towards P3

As | approached the P3 period, my focus shifted towards the
materialization of the building and the thoughtful considera-
tion of materials and their significance in the overall design.
This stage presented an opportunity to delve deeper into the
physical manifestation of the museum, exploring how mate-
rials could contribute to its aesthetic, functional, and con-
ceptual qualities.

As a group, we collectively began by researching various
materials and studying their characteristics, such as texture,
color, transparency, and durability. This exploration allowed
me to understand how different materials could be applied
to different areas of the museum, considering factors such
as their performance, maintenance requirements, and their
ability to age gracefully over time. Moreover, we considered
the environmental impact of the chosen materials, aiming to
prioritize sustainability and responsible design practices.
This involved exploring options such as recycled or low-im-
pact materials, as well as considering the lifecycle of the
materials to minimize waste and promote a more sustainable
approach. Additionally, | also contemplated the significance
of materials in creating a sensory and climatically comforta-
ble experience for visitors. How would the tactile qualities of
the materials influence the perception and interaction with
the building and with art? How would the play of light and
shadow on different surfaces create dynamic and engaging
spaces? These questions guided my exploration and infor-
med the selection of materials that would evoke specific mo-
ods, enhance spatial experiences, and create a cohesive
design narrative.

At this stage, a significant breakthrough occurred as | con-
nected the idea of digging underground with the potential of
utilizing excavated soil as a building material. This realization
sparked a new narrative that spoke to the palimpsest of lay-
ers within the Zuiderdokken area. The concept of excavation
and the use of excavated soil as a building material allowed
me to delve deeper into the history and context of the site.
| explored the layers of time and the accumulation of diffe-
rent narratives that had shaped the area over the years.

By incorporating the excavated soil into the design, | aimed
to honor the history and memory of the site, as well as esta-
blish a connection between the past and the present. This
approach reflected a sustainable mindset, as the repurpo-
sing of materials from the site minimized waste and embo-
died a circular design approach.

Furthermore, the use of excavated soil as a building material
brought a unique texture and visual quality to the museum. It
imbued the architecture with a sense of rootedness and au-
thenticity, blurring the boundaries between the built environ-
ment and the natural landscape. This story of layers and the
transformative potential of excavated soil became an inte-
gral part of the design narrative. It resonated with the con-
cept of the museum as a place of exploration, both in terms
of artistic expression and the physical layers of the site. It
added depth and meaning to the architectural intervention,
inviting visitors to engage with the history, context, and ma-
teriality of the place in a profound way.
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brief IV

An Architecture For Art

Materials Matters

Material culture and the material presence of things is
a fundamental concern for what we might consider as

contemporary art, with what things are made of and how they
are made defining the conception, image or aura established by
the resulting piece. These material conditions might be found, left
raw or become highly refi . At the start of
the MSc4 course, this first brief asks each of you, alongside the
ongoing development of the forms, spaces and orders of your

project, to begin to address its material character, considering

how it is made, what it might be made from or finished with and

the resulting image it projects. This will not only encompass
the visual character of a material but also influence the ways in
which it meets other materials or is assembled, thus defining the
resulting tectonic character of your building.

Such concerns are essential in conceiving authentic architecture,
yet we are now fully aware that we must address other, even
more fundamental, questions with urgency. These are embodied
in the choices many of you have already made within this project,
in your proposals to keep elements of the existing structure on

the site, or even to work with the museum as found. ‘What
should we build?' and ‘with what can we build today?’ have

become pressing questions for our profession. As a generation
of young architects, starting your careers, you have been
confronted with the overwhelming scientific consensus that our

collective, societal failure to address resources in a sustainable

Interiors
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*
Materialisms © Roshan Adhihetty. Source: eflux

way is driving our planet into a potentially irreversible process
of destructive degradation. A process that will make it less
inhabitable for us all. The realisation that processes of building
construction and demolition, together, account for aimost 40% of
the World's carbon footprint means that architects must shoulder
a si share of the ethical to radi reduce
waste and material consumption and seek to work in relation
to the very finite resources available. Beyond the possibilities
for architectural expression defined through the material and
tectonic choices you make, this brief asks you to take the next
step in considering these questions of how a building can be
sustainable, encompassing questions of resou , circUlarity
and operational consumption, but also addressing the social -
ﬁ;mquenag_ol a material choice or a construction process.

Working individually or in groups, as you choose, you will
investigate the materials you are considering to employ within
your proposals. These might be ones traditionally used in
construction, for example timber or concrete (precast and insitu),
looking at the typical ways in which they are employed in the
making of buildings, and exploring how their manufacture, usage
and potential for circularity can or might be optimised. Equally,
your research might lead you to more experimental or less-tested
materials or composites. In either case, you should look at both

traditional and more innovative methods, exploring
their risks and opportunities. The specific concerns will vary

Palace
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% Look 4P
Hock e Aye Vi, Edgar Heap of Birds, Our Red Nations Were Always Green, 2021, primary print.

depending on the material and processes being investigated and
the scale and depth of investigation will depend on the scale of
your group. No two groups should look at the same thing and
as a studio, you will be required to present your work collectively
in a way that allows for materials to be composited and easily
compared. You will therefore need to consider a format that will
include a comparative table, addressing materials and processes
in relation to each other, alongside detailed chapters on each
individually. The resulting document will form a component of
your submission at the end of the year. We strongly encourage
you to engage in hands-on research - in addition to the classic
online version. In previous years, some students participated in
building workshops to fully understand the complexities of the
investigated materials or tested the making of a small building
fragment on an appropriate scale.

Alongside this material research, you will need to show how

ur choi slated into the architect our building.
You will address these both strategically, through diagrams and
drawings describing the orders and processes of construction
and deconstruction, and in detail, through the production of a
detailed three-dimensional fragment of the building, which will
include part of the fagade. You should explore the former through
digital and/or physical modelling alongside detailed plans and
sections through the building envelope at a large scale. Both
will require input from both design tutors and your architectural
engineering and technology tutor.

m
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The Zuiderdokken area in Antwerp
holds a rich history that spans several
centuries. Originally, the site was part
of the city’s port, serving as a crucial
hub for maritime trade and commer-
ce. The docks in Zuiderdokken play-
ed a significant role in facilitating the
exchange of goods and fostering
economic growth for the city.

As the needs of Antwerp’s port
evolved and shifted to other areas,
the Zuiderdokken docks gradually
ceased their operations. The decli-
ne in maritime activities, changes in
trade patterns, and the city’s overall
urban development contributed to
the decommissioning of the docks.
The docks lost their significance as
a primary hub for port activities. This
decline led to a period of neglect and
abandonment, with the docks falling
into disuse.

After the docks were filled with soil,
the resulting land in the Zuiderdok-
ken area remained relatively unused
for a considerable period. It became
a vacant and undeveloped space,
often referred to as a wasteland, in
the heart of the district. In the absen-
ce of active development or specific
designated uses, the area eventually
became utilized as a large parking
space.

However, more recently, there has
been a renewed focus on transfor-
ming the former parking area into
a more meaningful and vibrant part of
the district. Efforts have been made
to reevaluate the potential uses of the
land and integrate it into the overall
redevelopment plans for the Zuider-
dokken.
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archival drawings of Zuiderdokken [the docks]

source: FelixArchief [felixarchief.antwerpen.be]
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Anvers, Lc Bassin du Sud
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180 archival imagery of Zuiderdokken [the docks]

source: FelixArchief [felixarchief.antwerpen.be]
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archival imagery of Zuiderdokken [the docks] - after backfilling with soil

source: FelixArchief [felixarchief.antwerpen.be]
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184 archival drawings of Zuiderdokken [the docks]

source: FelixArchief [felixarchief.antwerpen.be]
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186 archival images of Zuidersluis [the lock]

source: FelixArchief [felixarchief.antwerpen.be]
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Vlaanderen

is erfgoed

Research report

Remains of a lock on the
southern docks in Antwerp

Final report of an accidental find

Agenc
regaﬁ es!{aie
Heritage

This study effectively highlights that significant portions of
the Zuidersluis and Zuiderdokken, although now buried un-
derground, remain remarkably preserved and hold immense
historical value. This hidden heritage represents a rich tape-
stry of the past that eagerly awaits rediscovery and revitali-
zation.
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adjusting the P2 plan to the Zuidersluis drawing

193



week 3.2

research_material matters

As part of the ,Material Matters” brief, we undertook a meti-
culous investigation to determine which materials would be
most suitable for our specific project. This involved carefully
considering the functional requirements, aesthetic goals,
and contextual considerations of the design.

number of
1 people NAMES
2 concrete 4 Bartosz  Marianna Mikofaj Michat look at the use and potential of the materials in the 3 categories:
3 3 stone 0 - - - STRUCTURE SKIN LINING
4 = clay 3 Nico Yiyin Alberto  Rutu
5 s gypsum 1 Julie - - - categories of
8 o steel 3 Ania Marta Rafael (F.) - analysis: fabrication/extraction/supply chain
9 = aluminum 4 René Denzel Frank Emir building culture & history
E
10 = copper, brass & co. 1 Dagna - - - maintenance
11 wood 4 Wessel Mish Zwaan Rafaél lifecycle
12 g Cork 1 Craig - - -
13 % =z hemp & straw 0 René (only- - - visual intent vs outcome
14 5 insulation 1 Julia - - -
15 w 2 polycarbonate 1 Matthew - - -
e
E @

16 & =  plastics 1 Jiaxin - - -

wy

%]

3 .
17 5] 2 Nathan  Misha - (“3*)
18 28

194 in-class discussion
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A SUSTAINABLE FUTURE FOR
THE EUROPEAN CEMENT AND
CONCRETE INDUSTRY

Technelogy assessment for full decarbonisation
of the industry by 2050

ETHzirich (T
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study on circulation
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-
Yale Centre for British Art, New Haven, 1977. Architect Louis Kahn. Photograph Cemal Emden

Form and Facades

‘The Museum is the colossal mirror in which man contemplates
himself finally in all his faces, finds himself literally admirable,
and abandons himself fo the ecstasies expressed in all the art
fournals.” -+ [ 1897 1361 ] FRencH PuieosorneR

Georges Bataille & Lock uP T ARCHITECIEE  THE NGTINE S oF

[SFT 111 ILLF Ex Daamf meiligk

‘Face was never a preoccupation for modern architecture.’

Colin Rowe — [1920-1937] atw' Tl Wirhian, Ctine & TaEr

(174 -1

Loak R e
Both quotes in the s_tsgy ‘Losing Face’ by Anthony Vidler,
in: The Architectural Uncanny, Essays in Modern Unhomely.
Cambridge: the MIT Press, 1982, pp. 85-89

‘The Elevation rhymes with the surrounding high rises, voids and
objects to point out that they are not mistakes or by-products, but
part of an unconscious profect that hasto be acknowledged...
shining a light on a continual process which requires more than
architecture to happen.’ % fook up
Tony Fretton, writing on the Lisson Gallery in 1882
Quote in the essay ‘Civil Architecture’ by Mark Cousins, in: the
book Architecture, Experience and Thought: Projects by Tony
Fretton Architects. London: AA Publications, 1988

This brief follows a lecture of the same title by Tony Fretton,

Emeritus Professor of the Chair. It focuses on the importance

and the dilemmas in defining the image of a new museum for_
contemporary art, given the history of both the institution and

the site, the scale of the proposed building and its representative

role for the city. It situates and elaborates upon the themes and

concerns established by the last brief, Material Matters.

The relationship between form and fagade is not a simple one.
As alluded to by Colin Rowe's observation, the idea of a clarified
form, freed from the concerns of its context and expressing the
functional characteristics of its internal arrangements, usurped
the fagade as the primary means by which the architecture
of the last century represented its relationship with both city
and society. This stripping away of representative concemns is
of the law court’s public bullding, which currently cccupies the
proposed site and which many of you are re-using. The existing
museum takes an opposing position. Here the form of an existing
silo inspired a series of abstract volumes, fictive industrial forms
that do not correspond to the desires of the interior to be a
single, open-plan space but nonetheless impact upon its identity
and use as a gallery space.

The scale of the new proposed museum means that it will not
anly establish pessibly contested relationships with its immediate

Palace
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neighbours but will also need to take its place on the skyline
and river frontage of the city as a whole. It does so in a culture
where we have a renewed sense of value for the inheritance of
the past and in dialogue with Antwerp's new residential scale,
the industrial artefacts of its recent past and the proud relics of
its illustricus history.

T B ST —
[How do you position your project in response?|We have
already discussed the project’s genesis in the social, political
discourse that contemporary art sought to represent in the latter
half of the Twentieth Century and its immediate relation to the
‘anarchitecture’ of the American artist Gordon Matta-Clark. How
might you reconcile the physicality of a large building - dedicated
to the presentation of contemporary art and welcoming of a
broad public - in response to these beginnings and the civic
aspirations of the cument brief that the new museum should

be representative and a celebration of contemporary artistic

culture in Flanders. As the critic and theorist Mark Cousins
wrote in a discussion on Fretton's work, ‘civic architecture
usually entails the imposition of a social ideology upon the
urban fabric', whereas what he describes as ‘civil architecture
is an architecture that bridges two worlds through a gesture of
inclusion.” How does such an ambition address the relationship
of the public to the museum? Such an aspiration might mean
different things at different scales, from how your building takes
its place as a figure within the urban scene to how it addresses
the more immediate scala of the neighbourhood, to the human
scale, as it touches the street or addresses the passer-by; to
the scale of a piece of material or a junction. How you form or
shape your building will affect its understanding at each scale.
Is this process to be understood primarily from the inside out,
as functionalist modernism proposed, do the demands of the
context shape the form and structure of the museum, or is the
process of developing your building's form one of negotiation
between these two competing impulses?

A fagade can be understood as a negotiating structure or a
threshold between the concerns of the interior and those of the
city beyond. |t can also be considered gne that might be inhabited
in its own right. How the fagades of the museum might address
its situation is made all the more difficult by the programme,
which in its demands for contemporary gallery space, might
easily lead to a rather introverted architecture of predominantly
blank faces. How do you respond te this? To what extent does
your facade reflect the structures of the interior? Is it conceived
as a kind of mask, or can the distribution of elements in the plan,
the spaces for people rather than art, help you to scale, order
and animate the fagade? Might it lead to a questioning of the
nature, or hierarchies of the galleries themselves, moving away
from cumrent concerns of contempaorary art space and opening
themselves up to the city?

For those werking with part or all of the existing building, other
questions emerge. To what extent is the result composition a
didactic one, defined through the relation between new and old
or, conversely, is the old entirely subsumed within re-reading
the new,

;Hu‘ld‘
ings
citi

Any such exploration into the duties and responsibilities of any

contemporary public architecture and its translation into physical

form and fabric must engage the guestion of its sustainability

in material and temporal terms. How will the form and fagade
engageﬁﬂh the demands of the present and future in a robust

and adaptable way, ultimately conceiving of a future where it

might no longer exist or be substantially transformed? This again

raises the question of whether and to what extent it registers the

traces or forms of previous conditions in its articulation.

The process of refining form and fagade happens across various
scales, from the urban to the tectonic. It is inevitably an iterative
one, with refinement achieved through an intense and open
process of repetition, observation and adjustment, founded upon
the making of things. It requires you to test it in different ways:
through analysis of precedents; through the ordering, structuring
and composing of elements; through the resulting experience
of the eye and the body, considered at different moments;
through the understanding of its materialisation. It will require
your attention to oscillate between inside and outside, each
pushing, pulling and reshaping the other. It might well be messy
and will probably require many versions. This is normal, and you
must find working techniques, probably across different media.
Ultimately its resolution might be found somewhere between
your intellect and your intuition. You need to look, as well as
think about it.

Your work in defining the form and fagade of your building up
to P3 will translate the more abstract, material concerns of
Material Matters in definite terms. It should result in a physical
model of the building as a whole within the site model so that its
effects can be understood in context and through their impact
on neighbouring buildings and spaces. The elabaoration of a
significant element of your fagade as a detailed digital model,
appropriately rendered or translated into a physical fragment,
should be considered as part of a material and constructional
build-up of the envelope that considers vital relationships with
the wider building fabric. This might result in its conception as
an extension to the larger fragment of building fabric requested
in Material Matters. Its representation should include the collated
process of development: through sketches, sketch models and
iterative versions, recorded in your project journal.
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map of soil distribution
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study on cores in the main building



week 3.5

research_case study

During my last tutorial with Susanne
and Mark, we discussed the impor-
tance of the entrance - the clarity of
its position, its representative role, its
possible function as a connector be-
tween two different spaces, etc. With
my idea of entering through the hi-
storical lock, not through the building
itself, we all agreed that it is crucial
that the underground entrance is not
a remote figure, but clearly relates
to both buildings - visually, spatially,
functionally.

One example of finding relationships
between the street level and the un-
derground space within the entrance
zone is in Marcel Breuer's Whitney
Museum in New York. A suspended
passage made of raw concrete brid-
ges the sunken garden and sets the
tone for the ceremonial entrance into
the building’s main lobby. Underne-
ath, the sculpture garden (and later
a little cafeteria) offers an intimate
outside space with a sense of quiet-
ness, and a connection with both the
interiors of the museum and the busy
city life.
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Whitney Museum of American Art_Marcel Breuer_New York
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Whitney Museum of American Art_Marcel Breuer_New York
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Design Guide
for Rammed Earth

Building with 100% earth

Pisé - Rammed Earth
Tradition and Potential

Roger
Boltshauser
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P3 presentation

The P3 period was particularly important for the develop-
ment of my design proposal.

The idea of excavation emerged as a compelling concept
during the project’s development, offering intriguing possibi-
lities for both architectural and landscape design. It revolvs
around the notion of revealing and repurposing the hidden
layers of the site, specifically referencing the buried heritage
of the Zuidersluis and Zuiderdokken.

By embracing the idea of excavation, | sought to create
a design that celebrates the historical significance of the
site. The process involves carefully removing layers of soil
to uncover the buried elements and architectural remnants,
paying homage to the rich history of the area. This act of
excavation not only serves as a metaphorical gesture of re-
discovery but also provides an opportunity to integrate the
past with the present.

In addition to its historical connotations, | also approached
the excavation as a means of shaping the architectural cha-
racter of the museum, as well as the topography of the park.
The excavated soil can be repurposed to be used for ram-
ming earth, and to shape the terrain.

Furthermore, the idea of excavation extended beyond the
physical act of digging. It also encompasses the exploration
of negative spaces, voids, and interstitial areas within the
design. These empty spaces between structures were inten-
tionally incorporated to create opportunities for contempla-
tion, social interaction, and the different levels of publicness
within the museum experience.
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259 recent excavation of the Zuiderdokken area





