells are usually not bugs -- they are not technically incorrect and 
don’t currently prevent the program from functioning. Instead, they 
indicate weaknesses in design that may be slowing down develop-
ment or increasing the risk of bugs or failures in the future.
Duplicated code: identical or very similar code exists in more than 
one location.
Large class: a class that has grown too large. See God object.
Feature envy: a class that uses methods of another class exces-
sively.
Inappropriate intimacy: a class that has dependencies on imple-
mentation details of another class.
Refused bequest: a class that overrides a method of a base class 
in such a way that the contract of the base class is not honored by 
the derived class. 
Lazy class / Freeloader: a class that does too little.
Contrived complexity: forced usage of overly complicated design 
patterns where simpler design would suffice.
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The following excerpt, a son’s endnote, opens 
“Swimming in a Sea of Death: A Son’s Memoir.” 
The author David Rieff was the son of Susan Son-
tag. Rieff’s book starts with a phone call of March 
28, 2004. Four days later in St. Louis Sontag 
spoke about how she might be remembered.

Susan Sontag was speaking. The venue was Gra-
ham Chapel at Washington University, St. Louis. It 
was Wednesday, March 24, 2004. She died later 
that year.1 Sontag was discussing her book “Re-
garding the Pain of Others.” It was a collection of 
essays. Francisco de Goya’s Tampoco Plate 36 
was the cover page. Plate 36 is from Goya’s “The 
Disasters of War” cycle.

That afternoon Sontag talked about the history of 
showing somebody else’s pain and how we read 
images of atrocities. She claimed that in this media 
ecology - maelstrom - our perception is eroded, and 
we are more and more inured from other’s suffering. 
 
Somewhere near the end of her talk, she paused. 
It seemed a long while. Then she said, “I will be re-
membered for one thing. It will be for extending an 
essay. The essay was by a German man. His name 
was Walter Benjamin. His essay is “Art in the Age of 
Mechanical Reproduction.”

Benjamin’s essay has been grist for two genera-
tions of cultural critics and art historians. Most com-
mentary involves image, replication, aura: all those 
“copy things.” But that day it seemed the essay’s 
epilogue mattered most to Sontag. It’s where Ben-
jamin says this. 

The destructiveness of war furnishes proof 
that society has not been mature enough to 
incorporate technology as its organ, that tech-
nology has not been sufficiently developed to 
cope with the elemental forces of society.

1 a sons endnote: “Nothing could have been further from my mind. I thought that I was 
returning to myhome in New York at the end of a long trip abroad. Instead, I was at the beginning 
of the journey that would end with my mother’s death. To be specific, it was the afternoon of 
March 28, 2004, a Sunday, and I was in Heathrow Airport in London on my way back from the 
Middle East. …. I began making phone calls — reconnecting with home as has always been my 
habit once I am through reporting a story. That was when my mother, Susan Sontag, told me that 
there was a chance that she was ill again. My mother was clearly doing her best to be cheerful. 
“There may be something wrong,” she finally told me after I had gone on at far too great length 
about what the West Bank had been like. While I had been away, she said, she had gone in for 
her twice-yearly scans and blood tests — the regular routine that she had been following since 
her surgery and subsequent chemotherapy for the uterine sarcoma she had been diagnosed with 
six years earlier.“One of the blood tests they’ve just run doesn’t seem so good,” she said, adding 
that she had already had some further tests done, and asking me if I would come with her the 
following day to see a specialist who had been recommended to her and who had done some 
follow-up tests a couple of days earlier. He would have the conclusive results then.”

sontag
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modern art collector emily rauh pulitzer 
during her deposition on marshal mcluhan 
and other matters.

Pullitzer
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...what the world as it is today 
stands in the greatest need of 
may be well a new example if 
the next 1000 years are 
not to become an era of  
super civilized monkeys.

in the ring with charlie

Hannah Arendt - Bard College December 1968 
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appeared at a St. Louis City Hall rally, and met with local and regional government officials, including state legislators in Jefferson City, and Congressman Lacy Clay’s Chief of Staff. Yard signs reading “no to eminent domain” appeared throughout the St. Louis metropolitan region. The outcry was further provoked by a national campaign centered on an eminent domain case before the United 
States Supreme Court. This case, Kelo v. City of New London, 545 U.S. 469 (2005), was the first major eminent domain case heard by the Supreme Court since 1984. It involved the use of eminent domain to transfer land from one private owner to another private owner for furtherance of economic development. 53. Alderman Michael Milkman, who sponsored the Tax Increment Blighting 
Analysis and Redevelopment Plan for the GRAND CENTER Redevelopment Area, was quoted in the newspaper as saying he was surprised to learn about Day’s situation. “Had I 20 been aware of it,” McMillan said, “I would not have supported the way it was done.” In addition to the Alderman, Eric Friedman testified that Congressman Clay’s office was also “very unhappy” about what was 
happening. 54. A series of emails between Vincent Schoemehl and Eric Friedman addressed the racial and the political fallout that was resulting from Mr. Day’s and the press’s condemnation of the Defendant Grand Center. The Plaintiff and Director Pulitzer were copied on some of these emails. 55. Plaintiff was labeled a “racist” and an “elitist” on multiple online blogs and articles following 
publication of the Wagman article. 56. The State of Missouri revised its eminent domain laws following a wave of public outcry over Kelo v. New London, the Defendant’s mismanagement of the Gentle Day condemnation, and the imprudent use of eminent domain in the city of Sunset Hills. As part of this revision the state legislature created “The Office of the Ombudsman for Property Rights."  
This Office is officially charged with documenting the use of eminent domain within in Missouri and any issues associated with its abuse. CONTRACT TERMINATION AND THE BURNT CHURCH 57. On May 17, 2005 the Executive Board of GRAND CENTER met and voted to withdraw the Petition for Condemnation. When asked about this meeting in his earlier deposition Vincent Schoeme-
hl testified: A. There was a national organization that came to town over the over the Day case that wanted to have demonstrations in GRAND CENTER. I mean, there was -- there was a lot of-- there was a lot of concern about this from a public relations standpoint. A...we made the decision to drop it. Q. Who was involved in that decision and when did that decision - I don’t know the exact 
- 21 Q. take place? A. ....date. I don’t know the exact date, but it went ---1 did take that to the full Grand Center Board. Q. And was that after the publication of this -A.Yes. Q. Wagman article? A. It was after the publication of the Wagman article. We weren’t making any progress. And just we decided, you know, this is just --we’re just --you know, we’re taking too much of a public beating 
and we need to --you know, we need to just dismiss this case with prejudice. Q. Was a primary concern on behalf of the Vandeventer Redevelopment Board and the Grand Center Board adverse reputation, bad-will being caused by the action? A. There was certainly that., And he added about his board of directors, A ...all of whom were donors, and they were concerned about the negative 
publicity. 58. Fifteen minutes after the May 17, 2005 meeting in which the Grand Center Executive Board voted to withdraw the Petition for Condemnation Schoemehl received a call from the St. Louis Post Dispatch wanting to confirm the vote. Schoemehl then called the Plaintiff and left a voice message notifying the Plaintiff of the vote to withdraw the petition. In this message, Schoemehl 
also indicated that an alternative site for the Media Box needed to be found. Shortly after leaving the phone message Schoemehl sent the Plaintiff two emails regarding alternative -replacement Media Box properties. 59. After the Defendant GRAND CENTER ceased its efforts to acquire 3699 Olive Boulevard, a lot in the GRAND CENTER District containing the shell of a burned out church 
was suggested by Vincent C. Schoemehl Jr. to Plaintiff, as an alternative location for the Media Box. The Defendant owned this property. The property is listed in Municipal Bond prospective as “The Spring Church."  It is described in Exhibit IV of the TIF ordinance: “This small, white rock church, originally built in the late 19th century, was home to a 100 member congregation until a late night 
fire in April 2001, reduced the wooden interior and roof to ash. ----This ruin and the vacant plot sit directly across Spring Avenue from the new Cardinal 22 Ritter College Prep High School. In their current conditions, these properties serve as a blighting influence on the entire District. However, as envisioned, this space will preserve an important historic St. Louis artifact, add value to all sur-
rounding properties and provide an important greenspace in the District. It is anticipated that Grand Center, Inc. will retain ownership of the property and be responsible for its maintenance. It is anticipated that TIF funds will be used only for the acquisition, clean up and stabilization of the church property and site preparation and development of the north parcel.” The Ordinance further states 
that the allowable amount of TIF Obligations: Urban Garden was $ 280,000. Elsewhere in the enabling Ordinance the property is listed as a Series C Notes. Later ordinances show it as a Series D Note and state that the Allowable Amount of TIF Obligations was $ 380,000. 60. A few days after the Defendant GRAND CENTER ceased its efforts to acquire 3699 Olive Boulevard Schoemehl 
provided Plaintiff with site plans and architectural drawings of the burnt Church, and the adjoining lot. He asked his assistant, JoAnne LaSala, to work with Plaintiff to relocate the Media Box into this church. LaSala is the former president of St. Louis 2004, which had provided funding for the Plaintiffs Media Arts lab - forerunner of the Media Box. In his meetings with LaSala the Plaintiff pro-
posed inserting features of the Media Box into the derelict church structure, and described how the church could be transformed into a glowing new media “information lamp,"  lighting up GRAND CENTER and marking a heritage site. 61. LaSala asked the Plaintiff to provide for updated documents regarding his presentations, publications and research and development protocol. Plaintiff 
testified that he was “willing to try to be cooperative with them to try to sustain the development of these ideas which I had been working on which I consider part of our national patrimony and put them in Grand Center.” Shortly thereafter LaSala informed the Plaintiff that GRAND CENTER had decided that the burnt church was not appropriate for 23 development, and that the energy of a 
Media Box would would need to be moved elsewhere in the district. APPROPRIATION OF THE PLAINTIFF’S PROPRIETARY DESIGNS 62. Immediately after dismissing the condemnation action the Defendant GRAND CENTER corporations engaged Sung Ho Kim and Heather Woofter of Axi: Ome llc as the “de facto in-house designers” for the district. They were charged with exploring how 
digital media might be applied to different locations in GRAND CENTER. Both individuals had worked as consultants for the Plaintiff on the Media Box. “The Urban Media Complex GRAND CENTER” was the first project they did for the District. The Urban Media Complex GRAND CENTER” was based on the Media Box and the Plaintiff’s protocol. There was nothing new here, except the 
name. 63. Neither the GRAND CENTER Defendants nor their agents contacted the Plaintiff again until late December 2006, when Vincent Schoemehl sent the Plaintiff an email. Schoemehl sought the Plaintiff’s assistance in designing a media-projection infrastructure for the GRAND CENTER district. Vince Schoemehl <vince@grandcenter.org> wrote: Paul: I would like to speak with you about 
a lighting/projection project in Grand Center. We’ve been given a fairly nice gift for new arts projects and this is one of the projects we’d like to propose to our committee. I’m looking for some help with technology specifications and some ideas on how to program this. We’re looking at starting with projections onto several walls/surfaces in Grand Center and then as a second phase placing 
“art walls” on the superstructures on top of the Club Riviera Building and possibly the Fox and other buildings in the district. My office number is (314) 289-1502 and my cell is (314) 369-6630. Give me a call if you get a chance. Thanks and happy New Year!!! Vincent C. Schoemehl 64. The Plaintiff was asked about this email from Schoemehl in his deposition. Q. And was he contacting you 
about the Media Box in December 2006? 24A. He was contacting me about the media installations in Grand Center. He indicated that they were going to be moving in a two-stage process, all series of district projections, which would then lead to, you know, inserting projection infrastructures at multiple locations in the district. Q. In December of 2006 was there any discussion of potential 
locations for the original Media Box concept? A. No. No. It dealt with, in some respect, blowing up the Media Box into a series of fragments and forms which would then be, you know, snapped into place in Grand Center. 65. In response to Schoemehl’s request the Plaintiff prepared an updated resume and a memorandum for the Defendants GRAND CENTER. In the resume he attached 
exhibits of additional projects and recent work. In his memorandum, the Plaintiff again detailed how digital media could be used and incorporated into the GRAND CENTER district. In a reply email VincentC.SchoemehlJr.wrote ..Paul:Thanks.this is perfect.” After “this email message, the Defendant terminated all communication with the Plaintiff. 66. Subsequently and without the Plaintiffs 
authorization, the Defendant took the proprietary and confidential Media Box architectural concepts, program and content summaries from the planned Media Box project, and used these to design and program a series of GRAND CENTER projects - one temporary, the others permanent. The temporary project was installed in the brunt church. The permanent, built projects are located half 
a block from the original Media Box site, at 3651 - 3655 Olive Street. All of these projects have made use of the Plaintiffs proprietary and confidential designs. The Plaintiff received no compensation or acknowledgment for the plans he proposed to the Defendants in confidence. The projects with estimated budgets follow: 1) The Burnt Church Lamp Project: $750,000 + dollars 2) The Nine 
Network for Public Media: 1 million dollars 3) The UMSL at GRAND CENTER: 14 million dollars 254) The Public Media Commons: 5 million dollars 5) The Art Walk : unknown 67. The GRAND CENTER Defendants have actively supported and encouraged its agents and stakeholders to incorporate proprietary Media Box protocols in these temporary and permanent projects. The GRAND 
CENTER Defendants have promoted, and continues to promote these projects as the frontline - the vanguard - of new media and public design. In none of the projects do the GRAND CENTER Defendant’s acknowledge the Plaintiff, the use of his original Media Box protocol, or St. Louis’s new media heritage. Descriptions of the hijacked projects follow, beginning with the burnt church. 68. 
The Community Light Project was sponsored by Pulitzer Foundation of the Arts, in collaboration with the GRAND CENTER Defendants. It was organized and presented in conjunction with the Pulitzer Foundation’s exhibition Dan Flavin: Constructed Light, which ran from February 1, 2008 through October 4, 2008 inside the museum. Outside the building four GRAND CENTER installations 
comprised the Community Light Project. One of these, a multimedia projection titled Crystal World, was installed directly across the street from the original site planned for the Media Box. “The Lamp Project at Spring Church” involved the installation of lamps into a shell roof attached to the burnt church - the alternative site that the GRAND CENTER Defendants had offered the Plaintiff. 69. 
“The Lamp Project at Spring Church” ran from September 4, 2008 through October 17 of 2008. Two German light artists, Rainer Kehres and Sebastian Hungerer, installed several hundred donated lamps in a temporary shell ceiling to create a light 26”roof’ for the church. Earlier in 2005 Kehres and Hungerer had exhibited a somewhat similar lamp installation at ZKM Museum of Contemporary 
Art in Karlsruhe, Germany - considered one of the foremost media arts exhibition venues in the world. The 2005 installation, Space Invaders drew international attention. It was exhibited in the same venue for a second time, from December 12, 2007 to February 24, 2008. ZKM announced the second Karlsruhe lamp installation on its website, and included hyperlinks to The Community Light 
Project. The success of previous installation during the ZKM special exhibition “Light Art from Artificial Light” in 2005/06 reached up abroad: the record number of visitors and especially the internationally publicized for light art exhibition catalog effected for the Karlsruhe artist an invitation to the “Pulitzer Foundation for the Arts “to St. Louis [U.S.] to a light art exhibition in September 2008, 
along with artists such as Dan Flavin, Spencer Finch and Kim Sooja. The Light Project, the participation of the artists in the exhibition Dan Flavin. Constructed Light, 01.02.04.10.2008, Pulitzer Museum, St. Louis [USA] Rainer Kehres, Sebastian Hungerer: 70. The Community Light Project was also heavily promoted in the United States. PFA Director Matthias Waschek wrote the forward to 
the Light Project’s promotional brochure, which did not mention either the Plaintiff or St. Louis’s new media heritage mentioned. This following excerpt is from the brochure: With The Light Project the Pulitzer Foundation for the Arts spills beyond it’s walls for the first time. Grand Center is literally illuminated by four artworks, each of which is conceived by an artist (or artist team) with interna-
tional visibility, curated under the auspices of an institution based in St. Louis and invested in this neighborhood. Conceptually, the Pulitzer’s exhibition Dan Flavin: Constructed Light pointed the way. After sunset surreal beans of florescent color emanate from the Pulitzer’s window and bounce off the water-court toward the south, creating between the Pulitzer and its neighborhood an imma-
terial but palpable bond. In a given setting one may perceive in light anything from basic safety to sublime spirituality. Its meaning lies very much in the context. Some of the artists invited to participate in The Light Project take light’s site specific meanings as ancillary effects, others engage them directly, even playfully. The total effect of The Light Project is, like light itself, difficult to pin down. 
Though the project is ostensibly on view for only six weeks. If it is successful, it will be outlived by memories that generate a new sense of what Grand Center can be. For this reason it is my pleasure to thank a great many people: the artists Spencer Finch, Sebastian Hungerer, Rainer Kehres, Ann Lislegaard, and Jason Peters, for their willingness to set our neighborhood aglow; the curators 
Robin Clark, Laura Fried, and Matthew Strauss, for their efforts and expertise; our 27 partnering institutions the Contemporary Art Museum St. Louis, Saint Louis Art Museum, and White Flag Projects,for their involvement, and individuals and enterprises too numerous to be named here, for their generous support. 71. “The Lamp Project at Spring Church” required that extensive structural 
repairs be made to the church before any lamps could be installed. The Executive Committee of GRAND CENTER met on March 15, 2007, ‘’to take care of the problem."  The minutes state that Director Pulitzer made a motion to approve a resolution authorizing a loan from the Illinois Facilities Fund in the amount of $750,000 to fund the stabilization and development of the burnt church 
property located at 620 North Spring. The burnt church was pledged as security for the loan. The motion passed unanimously. The chairman of the meeting was Don Lents, the chairman of Bryan Cave LLP. , the Defendants’ Bond Counsel. 72. Upon the best of our knowledge information and belief, the GRAND CENTER directors at the March 15, 2007 discussed the Plaintiff, the Media Box, 
and the lighting/projection project which Schoemehl had recently sought the Plaintiffs design and programming assistance. This discussion, however, was not put into the minutes. The minutes of this meeting are attached hereto and incorporated herein, marked as Exhibit B. 73. The loan documents indicate that the church was to be used as the Phoenix Art Forum. In a May 31,2007 cor-
respondence to GRAND CENTER, the lender, the Illinois Facilities Fund wrote, “Congratulations on the completion of your project, funded with a loan from IFF. It is a pleasure partnering with you as you seek to meet the needs of those less fortunate.” The Church, however, has only been used once since the loan’s disbursement and church stabilization, and that was for the PFA-sponsored 
‘’The Lamp Project at Spring Church."  “ 74. Construction began on the permanent infrastructure projects shortly after the completion of “The Lamp Project at Spring Church."  Former 
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From the Plaintiff’s deposition:
I’m also a Geddesian, and I give talks on 
Hannah Arendt, and all of that is based on
what is called the agon, the agonistic model 
of creativity. My reputation has been affect-
ed by the fact that I use multiple tools and 
litigation as a tool for creative discourse, 
which is fundamental to the agon, (it) is not 
traditionally part of an agenda for individuals 
in the school of fine arts and architecture at 
Washington University. (d-pp. 80-82)

From the Defendant Washington  
University’s Motion For Protective  
Order on Depositions:
Mr. Guzzardo testified at his recent deposi-
tion that he believes Jasmin Aber excluded 
him from the jury for the Follies because re-
tired professor Lesley Laskey, who purport-
edly arranged some of the funding for the 
Follies, did not like Mr. Guzzardo because 
he is a lawyer who (as Mr. Guzzardo readily 
agreed in his deposition) likes to use litiga-
tion as a tool of his creative process. (d-p.4)
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Marsahll McLuhan: One of the effects of switching over to circuitry from mechanical moving parts and wheels is 
an enormous increase in the amount of information that is moving. You can not cope with vast amounts of informa-
tion in the old classified patterns. You tend to go looking for mythic forms in order to manage such complex data 
that’s moving at very high speeds. So the electrical engineers often speak of pattern recognition as a normal need 
of people processing data electrically and by computers. The need for pattern recognition. It is a need for which 
the poets foresaw a century ago in their drive back to mythic forms of organizing experience. 
Frank Kermode: In your other book the more recent one Understanding Media where you you go into all of this. 
You use a kind of slogan I guess. “The Medium is the Message." Would you like to illuminate that?
Marsahll McLuhan: Well I think it is more satisfactory to say that any medium be it radio or be it the wheel tends 
to create a completely new human environment. The human environment as such tends to have an invisible char-
acter about it. The unawareness of the environmental is compensated for by some attention to the content of the 
environment. The environments merely as a set of ground rules as a kind of overall enveloping force gets very little 
recognition as a form except from the artist. I think our arts if you look at them in this connection do throw quite a lot 
of light on environments. The artists is usually engaged in somewhat excitedly explaining to people the character 
of new environments, and new strategies of culture necessary to cope with them. 
Marshall McLuhan Interview with Frank Kermode BBC - 1964

Marsahll McLuhan: The artist would seem to have been given to us as a providential means of bridging the gap 
between evolution and technology. The artist is able to program the sensory life or reprogram the sensory life in a 
way which gives you a navigational chart to get out of the maelstrom created by your own ingenuity. The role of the 
artist in that regard to man and the medium is simply survival.

 “To get in touch” strange phrase. When a wheel and an axle are playing along together, as long as there is a nice 
interval between the wheel and the axle they are in touch. When the interval gets too small or too big they lose 
touch. The wheel is either on the hotbox - uptight, or else seized up or else falls apart. This situation of keeping 
in touch requires this interplay, this interface which is a kind of interval of resonance. Touch is actually not con-
nection but interval. It is when you touch something you have a little space between yourself and that thing which 
resonates. And that is play. And without play there cannot be any creative work, creative activity in any field at all. 
Man and Media Lecture - Centre for Culture and Technology - University of Toronto 1979

Robert Fulford : What kind of world would you rather live in? Is there a period in the past or a possible period in 
the future you’d rather be in?
Marsahll McLuhan: No, I’d rather be in any period at all as long as people are going to leave it alone for a while.
Robert Fulford : But they’re not going to, are they?
Marsahll McLuhan: No, and so the only alternative is to understand everything that’s going on, and then neu-
tralize it as much as possible, turn off as many buttons as you can, and frustrate them as much as you can. I am 
resolutely opposed to all innovation, all change, but I am determined to understand what’s happening because I 
don’t choose just to sit and let the juggernaut roll over me.
Marsahll McLuhan: TV interview with the journalist Robert Fulford 1966 

* Marshall Mcluhan did not turn up out of a clam or god-head. Patrick Geddes and Lewis Mumford 
(among others) helped lead the way.
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Snapshots: Shorts Program: The most ambitious offering is an odd 
portrait of the troubling intersection of race and right-wing  politics in 
America. Secret The Josephine Baker FBI Files flashes back to the 
195Os, when America's color line was enforced by twin culture czars: FBI 
chief J. Edgar Hoover and tabloid columnist Walter Winchell. Told in a 
pastiche of black-and-white footage and dramatically recreated recollec-
tions from the time, the film is a tribute to the bravery and spunk of a 
talented black American entertainer who carved out a brilliant career in 
exile in France.
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Snapshots: Shorts Program: The most ambitious offering is an odd portrait of 
the troubling intersection of race and right-wing politics in America. Secret The 
Josephine Baker FBI Files flashes back to the 195Os, when America’s color 
line was enforced by twin culture czars: FBI chief J. Edgar Hoover and tabloid 
columnist Walter Winchell. Told in a pastiche of black-and-white footage and 
dramatically recreated recollections from the time, the film is a tribute to the 
bravery and spunk of a talented black American entertainer who carved out a 
brilliant career in exile in France.
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epilogue
a faceoff with a singularity




