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ABStrACt

This research is prior to a design that has to deal with  
complexity on different urban and architectural scale 
levels. The whole project is motivated by voice of the 
citizens who fight the destructive monster called gentri-
fication. The project proposes contra reaction against 
the culturally negative side effects of gentrification of 
the city centre of Amsterdam by preserving and inten-
sifying the cities creative and artistic scenery. 

The design of both the urban plan and the building 
are based on outcomes of the research. The topic of 
the research is fairly wide; it could be seen as two 
major topics. 

The first section is based on an urban scale; via litera-
ture studies and case studies it examines how to imple-
ment a cultural venue in the city centre of Amsterdam 
underscoring the citizens’ affinity with the project. This 
part of the research is an indispensable input for the 
urban design.

Secondly the research scopes down to a building scale. 
Via interviews and case studies the differences be-
tween a traditional dwelling and an atelier-dwelling 
are examined. Resulting in fundamental spatial ele-
ments that can only be found in an atelier-dwelling. 
This section of the research provides the motivation 
and the input for the dwelling typologies, social pref-
erences and technical conditions in the following de-
sign.
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introdUCtion

This research forms the basis for design to examine 
complexity on different urban and architectural scales. 
the project proposes contra reaction against the cul-
turally negative side effects of gentrification in the city 
centre of Amsterdam by preserving and intensifying 
the city’s creative and artistic scene. According to Gro-
dach, Foster, and Murdoch (2014), the arts generally 
have a stabilizing force on rapid growth and change 
in cities due to gentrification. To use the arts in the city 
centre of Amsterdam, this research first focusses on 
understanding of the role of the artist in gentrification. 
Second, the implementation of an art venue in the city 
network is examined. The research then focusses on 
architecture to understand how artists use their work 
spaces and how this can be combined with housing. 

Urban Research question:
What design characteristics of an urban art venue in-
fluence the neighbourhood?

Architectural Research question:
What spatial elements and social conditions distin-
guish an atelier-dwelling from a traditional dwelling?

Gentrification is occurring and has occurred in pros-
perous cities globally. There is not wide documenta-
tion about what happens after a neighbourhood has 
been gentrified. Often, the creative class along with 
the original residents are flushed out of the gentrified 
neighbourhood, leaving only more affluent individu-
als. When gentrification continues throughout an entire 
city, only upper-class will remain in the city, leaving a 
uniform street culture (Florida, 2017). This is the case 

in the city centre of Amsterdam. This research exam-
ines the possibilities of returning artists to the gentri-
fied city centre to create a more diverse street culture 
and healthier city centre. 

When the term artist is used in this research, it refers 
to individuals that practice fine arts as their profession. 
The term here does not refer to the creative class that 
Florida (2002) discusses in his book ‘The Rise of the 
Creative Class’. The chapter ‘Culture Change through 
Arts’ examines this topic further. 

Annually, between 1,000 and 1,500 recent art grad-
uates search for an atelier in the city of Amsterdam. 
Often, they are also looking for an affordable place 
to live. Moreover, there is a constant demand for re-
hearsal spaces for dance, theatre, and music (Bureau 
Broedplaatsen, 2016). 

As discussed, this research focuses on a lasting solution 
for diversity in the street scene as housing for artists. 
The emphasis lies on a durable and permanent solu-
tion because the city of Amsterdam already houses 
many temporary projects of this kind. These projects 
provide working places for artists, but often focus on 
“improving” a neighbourhood. This project differs be-
cause the focus is on preventing the negative results 
of gentrification instead of beginning gentrification. 
there for the permanent character is essential for a 
durable effect of fine arts. 

Figure 1 [diagram] Gentrification process
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metHodology

The approach taken in this study is a mixed method-
ology based on data collected using case studies, in-
terviews, a literature review, and by attending public 
discussions between artists, developers, and the mu-
nicipality. 

the research questions touch upon political, social, 
spatial, and scientific topics. Therefore, multiple meth-
odologies are essential to finding suitable answers.

The first two sections of this research examine the po-
litical and social fields of the research question start-
ing from the definitions of culture, art, and creativi-
ty. Cultural knowledge is applied on a perceivable 
scale—the city scale. After political and social fields 
are examined, tangible aspects of the questions—
within the urban scale, building scale, and unit scale—
are examined. 

For the research, case studies provide insight into cur-
rent ateliers and artist housing. Zomerdijk and Cité 
Montmartre are the best existing examples of build-
ings specifically designed for atelier-dwelling. Other 
projects have originated in buildings that were built 
for other purposes than atelier-dwellings but hap-
pened to suit this housing typology well. 

Besides case studies, interviews helped in understand-
ing the specific needs of an atelier from the point of 
view of artists, the end users. For this research, four 
fine artists were interviewed and I spoke to many art-
ists when visiting atelier complexes.

Finally, lectures and discussions in Pakhuis de Zwijger 
provided information about the use and need for at-
elier-dwellings. The lectures and discussions are Her-
ontwikkeling #15: Atelierruimte gezocht; Book pres-
entation #41: The Workshop; Gebiedsontwikkeling 
#27: Sociaal ruimtelijk ontwerpen; Art At Work #4: 
Arts & democracy; and The City as a Lab 4 - Art 
Residency.
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critics can be seen as one group, including foundations, 
parents, and journalists, among others. Some peo-
ple create, while others listen, watch, teach, critique, 
or learn a cultural activity, art form, or expression. 
Some people are professional artists, designers, and 
inventors, while others engage informally in expres-
sive activities or create innovative tools, relationships, 
or products. The field as a whole can be represented 
within a framework through four main aspects: degree 
of professionalism, type of product or activity, loca-
tions and spaces, and level of participation and in-
volvement. table 1 outlines these aspects.

The cultural sector is continually developing and chang-
ing. Because art and culture are intertwined with all 
forms of human activity and daily life, conceptualizing 
them requires a discriminative understanding of the 
roles played by different players and constituents. Of 
course, those roles are not necessarily fixed. A policy 
maker or planner may also be a creator or audience 
member; an arts non-profit organization can also be 
a community partner; and a municipality may be an 
arts funder, a partner with cultural organizations, and 
an employer of arts-based strategies to meet other 
goals.

If the problem this research is facing is urban, so is its 
solution. The way out of the problem of gentrification 
is more, not less, urbanism (Florida, 2017). And in this 
urbanism needs to be integrated in all its forms, of 
which the arts are one.

defining CUltUre And tHe ArtS

Art and culture encompass performance, visual, and 
fine art, as well as applied art, crafts, film, digital 
media, literature, and other creative activities. Look-
ing only at the arts, Gaquin (2008) defines thirteen 
categories: acting, announcing, architecture, fine art, 
directing, animation, dancing and choreography, de-
sign, entertainment and performance, music, singing, 
photography, production, and writing. Culture entails 
contemporary art, as well as the historical heritage 
of art and architecture. Culture also has an immateri-
al meaning concerning the intangible shared beliefs, 
values, and practices of a community (Houston, 2007).

Individuals’ involvement in culture and art can be dis-
tinguished in formal and informal categories. Formal 
involvement includes theatre shows, sculptures, paint-
ings, and buildings. Informal involvement includes fes-
tivals, celebrations, and informal cultural gatherings. 
Together, these interactions create the society’s cultural 
assets—informal, tangible and intangible, profession-
al and amateur, artistic and cultural activities. They 
are essential for a society’s cultural vitality, sense of 
identity, and heritage. The spaces needed for formal 
activities are professional spaces such as theatres, mu-
seums, and galleries. Informal activities can also take 
place in less professional spaces, such as local gather-
ing spaces, libraries, clubs, parks, and schools. 

Houston (2007) categorises all participants of culture 
and art by varying levels of skill and engagement. 
Four types of participants can be distinguished: cre-
ators, consumers, supporters, and critics. The creator 
can be professional, but also a child acting in a school 
play. Consumers are the audience, and supporters and 

ArtS

ritUAlS

trAditionS

otHer

food

CUltUre

figure 2 [diagram] arts are a part of culture
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Creator or producer is recognized 
as artist by peers, has received 
advanced training in the art form, 
makes at least a portion of his or 
her living through artwork, or is 
presented or exhibited by arts-spe-
cific venue

Professional or Formal

Tangible

Specific-purpose venues

Creator

Vocational or Informal

Intangible

Non-arts venues

Consumer

Creator or producer is engaged in 
project solely for purposes of ex-
pression (e.g. ethnic, religious, per-
sonal) and enjoyment

Painting, sculpture, monument, build-
ing, multimedia or other permanent 
or temporary physical work of art

event, performance, or gathering 
(temporary activity); oral history or 
cultural expressions passed on from 
generation to generation

museums, theatres, galleries, com-
munity art centres, music clubs, etc.

Schools, churches, parks, commu-
nity centres, service organizations, 
libraries, public plaza, restaurants, 
bars, shops, businesses, homes, etc.

Creator (responsible for the crea-
tion of the artistic, cultural or crea-
tive expression)

Audience member, supporter or crit-
ic (indirectly involved or associated 
with the artistic or cultural activity)

dimenSionS of ArtS And CUltUre

degree of professIonalIsm

type of product of actIvIty

locatIons and spaces

level of partIcIpatIon and Involvement
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CUltUre CHAnge tHroUgH ArtS

an art venue is an area in an urban setting that houses 
multiple artistic and cultural activities, housing for art-
ists, and welcomes consumers. The venue welcomes all 
individuals who are involved with art and culture. As 
the previous section explains, every person is somehow 
involved with culture, the difference lies in the level of 
engagement. To make an art venue function, it should 
appeal to all different levels of engagement. The aim 
of an art venue in a city centre is to create more di-
versity. In the gentrified city centre of Amsterdam, the 
gentrification process has wiped away an important 
part of the creative industry of the city. Jacobs (1961, 
1970) explains that dense and economically diverse 
neighbourhoods are the healthiest. Currently, the eco-
nomic and social diversity of Amsterdam is declining, 
particularly in the city centre. research by foster et al. 
(2016) suggests that the arts can stabilize racially and 
ethnically diverse neighbourhoods while maintaining 
or even increasing such diversity.

Artist now find locates on the edges of the city. So-
called broedplaats are temporary by nature. A du-
rable art venue should provide permanent housing, 
workspaces, and exhibition space for artists. Grodach 
et al. (2014) researched types of art in the gentri-
fication process. He distinguishes between two cate-
gories: commercial art, including film, music, and de-
sign-based industries, and fine art, such as performing 
arts, museums, and art schools. The research shows 
that different types of art are associated with differ-
ent forms of neighbourhood change. Commercial arts 
show the strongest association with a rapid gentrifica-
tion process, while fine art is associated with the stable 
and slow-growth of a neighbourhood. 

These findings would make it clear that fine art should 
be promoted by art venues if the aim is to create a 
durable and stable venue that influences a gentrified 
neighbourhood by bringing diversity and culture. Con-
versely, the findings of the research by Grodach et al. 
(2014) also show a negative correlation between fine 
art and gentrified neighbourhoods. A combination be-
tween commercial and fine arts in an art venue should 
create a balance. Here, the fine arts guarantee the 
long-term ambition of a stable and durable art venue, 
and commercial arts connect the venue to its current 

social context. 

A combination of fine and commercial arts also 
spreads the financial risk. In Amsterdam, many art 
venues already house affordable atelier dwellings in 
combination with commercial offices and/or bars. As a 
social institution, an art venue can generate income by 
exploitation to provide affordable atelier dwellings 
and programming (Bureau Broedplaatsen, 2016).

In summary, an art venue in the city centre of amster-
dam that changes the gentrified culture by creating a 
more diverse street culture should house both fine and 
commercial arts. The fine arts guarantee stable and 
durable diversity in the venue that is not easily influ-
enced by young urban professionals in the gentrified 
area. At the same time, residents of gentrified areas 
should not be pushed out and should feel affinity with 
the venue. For this, commercial arts play a second-
ary social roll though economically, commercial arts 
together with cafés can help to guarantee financial 
stability. 

It is important to underscore the difference between 
commercial arts and fine arts, especially when looking 
at workplaces or ateliers. Artists who practise fine arts 
mainly produce tangible art, such sculptures, paintings, 
or installations. The workspace they need has specif-
ic requirements. the following section examine these 
requirements in greater detail. Fine art artists are a 
category within the creative class, which broadly in-
cludes, as described by Florida (2004), scientists and 
engineers, university professors, poets and novelist, as 
well as the “thought leadership” of modern society: 
non-fiction writers, editors, cultural figures, think-tank 
researchers, analysts, and other opinion makers. Be-
cause these professions primarily work digitally, they 
do not specific workspace that meet certain require-
ments such as light, height, and accessibility. Whether 
they would prefer such spaces is of course a different 
topic.

In visits to art complexes for this research, an addi-
tional aspect besides workspace requirements be-
came clear: there is a unique atmosphere among 
atelier complexes and other workspaces for fine art, 
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especially at locations that function well. When gro-
dach et al. (2014), Foster et al. (2016), Lowe (2000), 
and Phillips (2004) talk about the influence of art on 
changing a neighbourhood, or even an element of the 
culture, one of the factors that is responsible for this 
influence is the atmosphere. This atmosphere is defined 
by unrestrained freedom while working, resulting in a 
messy looking space that is always unique. This hap-
pens inside ateliers but is often also visible in commu-
nal (outside) spaces and at the entrances of buildings. 
This atmosphere is created by artists. It is the freedom 
and possibility to create such an atmosphere that com-
pels artists to occupy an area. 

To influence a neighbourhood, this atmosphere must be 
reflected in the surrounding area. Yet, the messy and 
thus chaotic appearance of spaces that expresses the 
atmosphere is in contrast to the framework set by the 
municipality of Amsterdam for urban development to 
create a neat cityscape.

Figure 3 [Photo] Street facade of Cité Montmartre aux Artistes
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Brief HiStory of tHe Atelier Complex

The atelier complex originated in Paris and still shares 
a common typology. ateliers for sculptors are on the 
ground floor and there are studios for painters on the 
levels above. The most common dimensions of an atel-
ier were 6¬–7 m wide, 12–13 m long, and about 4.5 
m high. light came in from the north via ceiling high 
windows that start at eye height, 1.70 m. In the back 
of the atelier, a loft was placed about 2 m above 
the floor. Underneath, the kitchen was situated. Atel-
iers were simple but effective boxes—high working 
space with strong light from the north, and a place to 
cook and sleep provided by the loft (Van Stralen & 
de Graaf, 1989).

Among artists in Amsterdam there already lived ideas 

for artist housing development. In Amsterdam, the first 
atelier-dwelling complex from 1934 is the Zomerdijk-
straat, designed by Zanstra, Giesen, and Sijmons (Van 
Stralen & de Graaf, (1989); Van Riemsdijk, (2004)).

Figure 4 [Photo] Interior of Zomerdijkstraat; on the left the atelier area, on the right the living area
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ConneCting tHe Art VenUe to tHe City

the aim of implementing an art venue in the city centre 
is to change the monotonous, gentrified street culture. 
this requires a shift in the city culture as the venue 
is supposed to directly affect the surrounding neigh-
bourhoods. If an art venue is not well-connected so-
cially and physically to surrounding neighbourhoods, 
citizens of these neighbourhoods may dislike the ven-
ue. such a reaction is not the goal of the project. for 
neighbouring citizens to engage with the project, the 
art venue should connect to the city on different levels: 
socially, culturally, and spatially (Florida, 2002; Foster 
et al., 2016) The current section discusses aspects of 
these different levels (Figure 6).

This section examines public and residential domains 
(Figure 5). Professional, clustered, and private do-
mains are discussed in the following section. 

culture 
While art is an aspect of culture, for the venue to 
connect with the city, other aspects that form culture 
should also be considered. In a neighbourhood, cul-
ture includes food. In Amsterdam, many cultures and 
different backgrounds are reflected in food culture by 
a wide range of dish. In more gentrified neighbour-
hoods, restaurants scope down with variety and price 
range (Florida, 2017). 

Activities such as workshops, theatre shows, and seeing 
art are a primary reason for neighbours to visit an 
art venue. such participation encourages engaging in 
and accepting the project. These activities can serve 
as urban anchors that have a significant impact on city 
centre redevelopment (Birch, Griffi, Johnson, & Stover, 
2013).

The influence of different ethnicities in Amsterdam 
shows that the city welcomes all nationalities. this can 
be seen in the Superkilen project in denmark by BIG 
architects which is a sort of surrealist collection of 
global urban diversity that in fact reflects the true na-

culture

Food Workshops Cultural influence heritage

spatIal

connect to institutions street art connect to route define space 

socIal

transparency public activities Cafés place attachment

Figure 6 [Table] Connecting with the city

Public domain
Residential domain

Profession domain
Clustered domain

Private domain

Figure 5 [Table] Research domains
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ture of the local neighbourhood—rather than perpet-
uating a petrified image of homogeneous denmark 
(Archdaily, 2012). This process can also work the oth-
er way, as Cameron and Coaffee (2006) describe in 
their research, wherein ethnic diversity attracts artists 
as it repels the conventional middle classes.

Heritage is the most tangible form of (historical) cul-
ture in the city. When possible, maintaining or reori-
entation can connect a project to the city (Ruijgrok, 
2006).

spatial
Connecting to existing networks of art schools and in-
stitutions. (Foster et al., 2016).

Connect to a route that is used for necessary activi-
ties. Necessary activities include those that are more 
or less compulsory—going to school or to work, shop-
ping, waiting for a bus or a person, running errands, 
distributing mail, in other words, all activities in which 
those involved are to a greater or lesser degree re-
quired to participate. In general, everyday tasks and 
pastimes belong to this group. among other activities, 
this includes the great majority of those that are re-
lated to walking, or in Amsterdam, also biking. These 
activities take place throughout the year, under nearly 
all conditions. Including necessary activities in the de-
sign of the art venue can help connect the venue to the 
city’s network (Gehl, 2011, p. 11). 

The public areas of the art venue are directly linked to 
the residents, as to the visitors, as to the passers-by for 
necessary activities. these are the places where op-
tional and social activities can happen (Gehl, 2011, p. 
11, 12). As Alexandre (1977, p. 311-313) describes, 
a town needs public squares. They are the largest, 
most public spaces that a town has. But, when they are 
too large, they may look and feel deserted. As such, 
public rooms should be between 14 m and 23 m, as 
shown in figure 7.

It is typical for artist occupied areas that artists incor-
porate and develop mixed-use street level economic 
activities, creating quasi-public spaces and program-
ming that encourages residents and visitors to develop 

Figure 7 [Illustration] Retrieved from (Alexander, 
1977, p. 313)

14m to 23m across

place attachment and social capital as they interact 
with others (Bailey, Miles, & Stark, 2004; dowling, 
2008; Foster, Grodach, & Murdoch III, 2016; Gro-
dach, 2010; Lowe, 2000; Phillips, 2004). 

transparency, or showing what is happening in the 

venue or complex, allows for an understanding of 
the venue or complex. awareness of the artistic pro-
gramme is the first step in creating connections with 
surrounding neighbourhoods. If someone does not 
know what is happening in a building, there is no rea-
son for affection, let alone interaction (Birch, 2013).

social
Contact and interaction make people familiar with 
each other. therefore, social connections between the 
artistic residence of a venue or complex and the neigh-
bourhood is important. This is not necessarily one-on-
one interaction, but can also happen via activities with 
institutions in the programme, such as collaboration 
with citizens, local entrepreneurs, schools, corporation, 
social work, and the city, among other parties (Bureau 
Broedplaatsen, 2016).

another way to invite people to a venue or complex 
is via public bars and cafés (Florida, 2004). Easily 
approachable bars and cafés are a popular meet-
ing places in the city and can be seen in the street 
culture of Amsterdam. In these places, different levels 
of contact intensity occur (Gehl, 2011 p. 17), from the 
high-intensity contact, such as meetings with friends, 
to low-intensity contact or passive contact (seeing and 
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Figure 8 [Photo] Men talking in public space; picture 
from gehl, 2011, p18

hearing). 

Markusen and Gadwa (2010) found that the arts 
can enhance neighbourhood identity and place at-
tachment by creating a sense of local distinction and 
ownership (Foster et al., 2016). Markusen and Gadwa 
do not explain how, but the terms local distinction and 
ownership provide a direction for the design of an art 
venue or complex.

above many aspects of connections to a city have 
been discussed with a focus on the city network of 
Amsterdam. Examining social, spatial, and cultural 
spheres provides insight into aspects that need to be 
considered when designing an area that connects with 
the city around it. The scheme in Figure 6 provides a 
broad overview but is not fixed.

While most of the cases examined do not allow out-
siders into the art complex or venue, an exception is 
La Ruche (see attachment for case studies). La Ruche is 
situated in the courtyard of a building block, but the 
gates are always open during the day. This makes the 
project transparent—people can see what is happen-
ing. The garden allows outsiders to stay for a while 
and enjoy the calmness between the working artists. 
This relaxed atmosphere provides an unforced oppor-
tunity for neighbours and artists to meet.
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ArCHiteCtUrAl SCAle, United ArtiStS

this section focusses on the architectural scale of an 
art venue or complex. social relations among artists 
in a complex are important. these social relations can 
be categorised into three different scales, as shown in 
Figure 9.
The domain residential describes interactions among 
all residents from different disciplines and their 
shared urban spaces. The domain profession concerns 
the type of art that the artists practise. this section ex-
amines whether these professions should be mixed or 
whether they function more efficiently separately. The 
domain clusters concerns the relations among neigh-
bouring residents as colleagues.

Public domain
Residential domain

Profession domain
Clustered domain

Private domain

Figure 9 [Table] research domains

Cite Montmartre aux Artistes2 and the Ten Kate Pa-
leis2 both have a shared garden that is accessible to 
residents. This is also the case in La Ruche2, though 
they differ in their gate policy—whether the gates 
are permanently open or closed to public. In the 
Zomerdijkstraat,2 a strip of green is claimed by the 
residents as their communal garden. This is a place 
where the residents meet during sunny days, though 
the level of contact varies. however, even passive 
contact in a communal space enhances the community 
feeling among residents (Gehl, 2011 p. 17). 

Looking at the case studies, four urban typologies that 
house artistic venues can be identified: 1. Enclave; 2. 
Slabs; 3. Enclosed patios; and 4. Free-standing vol-
umes 

Residents of the Zomerdijkstraat explained that their 
communal garden originally belonged to the munici-
pality and the residents collectively claimed this space 
as a garden. While the gathering is positive, as a de-
signer, one does not want residents to come into con-
flict with the municipality. This shows that the design 
of the Zomerdijkstraat lacked in facilitating a shared 
space. 

In Cité Montmartre aux Artistes, the residents collec-
tively organise open days and events in the space 
between the buildings. These narrow streets are de-
signed to allow light into the buildings and provide ac-
cess. Yet, the artists, who are also the residents, gave 
it an second function as a shared space. It appears to 
be in the nature of artists to think and act creatively 
and innovatively (Florida, 2002).

grouping artists within the same profession has practi-
cal and social benefits. during an interview with Mari-
je Gertenbach, painter, it became clear that working 
among others who practice the same profession helps 
in the process of creating and developing. For an ar-
chitect, this does not mean designing a shared work-
ing space, but creating the possibility for interaction 
among artists of the same profession while working or 
in close proximity to their workspaces. This was sup-
ported by every artist that was interviewed for this 
research. They all acknowledged that no matter how 
perfect the atelier was, it can become isolating and 
lonely. Painter and sculptor Claire van Stolk explained 
that a communal space for people within the same 
profession would work great for many artists, but that 
it should be designed with a space that everyone 
needs or could use. 

figure 10 [Illustration]

1 list of Spatial Requirements per Profession can be found in the attachment
2 Case studies can be found in the attachment

la ruche ZomerdIjKstraat
&

cIté montmartre 
aux artIstes

ten Kate paleIs 
& 

vIlla vassIlIeff

Westergas terreIn
&

ndsm Werf



23

As to whether artists from the same or different pro-
fessions should be mixed, both Stolk and Gertenbach 
suggested that working with different professions 
would provide them with interesting perspectives. 
However, when considered isolated hours or difficult 
moments in creating, artists from the same profession 
understand one’s struggles best, and therefore both 
agreed that it was better to have artists of a single 
profession working together. 

In the case studies, there is a clear pattern of divided 
professions in the Zomerdijkstraat2 and the Cite Mon-
marte aux artistes2. In these cases, the professions 
are divided per floor. Artists that work large, such as 
sculptors, are situated on the ground floor for trans-
portation reasons. Artists that work smaller, such as 
painters, are situated in the floors above (see Figure 
10). However, these case studies are all of buildings 
that are nearly a century old and do not have eleva-
tors.

Practically, clustering the same professions makes the 
complex more efficient. The list ‘Spatial Requirements 
per Profession’1 show that requirements are specific 
and strongly differ among professions. The needs that 
can collectively be provided are ovens, storage, out-
side workspace, ventilation for toxic damps, and a sink 
for toxic waste.

The clustered domain can be the same as profession 
when a group has a maximum of twelve households 

(Alexander, 1977). In an art venue or complex, the 
community is likely to be over the maximum of 12 
households, therefore clusters are important to pro-
moting social contact among neighbours. the research 
of Alexander (1977) shows that people from 10 
households can, in general, sit around a kitchen table, 
exchange news on the street or in the garden, and 
stay in touch with the whole group. 
 
The case study of the Ten Kate Paleis is a clustered 
building of nine households. All households have their 
private atelier, kitchen, bedroom, and living room. 
Three households share the same sanitary facilities 
while the garden, storage, and staircase are used by 
all nine households. According to the residents, the most 
intensive contact is among the three households on the 
same floor that share the same hallway and sanitary 
facilities. The garden and bike storage are the most 
important places for contact with all households. 

The other case studies do not specifically cluster groups 
of ateliers or dwellings. The large gallery in Cité Mont-
martre aux Artistes connects too many dwelling, which 
can result in residents that are estranged from each 
other. The circular staircase in La Ruche is positioned in 
a prime location for clustering, but the residents do not 
easily bond because their ateliers are isolated due to 
closed walls between the communal space and atel-
iers that prevent interaction and identification.

Interaction via visibility and accessibility between pri-
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vate units and the communal space are essential for 
a vital communal space. a communal space promotes 
the contact among the artists from the same profes-
sion, as discussed. For efficiency and social contact, the 
communal space can be linked to a second function: 
a kitchen, an atelier, an outdoor space, or a lounge 
space. It depends on the type of daily activity during 
which residents desire interactions with their neigh-
bours. According to Florida (2017), clustering is also 
a key driver of economic growth, and it is absolutely 
critical that it is effectively harnessed to create the 
broadest possible economic and social benefits. 

A clear difference between traditional housing and 
atelier-dwellings is the atelier, consequently the resi-
dents share a field of profession as artists. It can be 
beneficial to workflow when the architecture increases 
the possibility for residents to meet each other. Com-

assurance of use

level of contact

activity

kitCHen workSpACe loUnge/liVing oUtSide SpACe SAnitAry

munal spaces effectively contribute to social contact 
among residents. Vital communal spaces in an atel-
ier-dwelling include essential programmatic com-
ponents such as a transport zone, kitchen, sanitary 
facilities, and others to assure the space is sued. Fur-
thermore, transparency and exposure of artists’ works 
and the possibility to personalise or individualize the 
communal space are fundamental.

Figure 13 [Table] Function and use
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ArtiStS in tHeir AtelierS And in tHeir 
HoUSeS

They private domain is about the combination be-
tween working and living. The working circumstanc-
es for fine artists are significant different from other 
professions such as designers or musicians. This chap-
ter examines the space usage and the potentials and 
pitfalls of blending work and dwelling activities. And 
finally looks at specific practical requirements for at-
eliers for fine arts. 

Public domain
Residential domain

Profession domain
Clustered domain

Private domain

Figure 14 [Table] Research domain

In an interview for this research marije gertenbach 
explains a daily scenario in her atelier-dwelling in the 
Zomerdijkstraat illustrated in the floor plans below. 
This is a daily schedule she tries to follow up. But she is 
also often away from home for visits to her gallery and 
meetings or for jobs on location; she can be abroad 
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Plan atelier dwelling of Marijre Gertenbach in the Zomerdijkstraat

first floor Second Floor

a

g, K

B, I

d
e, h

c, f

j

A Waking up
B Preparing breakfast
C Eating breakfast and reading
   e-mails
d doing yoga
e painting
f lunch
G Reading break
h painting
I Preparing dinner 
J Having dinner together with
  friends and colleague artists
K Sketching and relaxing

7.00

9:00
13:00

20:00

21:00

for month. In the floor plans below it becomes clear 
that Gertenbach hardly the living room uses. A big 
part of her day she spends in the atelier side. Eating is 
a very conscious moment in her daily live, Gertenbach 
explains that she easily forget to eat while working 
and that this also happens to her colleagues, because 
of that she tries to eat together and at set times. 

The house is an atelier dwelling typology and is de-
signed as two separate functions; the atelier and the 
dwelling. In practice is the use of both sides of the 
house a blend between private and working. There 
is a shift of private activities such as eating from the 
dwelling area to the atelier. Even for breaks, to take 
some distance from the work Gertenbach prefers to 
stay in the atelier, but in a more secluded area on the 
self build entresol (activities G, K). 

sleeping a
Cooking B, I

dwelling Atelier
High space Entresol (on and 

beneath)

Workout d
eating jeating c, f
relaxing g, K

Working E, H

figure 15 [plan] atelier marije gertenbach
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The blend of activities in Gertenbachs house is pos-
sible because she and her husband are the only one 
in the house. For a household with children the sep-
aration between working and living could be more 
important says Claire van Stolk in an other interview. 

Figure 16 [Photo] Atelier of Marije Gertenbach, 
Zomerdijkstraat

To conclude the combination of working and living 
does not always need a obvious separation. The fami-
ly composition is a important factor in this division be-
tween working and living. The place where one eats, 
(which does not necessarily needs to be in the kitchen) 
is an important place for social contacts. 

In the case study of the Ten Kate Paleis there is a open 
structure between working and living, but also be-
tween living and sleeping. Voids and walls placed in 
the middle of the rooms close direct virtual contact, yet 
the circulation goes through bedrooms together with 
the sound. There is one unit that is used only for work 
and that can be closed off. In the rest of the building 
the use of any space is hardly fixed. 

Looking at both case studies differences between reg-
ular dwellings and fine artists residence become clear. 
The ‘standard’ dwelling has no atelier part. All activ-
ities related to the atelier can only happen in the at-
elier dwelling. However the results show that not only 
work related activities happen in the atelier, but also 
other activities. This blend of activities can be further 
developed in a more compact and open floor plan. 

Yet there are three critical notes on the open floor 
plan. Firstly the ability to not be confronted with the 
work, to create some distance from the work. This sce-
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ten Kate paleis

Figure 17 [Plan] First floor, Ten Kate Paleis
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nario asks for visual barrier or composition without di-
rect sight between the workspace and relaxing space. 
Secondly household with children need the ability to 
close the circulation between the work and living area 
safety reasons. Also relevant for households with chil-
dren is a sound barrier between the work and living 
area. Finally the most practical issue; health. When 
working with toxics, paint or creating dust one needs 
a toxic free space. The kitchen and bedrooms need 
to be toxic free at any time. there for a separate 
climate system for both the workspace as the dwelling 

is necessary. 
finally all technical requirements to an atelier also be-
long to specific requirements for artist housing. Tech-
nically there are some very persice requirements to 
ateliers. These differ per proffession, the list below is 
composed out of interviews, lectures, studying the case 
studies and literature from Stralen and Graaf (1989).

atelier

atelier

atelier

dwelling

sight barrier

Sound barrier

toxic barrier

Circulation and 

dwelling

dwelling

Figure 19 [Table] Barriers

height Art pieces need enough space 
around them, also vertically.

light Height and light go hand in hand, 
the hight the space the higher the 
light can fall in. generally for paint-
ing one prefers light from the north 
(in the northern hemisphere). For 
sculpting the preferences vary be-
tween direct and diffuse light. 

sight Seeing the art pieces from a dis-
tance is important to see the whole 
piece. the bigger the art piece, the 
wider the distance needs to be.

transport Frequent transport of materials and 
art pieces, that can be very heavy 
or large. transport between atelier, 
storage and load and unload place. 

ventilation separate climate systems for the at-
elier and dwelling. High ventilation 
capacity in the atelier to ventilate 
(toxic) damps and dust. 

high power Enough wall sockets, that can be 
used at the same time and a high 
power jack.

Sink for toxics A separate sewer system that filters 
toxics to prevent poisoning of the 
ground and the regular sewer sys-
tem.

gas a gas connection to connect a oven, 
especially for ceramics.

storage Storage for materials, and storage 
for art pieces. No light and no hu-
midity is preferred for storing art 
pieces. 

Smooth floor No thresholds so heavy objects can 
be pushed around. 

easy to clean The materials for the walls, floor and 
other fixed object should be easy to 
clean and need the resist extensive 
usage. 
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Coming back to the space usage Figure 13 shows the 
comparison between all four case studies in numbers. 
The table compares square meters and cubic meters, 
because the height in the atelier is considerable. 
figure 15 shows that the amount of cubic meters for 
the atelier is indeed higher than the surface. Poliva-
lent space is the space that is used for both living and 
working. The table shows that the presence or the in-
crease in size of polivalent space reduces the living 
space and increases the atelier or working space. 
meaning that this polivalent space can house many 
dwelling related activities.

To conclude the atelier dwelling can be a workspace 
and a dwelling next to each other that share only the 
toilet, like in the Zomerdijkstraat. But looking at the 
actual space usage it becomes clear that the artists 
house some of their dwelling activities in the work-
space. this is a unique combination that occurs only in 
atelier dwellings. Often this polivalent space is under 
a intermediate floor, and on the intermediate floor 
are the housing activities that are technically still in 
the workspace. Implementing this polivalent space in a 
design can help in efficiency. An important side effect 
of blending functions is to keep the ability to have 
barriers. The barriers can be distinguished in sight, cir-
culation, sound and climate barriers. 

Figure 20 [Photo] Polivalent space in Zomerdijkstraat
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reSeArCH report on poliVAlent 
SpACe

research question
How does the percentage of polyvalent space influ-
ence the ratio of working space to living space an 
atelier-dwelling”?

Residents of an atelier-dwelling use the space for 
both living and working. In addition to working space 
and living space, however, one often finds polyvalent 
space in atelier-dwellings. This polyvalent space is uti-
lised for activities related to both working and living. 
Multiple activities can take place in the polyvalent 
space, which can take some pressure off of the fixed 
spaces. A fixed space is exclusively used for working 
or living activities, not for a mixture of the two. this 
study examined the spatial effect of the percentage 
of polyvalent space on the fixed spaces. To compare 
all three types of spaces, the ratio of the two fixed-
space categories (i.e., working and living space) was 
compared to the polyvalent space.

hypothesis
The larger the percentage of polyvalent space (3), the 
higher the ratio of working space (2) to living space 
(1).
 
Method
To test the hypothesis, data analyses were conducted. 
The data reflected the number of square metres and 
cubic metres used for working or living activities in four 
cases. the cubic metre measurements were crucial be-
cause by its very nature and function, a working space 
requires a higher ceiling than a living space. all four 
case units provided both housing and working space 
for artists. however, only one of the cases, the Zomer-
dijsktraat, had been designed by architects to have 
completely separate living and working spaces with a 
clear boundary between them. Therefore, this design 
from 1934 was compared with how the resident artists 
actually use the space in 2017. 

data on the surface area and volume of the spac-
es used for working and living activities were com-
pared with the dimensions of the polyvalent space. In 
the polyvalent space, both living and working activi-

ties take place. To validate the hypothesis, the results 
needed to demonstrate a constant ratio between the 
dimensions of all three spatial types (polyvalent space, 
living space, and working space). The size of the poly-
valent space (3) needed to be positively correlated to 
the ratio of working space (2) to living space (1). In 
other words, as the polyvalent space (3) grew larger, 
the size difference between the living space (1) and 
working space (2) also needed to increase
The ratio was calculated as: [working space m3/living 
space m3]. the percentage of polyvalent space was 
computed as: [(Polyvalent space m3/total m3) *100]

result
In all four cases, the polyvalent space was located at 
the border between the living and working spaces and 
was used for both purposes. The polyvalent space was 
always situated on the atelier or working space side 
of the border (figure 22). The larger the polyvalent 
space was, the more fluid the border region became. 
Figure 23 highlights a decrease in both living and 
working space between the year that the Zomerdijk-
straat was designed (1934) and the present (2017). 
The declining size of the working space was attribut-
able to the creation of polyvalent space in its stead. 
The manner in which the furniture was situated (Fig-
ure 20) and an interview with the occupant indicated 
that living space did not contain any polyvalent space. 
Therefore, the number of cubic metres dedicated to 
living space in the Zomerdijkstraat has decreased until 
the present.
In all cases with polyvalent space (3), the working 
space was the same size, or larger, than the living 
space. The Ten Kate Paleis had the largest volume 
of polyvalent space (3), while La Ruche featured the 
smallest volume of polyvalent space (3).
The blue line in Figure 22 indicates the percentage 
of total volume represented by polyvalent space. The 
Ten Kate Paleis had the highest percentage of polyva-
lent space and La Ruche had the lowest.
The red columns reflects the ratio of working-space 
volume to living-space volume. this ratio was the high-
est for La Ruche and the lowest for the Zomerdijkstraat 
(2017).
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figure 22 [diagram] polyvalent space

figure 23  the polyvalent space lays in the realm of 
the working space

conclusion
The hypothesis was incorrect because the data did 
not indicate a relationship between the percentage of 
polyvalent space (3) and the ratio of working space 
to living space. thus, the percentage of polyvalent 
space (3) did not have a significant influence on the 
working space (3) and on the ratio of working space 
to living space (1). 
however, figure 21 illustrates that the presence of 
polyvalent space (regardless of its size) did increase 
the living-space-to-working-space ratio. 
The placement of the furniture in the floor plans, as 
well as the interviews, made clear that the polyvalent 
space was primarily located in the atelier or working 
space. Hence, living activities took place in the work-
ing space, but the opposite was not true; the result was 
smaller working spaces. The result of smaller working 
spaces is caused by the polyvalent space, which occurs 
in what originally was working space (figure 23). 

limitations
This study only compared four case studies chosen 
from an urban planning and spatial perspective, and 
its goal was to provide sufficient information on all 
scales for the wider research project. For the purposes 
of this specific report, additional case studies centred 
on a single project, such as the Zomerdijkstraat, would 
yield more valid results with fewer confounding fac-
tors. 
The data from the Parisian buildings (Cité Montmartre 
aux Artistes and La Ruche) were based on pictures 
and measurements extracted from Google Maps. 
These number could differ from reality. 

polyvalent space

Atelier / Living ratio

Polyvalent (3)

Working space

polyvalent space

living space
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eConomiC And CUltUrAl VAlUeS in 
AmSterdAm

This final section examines the financial potential ben-
efits and difficulties in an art housing project in Am-
sterdam. There are two approaches: the first concerns 
the long-term values of the society, while the second 
focusses on short term solutions that fit the current eco-
nomic system. Finally, the role of the urban developer 
and architect in both scenarios is explored. 

Florida (2017) suggesting examining the value of 
space and real-estate development in cities with 
a new perspective. Franke (in a debate with draa-
isma, J., Franke, S., Hendriks, M., Kloosterman, prof. 
dr. R.C., Leent van, M., Macic, T., Marijnissen, R., Mol, 
C., Rottenberg, F., Schipper de, J. (2017)) and Florida 
(2017) suggest that the citizens, developers, and the 
municipality currently allow economic returns to deter-
mine the use of space, and that we look too little at the 
social and cultural yield of space. This research does 
not elaborate further on how to change the way space 
in the city is valued, nor does the work of Pakhuis de 
Zwijger. The reason that the debate (draaisma, et. all, 
2017) did not elaborate on this future perspective was 
that ‘we will not experience such a change anymore’. 

When new values of space connect to city develop-
ment, future cultural developments can be implement-
ed on a wider scale (Cahier, 2009). In Paris, for ex-
ample, the arts have always been highly important 
to city development. It is no surprise that one of the 
largest artist residence is based still there, namely Cité 
Montmartre aux Artistes. Large-scale projects like Cité 
Montmartre aux Artistes could also be developed in 
Amsterdam if culture and artistic development are 
more important to politics, making the city the new 
art city.

In 2015, a new law was put in place concerning hous-
ing for corporations. This new law, ‘Woningwet 2015’, 
has the unintentional side effect of making it difficult 
to preserve, let stand alone develop single ateliers in 
the Netherlands (Van der Steeg & Reijndorp, 2016). 
Nevertheless, this law does not apply to atelier-dwell-
ings because they are housing and not a workspace. 
Therefore, combing ateliers and dwellings not only 
saves space and is cheaper than separating them, but 

also sidesteps the law preventing the development of 
new ateliers (draaisma, et. all, 2017). 

In the short term, initiatives from the municipality 
should not be expected. While culture and art should 
important, the city cannot simply buy an authentic cul-
ture back when it has left the city (Beentjes & Van 
Gelder, 2017). However, a more likely scenario is a 
corporation between artists, the municipality, corpora-
tions, and investors in which an individual developer 
takes the initiative. 

Artists could start their own corporation. In this case, 
artists would greater influence in fulfilling their work 
and living requirements and would be able to remain 
for an undetermined time. Here, individual parties 
should acquire buildings and building sites themselves, 
and not ask the municipality to donate or support a 
building or building site. Only then permanent hous-
ing development can be guaranteed. A building site 
can be leased for a long term (Langdurige pacht), 
the municipality of Amsterdam is well known system 
of developing. 

Investors in this scenario will not gain much monetary 
profit, but will profit in terms of culture, art, and diver-
sity in the city. Even in today’s economically-based so-
ciety, contributions to a liveable, healthy, and diverse 
city are valuable. 

Van Leent, Pacemaker in public real estate, suggested 
in draaisma et. al (2017) to start a fund and ask the 
citizens of Amsterdam to invest, as for the Paleis van 
Volksvleit. Van Leent says there are two reasons to 
believe this strategy has potential. first, the average 
household has €44,500 in savings, according to Kake-
beeke (2015, May 15). Assuming that this is also the 
average in Amsterdam with 450,000 households, this 
is a total of €20 million. Only 1% provide 20 million 
Euros for investment. Second, the concern of investors 
in culture is realistic because culture creates value, as 
the OCW has shown through research (Bussemaker, 
2013). Moreover, Florida (2002, 2017) acknowledg-
es this value. This initiative could be a fund that could 
be invested in via individuals’ banks, the Algemeen 
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Amsterdam Atelierfonds (draaisma, et. al, 2017). 

On the other hand, artists in Amsterdam say they do 
not have sufficient time to develop such a project and 
make a living as artists (draaisma, et. al, 2017). Mari-
jnissen (2017) rejects this argument with examples of 
initiatives from neighbouring countries, including Ger-
many, where the citizens of Berlin are more active in 
politics and where it is just a view developers that cor-
porate to develop whole areas such as the Holzmarkt 
(Urbancatalyst Studio, n.d.).

These different financial strategies result in different 
development scenarios. What does this mean for ar-
chitects and urban planners involved in this issue? The 
first scenario entails the large development of a whole 
area or complex designed at once. The second sce-
nario involves the building of smaller initiatives. This 
would have a greater influence across the city, creat-
ing a large number of smaller buildings which would 
also result in a more diverse street culture. 

Second, high density is important. The case studies re-
flects two projects that were designed for artists and 
two projects that later became occupied by artists. 
The case studies show that the buildings designed spe-
cifically for artists have the highest density of atelier 
dwellings. This is because of efficiency in the use of 
space due to urban developers. Currently, artists are 
often housed in reorientation projects and while this 
can be a good solution, atelier dwellings could also be 
considered in new building projects as well. 
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ConClUSion

Urban Research question:
What design characteristics of an urban art venue in-
fluence the neighbourhood?

An urban art venue must first articulate its function and 
cultural role within the society. The desired atmosphere 
for such projects can be seen in other places. With 
architectural archetypes that define these places, the 
desired atmosphere can be created in new projects. 
The intended atmosphere is one that allows for free-
dom—freedom of speech, freedom of expression, and 
freedom of movement. In the last century, these places 
were often found in different configuration of vacant 
building, which groups of artists occupied and where 
they could do anything they wished without disturb-
ing others. Well-suited locations for such activity are 
large-scale, vacant buildings, such as harbour build-
ings, warehouses, factories, schools, depots, and mar-
ket halls. In large cities across the world, these types 
of vacant buildings became popular among artists. In 
every capital it is possible to find a cultural warehouse 
district that underwent transformation. These buildings 

suit the needs of many artists: high ceilings with lots of 
light and relatively affordable. First, the avant-garde 
looked down on these buildings, but artists turned the 
tide and made them an influential aspect of their iden-
tity. Currently, such architecture has become profita-
ble, resulting in unaffordable prices for artists. How-
ever, many artists still desire such places as they have 
become part of the genius loci of creative venues and 
still meet their spatial preferences. this can be seen 
in buildings specifically designed for artists that often 
contain architectural elements that refer to vacant in-
dustrial buildings.

Moreover, citizens who are not residents must feel en-
gaged with the project on different levels. Accommo-
dating public functions wherein citizens can be spec-
tators or participants in the art venue creates a level 
of close, personal engagement. Broader engagement 
can be achieved via urban plans that integrate pub-
lic routes and areas, and transparency regarding a 
building’s functions.

Public patio at Villa Vassielieff where Picasso, Matisse, Gauguin, Van Gogh and many other came so socialise 
figure 24 [photo]
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Architectural Research question:
What spatial elements and social conditions distin-
guish an atelier-dwelling from a traditional dwelling?

There are four spatial elements that are specific to 
atelier-dwellings: polyvalent spaces, some form of 
barriers between the atelier and the dwelling, social 
engagement, and exposure. 

polyvalent space
Residents of an atelier-dwelling use the space for both 
living and working. In addition to working space and 
living space, however, one often finds polyvalent space 
in atelier-dwellings. This polyvalent space is used for 
activities related to both working and living. Multiple 
activities can take place in the polyvalent space and 
this can remove pressure from fixed spaces. 

Boundaries and Barriers
Open floor plans tend to suit atelier-dwellings. There 
are three critical notes for open floor plans. First, it 
is necessary for artists to not always confronted with 

their work; to create some distance between them-
selves and the work. This requires a visual barrier or 
composition without direct sight between the work-
space and relaxing space. Second, households with 
children need the ability to close the circulation be-
tween the work and living area for safety reasons. 
It is also relevant that households with children have 
a sound barrier between the work and living area. 
finally, the most practical issue concerns health. When 
working with toxic materials, paint, or creating dust, 
it is necessary to also have a toxic-free space. the 
kitchen and bedrooms need to be toxic free at all 
times. as such, a separate climate system for both the 
workspace and the dwelling is necessary. 

Social Engagement, Conditions, and Exposure
The obvious difference between traditional housing 
and atelier-dwellings is the atelier. Consequently, res-
idents share a profession as artists. This can be bene-
ficial to work when the architecture increases chances 
for residents to meet each other. Communal spaces 
contribute effectively to social engagement among 
residents. Vital communal spaces in an atelier-dwell-
ing house essential programmatic components such as 
a transport zone, kitchen, sanitary facilities, and others 
to assure the space is used. Furthermore, transparen-
cy and exposure of artists’ works and the possibility 
to personalise or individualize a communal space are 
fundamental.

Personalised corner in the public gallery of Cité Mont-
martre aux artistes

figure 25 [photo]
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art types

profession
Audiovisual artist
sculptor
conceptual artist
Cross-media artist
photographer
glass artist
graphic
ceramist
performance artist
painter
Illustrator
virtual artist

profession
actor
Circus / Varieté artist
choreographer
dancer
petty artist
director
Theater Maker

profession
animation creator
architect
Interior designer
Edelsmid
Graphical designer
Illustrator
Industrial designer
Light designer
Fashion designer
Spatial designer
textile artist
theatre designer
Web designer

fIne arts

dance & theatre

desIgn & archItecture

Work field
3d
autonomous
conceptual
documentary
movie
Installations
Internet
monumental
public space
performance
Strips / cartoons
Video art
community art

Work field
cabaret
decor
drama
entertainment
movie
Folklore
contemporary ballet
youth
classic ballet
Comedy
costume
light

Work field
3d design
accessories
communication
confection
decors
print
movie
games
Buildings
haute couture
Interiors
Internet
costumes

Landscapes
furniture
public space
Product design
jewelery
Strip / cartoons
textile
tv
community art

mime
Modern dance
musical
music theater
performing
puppet theater
Stand-up
street
television
theater
community art
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art types

profession
arranger
composer
Conductor
dj
musician
Producer
Singer / songwriter
singer

profession
animator
Art director
closer
Filmmaker
librettist
literary author
literary translator
Program maker
scenario writer
Sound designer
poet
vj

musIc

other

Work field
Brass
fanfare
film music
harmony
Modern music
jazz
chamber music
classical music
light music

Work field
cartoons
Comedy
documentary
drama
essay
events
festivals
movie
youth
musical
music theater
opera

musical
opera
Old music
pop music
symphony
theatre
urban
World music
community art

novel
movie
tv
community art
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taBle of spatIal requIrements 
per professIon

Art realm requirements typology profession

design darkened room
Internet
digital based work
Soundproof

Studio animation creator
Audiovisual artist
virtual artist
Web designer

day light
Small to medium size work
printing
crafting

design atelier architect
Cross-media artist
Fashion designer
Graphical designer
Illustrator
Interior designer
textile artist

day light
Medium to large size work
Transport of products

hall conceptual artist
Industrial designer
Light designer
Spatial designer
theatre designer

theatre mirror wall
Bars
complete free space
Soundproof
Bounce-proof (construction)
high ventilation

dance room choreographer
dancer

Soundproof
movable furniture
storage
high ventilation
Light adjustable

rehearsal space actor
director
Theatre Maker

fine arts Oven connection (gas/elec-
tricity)
Smooth and even floor
Transport of products
storage
Outside workspace

sculpting atelier ceramist
glass artist
sculptor

high light from the north
Ventilation for toxic damps
Sink for toxics
storage
high ceiling
Width to take distance

classical atelier painter
photographer

gallary All fine arts artists
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taBle of space usage
In case studIes

Living Atelier Non fixed Shared Total
70 m² 37,5 m² 107,5 m²

168 m³ 155,3 m³ 323,3 m³
45 m² 55 m² 45 m² 50 m² 195 m²

112 m³ 165,0 m³ 112 m³ 125 m³ 514 m³
22 m² 24 m² 22 m² 68 m²

52,8 m³ 120,0 m³ 53 m³ 225,6 m³
20 m² 30 m² 10 m² 60 m²
48 m³ 124,2 m³ 24 m³ 196,2 m³

Living Atelier Non fixed Shared Total
65% m² 35% m² 100% m²
52% m³ 48% m³ 100% m³
23% m² 28% m² 23% m² 26% m² 100% m²
22% m³ 32% m³ 22% m³ 24% m³ 100% m³
32% m² 35% m² 32% m² 100% m²
23% m³ 53% m³ 23% m³ 100% m³
33% m² 50% m² 17% m² 100% m²
24% m³ 63% m³ 12% m³ 100% m³

Cité Montmartre
aux Artistes

La Ruche

La Ruche

Cité Montmartre
aux Artistes

Ten Kate Paleis

Zomerdijkstraat

Zomerdijkstraat

Ten Kate Paleis

Living Atelier Non fixed Shared Total
70 m² 37,5 m² 107,5 m²

168 m³ 155,3 m³ 323,3 m³
45 m² 55 m² 45 m² 50 m² 195 m²

112 m³ 165,0 m³ 112 m³ 125 m³ 514 m³
22 m² 24 m² 22 m² 68 m²

52,8 m³ 120,0 m³ 53 m³ 225,6 m³
20 m² 30 m² 10 m² 60 m²
48 m³ 124,2 m³ 24 m³ 196,2 m³

Living Atelier Non fixed Shared Total
65% m² 35% m² 100% m²
52% m³ 48% m³ 100% m³
23% m² 28% m² 23% m² 26% m² 100% m²
22% m³ 32% m³ 22% m³ 24% m³ 100% m³
32% m² 35% m² 32% m² 100% m²
23% m³ 53% m³ 23% m³ 100% m³
33% m² 50% m² 17% m² 100% m²
24% m³ 63% m³ 12% m³ 100% m³

Cité Montmartre
aux Artistes

La Ruche

La Ruche

Cité Montmartre
aux Artistes

Ten Kate Paleis

Zomerdijkstraat

Zomerdijkstraat

Ten Kate Paleis
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Figure 26 [diagram] Space usage
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case study ZomerdIjKstraat
amsterdam

1:1500

1:1500

The Zomerdijkstraat atelier residents is an initiative 
by the architects piet Zanstra, jan giesen en Karel 
Sijmons, built in 1934. The building is designed for 
artist and houses 32 ateliers combined with a private 
atelier. Because is it completely designed for the art-
ists it meets the requirements of the artists very well. 
The ateliers situated on the ground floor are for sculp-
tors with their own entrance door. On the levels above 
are ateliers for painters, via their balconies, which are 
demountable, big arts pieces can be lifted down. This 
is now an somehow outdated solution, instead of an 
elevator.

The residents share a communal garden. Original-
ly this is the ground of the municipality but the art-
ists claimed the piece of ground and turned it into a 
communal garden. Marije Gertenbach explained in 
an interview for this research that besides the garden 
there is not much contact between the residence, which 
sometimes leads to lonely hours in their atelier.

the complex houses two typologies which both have a 
small and larger variant. The ateliers are situated on 
the north side of the building and have big windows 
to provide enough light. The big square in front of the 
ateliers allows enough light to come in and prevents 
fake reflecting light from opposite buildings. 

Contact between residents

Interaction with neighbourhood

meets artists requirements

density (0,031 atelier/m2)

1:2000
Figure 27 [Plan] Communal Garden

figure 28 [table] 

Figure 29 [Photo] Atlier of Marije Gertenbach

figure 30 [Illustration] four staircases allow access to 
all units
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case study ZomerdIjKstraat
amsterdam
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1:200Figure 31 [Plan] single floor atelier flat

figure 32 [axonometry] 

1 atelier
2 shower
3 Kitchen
4 living area
5 Bedroom
6 Toilet

Figure 33 [Plan] double floor atelier flat
1st

Figure 34 [Plan] double floor atelier flat
2nd
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ten Kate paleIs
amsterdam

Old school building, has been occupied by artists who 
lived in a community with shared facilities for the last 
four decades. 

In total this building houses nine ateliers, which are 
combined with living. This didn’t mean the building was 
always occupied with nine households. In the seventies 
a large community lived in the building. Where every 
one took care of each others children. 

The building is build up out of three floors. Each floor 
houses three ateliers which share facilities as toilets 
and showers. Bedroom are placed in left over spac-
es and are sometimes open to each other or to other 
spaces. 

All information retrieved from current residence and 
visit. 

1:1000

1:500

1:1000

1:500

1:1000

ten
 Katem

arKt

Shared facilities

Shared garden

one atelier

Contact between residents

Interaction with neighbourhood

meets artists requirements

density (0,021 atelier/m2)

figure 38 [photo] atelier
Figure 35 [Axonometry] Shared facilities

Figure 36 [Plan]

figure 37

Figure 39 [Photo] Atelier
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ten Kate paleIs
amsterdam

Figure 40 [Photo] Shared garden/ outside workspace

1:1000 1:500

W.C.

Shower

W.C.

Laundry
Room

W.C.

Shower

W.C.

27
00
0

21000

27
00
0

21000

1:300 1:300Figure 41 [Plan] Plan first floor Figure 42 [Plan] Plan all added in 
between floors on first floor
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case study cIté montmartre aux 
artIstes - parIs

The Cité Montmarte aux Artistes is a project against 
the fast growing real estate developments in Mont-
marte in the beginning of the 20th century. the com-
plex had to accommodate artists in workspace and 
living apace. Nowadays the complex houses 180 atel-
ier-dwellings, which makes it the biggest artist housing  
complex europe. 

The complex consists of three buildings; a front build-
ing and two identical back buildings. A gallery on the 
south side is also used as private outdoor space. All 
ateliers are situated on the North side due to light 
preferences of the artists. 

The complex is exclusively for residents, this results in 
a rather friendly atmosphere where every one greets 
their neighbours or even a lost architecture student like 
myself. On the other hand the hidden and introvert 
character of the complex keeps the neighbouring citi-
zens from Paris outside, and leaves an alienated and 
exclusive impression to the pedestrians.

5000
9000

1:2000

1:1000

1:100

Contact between residents

Interaction with neighbourhood

meets artists requirements

density (0,040 atelier/m2)

Figure 46 [Photo] North side

Figure 45 [Photo] Ground floor South sideFigure 43 [Photo] South side and North side 
difference

Figure 44 [Plan] 1:2000 Ground Floor
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case study cIté montmartre aux 
artIstes - parIs

5000
9000

1:2000

1:1000

1:100

5000
9000

1:2000

1:1000

1:100

5000
9000

1:2000

1:1000

1:100

Figure 52 [Section] 1:2000 Section

Figure 48 [Photo] 1:1000 Front facade

Figure 47 [Photo] Entrez in his atelier with a double 
height, source; Atelier 138 societé

Figure 51[Photo] Personalised corner in the public 
gallery

Figure 53 [Axonometry] One double heigh atelierFigure 50 [Plan] 1:1000 Levels 1<

11m

5000
9000

1:2000

1:1000

1:100

Figure 49 [Plan] 1:1000 Ground Floor
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La Ruche is an artist’s residence in the Montparnas-
se venue of Paris. Located in the “Passage dantzig,” 
La Ruche is an old three-storey circular structure from 
which the name derives. Originally a temporary build-
ing designed by Gustave Eiffel for use as a wine ro-
tunda at the Great Exposition of 1900, the structure 
was dismantled and re-erected as low-cost studios 
for artists by Alfred Boucher (1850–1934), a sculp-
tor, who wanted to help young artists by providing 
them with shared models and with an exhibition space 
open to all residents. Today, works by some of these 
desperately poor residents and their close friends sell 
well, even in the millions of dollars.

The circular structure houses 46 ateliers, which are not 
meant as dwellings, but some do live In there.  Togeth-
er with the surrounding buildings the complex houses 
100 ateliers. The whole area can be closed of with 
gates, but during the day the doors are always open 
and neighbours (often also artists) like to enjoy the 
calmness of the garden and have a chat with the art-
ists. 

The circular shape provides very different light con-
ditions per atelier. In the centre of the building there 
is one staircase for all the 46 ateliers which makes it 
very efficient, but the pie shape ateliers do not give 
much freedom to move around or choose different 
layouts. That is the reason why the residents gave to 
La Ruche the nickname ‘parts de brie’.

case study la ruche
parIs

Contact between residents

Interaction with neighbourhood

meets artists requirements

density (0,029 atelier/m2)

1:1500
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2400
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00
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2400

66
00

4900

1:500 1:500

1:200

Figure 54 [Plan] 1:1500 Ground Floor Figure 57 [Photo] Street around La Ruche ateliers, 
source: Wice Blog

Figure 56 [Photo] La Ruche ateliers, source: word-
press.com

figure 55 [table] 
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case study la ruche
parIs
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1:200 Ground Floor Atelier

Figure 58 [Photo] Artist in his atelier on the first floor, 
source: Parisian Image

Figure 61 [Photo] Atelier of Jan Olsson on the ground 
floor, source: Wice Blog

first floor atelier Second Floor Atelier

1:500 First & Second Floor

Figure 59 [Plan]                                          

Figure 60 [Plan] 
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Villa Vassilieff, a new cul tural estab lish ment owned 
by the City of Paris, re-opened its doors on Febru-
ary 2016 in the heart of Montparnasse, on the site of 
Marie Vassilieff’s former studio. It is run by Bétonsalon 
— Center for art and research, which is thus opening 
its second site of activ i ties. Villa Vassilieff is con  ceived 
as a place for working and living, where to stim u late 
the blos  soming of ideas, encoun ters and the sharing of 
knowl  edge. Even though the current project is new, the 
place already has a rich cultural history; artists among 
Picasso, Matisse, Gauguin en Van Gogh used to meet 
up in the canteen at the site. 

Villa Vassilieff is a green alley that leads to a small 
square where the bar used to be, but where now the 
gallery of Bétonsalon is situated. On both sides of 
this alley one sided unites are located. The functions 
in Villa Vassilieff vary between ateliers, dwellings or 
a combination of both. the project has units on the 
ground floor and on the first floor. Both are directly 
connected to the alley, the stairs which lead to the first 
floor are public accessible. 

The project has a rather high dense GFI, which results 
in a intimate outdoor spaced which that is used in-
tensely. 
But the ratio of atelier/m2 is rather low, this is due to 
the limited height of the project compared to the other 
case studies. 

case study vIlla vassIlIeff
parIs

Contact between residents

Interaction with neighbourhood

meets artists requirements

density (0,026 atelier/m2)

Figure 62 [Plan] 1:2000 Ground Floor Figure 65 [Photo] Entrance gate to alley of Villa 
vassilieff

Figure 64 [Photo] Hidden Villa Vassilieff entrance in 
the street scenery 
Source: Google Maps

Figure 63 [Table] 
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case study vIlla vassIlIeff
parIs

Figure 68 [Plan] 1:1000 Ground Floor

Figure 67 [Plan] 1:200 One side orientated unit in 
various widths and a constant depth

Figure 66 [Photo] Ground floor unit and stairs to the 
first floor unit above

Figure 69 [Photo] Square in the end of the alley 
where now the Bétonsalon is based

Figure 70 [Photo] Square in the end of the alley 
where now the Bétonsalon is based

Figure 71 [Plan] 1:1000 First Floor
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