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“An Architecture For Art”

This journal is an archive of my research, analysis and production process within the scope of the
graduation studio. It is a progressive research archive recorded with verbal, written and visual media
in a weekly and chronological order. It is a personal reflection of a collective work, which also includes
personal opinions, external quotations and personal criticisms.

The indexing and categorization of the topics covered since the beginning of the project in a weekly
manner brought a good storytelling pace and positive structural impact on the tidiness of this journal.
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First Brief Notes

An Architecture For Art

Office Baroque: Doors Crossing, 1977, from the
Gordon Matta-Clark Ensemble, M HKA

PREPARATION

Brief 1: Thinking an doing weeks 1-8
The opening weeks of the Graduation Studio engage in
a collective period of @;’s’[g’nﬁreisgaiby as preparation for
the main project; establishing the contexts in which it will
develop, throug rocess of thinking and doing, across
1 anz fesearch seminarThemes, questions and
your developing pGsifions will oscillate between these two
spaces, with-each-informing-the other. These weeks are critical
in establishing the terms through which we engage with one
another and from which individual projects will emerge. This is
emphasised through the shared teaching and in group work.
The conclusion will be a set of drawn and modelled outcomes,
which are situated in a body of thinking, articulated through
collective research documents and individual research plans

that, together, begin to establish the concerns and ambitions

of your individual project thesis. Previous examples of each will
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Office Baroque: #669, 1977, from the Gordon Matta-
Clark Ensemble, M HKA

be available for consultation and discussion.

The period up to the P1 will be arranged as two phases of work
in both the research seminar and design studio reéspectively,
with the outcomes of the first phase in one crossing over to
inform the second phase of the other.

PHASE |

Reading Around Research Seminar: weeks 1-5
The first weeks of the Research Seminar will encompass a
series of lectures, readings, podcasts and films that will ex-
plore the varied contexts, through which the contemporary art
museum might be addressed. Through reflective and collective
d" |scussrdﬁéﬁq eriting. ,you wiI_I»_q»evelop your own understand-
ings of the $ocialy paliticalyculturaband physicalconcerns that
have defined the history, development and current conditions
of such buildings and thg'institutions they house:\The various
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inputs will allow these to be reflected upon in response to a
diverse range of interests and positions, which can inform and
finally be translated into the physicality of the architecture for
a new museum in Antwerp. Seen alongside, and in relation to,
the positions which begin to emerge from design work and the
study of precedent, the goncerns raised here will form t the ba5|s

Looking Carefully Design Studio: weeks 1-3
In parallel, the Design Studio will research and document eight
reference projects through which those themes are translated
into built form and space. These references are intended as a
collective resource for the studio as a whole and it is critical
that you are able to understand and take ownership of each of
them. A reference you did not research might finally be much
more important for your project, than the one you did. Working
in groups of four, the history and provenance and architecture
of each project wﬂm
"Each project will also be set within the context of both the
oeuvre of their architect and a wider ‘family’ of museums or
other art spaces to which they might relate, or which estab-
lished [ii¢] rthey-can-be understood. Each
oway and
at a range of appropria efined by the studio, both
to understand them individdally and to allow comparisons to
be made between them. Alongside the drawings, groups will
eachm J carefully analysing and recreating
a representative image of a space for art, found within each of
the precedents. These models will be designed to be photo-
graphed, reproducing the image, atmosphere and detail of the
original view as closely as possible. The focus on these models
will offer different scales of attention, considering for example
the way in which artefacts are placed within the space, the
manner in which light enters or, in contrast, the presence of the
technical installations that are required.

PHASE Il

Analytic Readings Research Seminar: weeks 6-7
In the second period, the research seminars will use the draw-
ings and models already completed in the design studio as the
basis of a detailed analysis of the architectural strategies and
ideas which underpin each of the given museum reference.
These will be considered through the four themes around which
the new museum in Antwerp intends to strategically organise
itself: Forum, Research, Collection and Exhibition. In groups,
you will elaborate upon what each might mean and consider
the varying and contrasting ways in which those concerns have
been resolved, or not, in the architecture of the reference pro-

" jects. From this the studio will develop methods of explaining
systems and relationships, creating a body of analytical mate-
rial and diagrams for each building, which can subsequently
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be adapted, co-opted and applied to individual projects. The
final week of the Research Seminar will be given over to the
preparation of Research Plans.
Spatial Ensembles Design Studio: weeks 4-8
The second period of the design studio will involve the study
of a series of ensembles of work, by various artists held in the
collection of M HKA. Having chosen an ensemble, researched
it and situated it in relation to the themes and concerns al-
ready raised in the Research Seminar and through the reference
projects, you will individually design a spatial ensemble — a
space or small series of spaces in which the artefacts of each
ensemble collection become curated. Through this introducto-
ry design project, which will be presented primarily through a
detailed model, supported by drawings and photographs, you
can begin to consider how works of art, of different scales and
types might be presented in response to one another and in
dialogue with the viewer. Questions of scale, light and material,
view and spatial sequence will be explored, while the technical
questions that underpin the success of such a space will also
be introduced. This intense, introductory design project will of-
fer you opportunities to consider yourself as, at once: archivist,
curator, architect and audience, drawing together reflections
and observations and developing understanding through a first
act of proposition.

Project Journal

The research seminar will introduce the Project Journal, a doc-
ument made by each of you individually. The purpose of this
is to record your process of thinking, making, development
and reflection over the course of the graduation studio and
finally, to form a key body of evidence against which research
and process can be marked at the end of the year, in the P5
examination. The Journal should be developed in an ongoing
way, within a form and structure chosen individually. It should
record and communicate the process of the project, including
outcomes and reflections on tutorials and reviews, while also
offering a space for you to reflect upon and critique the work
being made and the issues that define it.

Research Plan

The Research Plan course (AR3A010) is integrated within the
Research Seminar. However the outcome differs from what is
written in the Study Guide and Syllabus for this Department
wide course. Within the Interiors Buildings Cities Graduation
Studio, the majority of the Research Plan is collectively written
in groups and consists primarily of edited versions of the read-
ing responses. Only a concise, individual reflective statement,
which you will also present at the P1, is added to this collective
work.

= Mt
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- Palace



Graduation Project 2022-23

Office Baroque: Doors Crossing, 1977, from the Gordon Matta-Clark Ensemble, M HKA

Cantmpornink

A new art museum for Antwerp

Humankind has always made art. Through its appeal to the
human senses, it has helped to shape the ways in which we
perceive the world around us and, in its varied forms, offers
a rng@\s/ngond Iirlgg,ge ‘through which we have become
able to ewte\oﬁgelatlonshlps with one another. Art and

architecture have, together, constructed the settings through

which human society has evolved and, on occasion, trans-
formed itself. From churches and palaces, where authority and
power were consolidated through the physical embodiment of
systems of belief, to the development in the 19th Century, of
palaces of culture: public museums and galleries, where forms
and spaces of representation became a mirror through which
culture could situate; consolidate or emancipate itself, within

orin co Trtothe prevailing order of things.

As modernity rapidly adapted the world to human needs and
subsumed sublime nature within its own image, art became a

means of resistance. Expanding out from the studio and the

picture gallery it addressed that nature directly, capturing its
often-fleeting splendours against a backdrop of relentless in-
dustrialisation and the ever-expanding city. In the 20th Century
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the arts centre developed, offering more per{neabfze democratic
orms of architecture through which art and cultqu to
make themselves available to the populations of that industrial
metrogohs In time, artists cg %]ptqqhand adapted the redun-.
dant structures left behind by the contemporary city’s relent-
less process of change: Tnhabitingabandoned factories and
warehouses, as places from which to critique it. New forms
of art developed to document, reveal and even reshape the
landscapes and infrastructures of the Holocene or alterna-.
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tlvely chose to abstract themselves ir into & expressmns o? pure jfv“‘%'rj

colour, form or process. Wmm
rw}hrough which to express i ideas. Ones that might be
transcendent and revelatory but could equally be disconcerting
or disorientating, sometimes even dangerous.

(

Simultaneously and perhaps_in_ex]lahl%owever, the art world

consolidated its age-old relationship with money and power,

In the latter half of the last century, the white cube established
a controlled, almost sanctified sensory context for its dlspla_y
Here in an atmosphére of purlfled light and air, “and in near
silence, works of arbéttamed a highly specmc aura that aIIowed
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them to be contemplated at a distance from the complexities
of real life out5|de + further objectifying.them and helghtenlng
both their emotional value and their physical one. _ARthough
many artsts 5 & most radical forms
of artistic endeavour became commodified and subsumed to

the service and control of the market. Meanwhile, in seekmg
to establish their public purpose, the influential contemporary
art institutions that exhibited them adopted and adaptedthe

signifiers and scenographies of the world of commerce, to the
extent that they became, at times, hardly distinguishable from
one another...and while galleries have become more like shops,
shops became galleries, with'high value brands establishing
their cultural authority through the establishment of collections
and the exhibiting of artists, at a scale and ambition often be-
yond the financial means of the public sphere.

p? LThlS year the Graduation Studio of Interiors Buildings Cities will

address this conte emporary art gallery.
We will consider its societal role and how its responsibilities to
the heterogenous contemporary city and its diverse population
might be physically manifested in the image and presence of a
new public building. As in previous iterations of the Graduation
Studio, our academic project takes an actual project as its start-
ing point, allowing the conditions and concerns of a real brief for
a real client to be one key reference point in the development
of both individual and collective concerns. This year we will
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instigated, became the foundation for the collection of M HKA,
with the new museum, where he also became the first director,
being established by Royal Decree in 1985.

Bex described it as a ‘kunsthalle with a collection’, with the
latter being focused on contemporary art, from the 1960’s
onwards. Over time however M HKA has emerged as a ful-
ly-fledged museum, housed in a redeveloped and extended
former grain warehouse and incorporating the archive and
library of the Centre for Visual Culture. The rather introverted
architecture of the current building is ambivalent, its interiors
seek to approximate the monumental white cubes of the con-
temporary museum, while as a conversion it carries echoes of
the Alternative Spaces movement, an anti-museum, avant-gar-
de movement driven by artists, with Gordon Matta-Clark being
one of the protagonists. The Belgian academic, Wouter Davidts,
has commented that the transformation of the grain silo into
a museum has ‘resulted in a building that is, paradoxically,
both formally indefinable and extremely determined, that looks
generic but is very emphatically present.’

The next phase in this complex process of emergence is in-
tended to be a move into a new, purpose built museum build-
ing, located near the current site, as an urban focus for the
conversion of a monumental former dock into a new, Iinear

the urban c_grldﬁm_atihe_zapldly_dm@mg__area 0___MLEf Antwerp
South, with the proposed new museum counterpointing the

work in relation to a competition brief for the redevelopment of
M HKA, the contemporary art museum of Antwerp, on a new
site close to its existing one in the South of the Belgian city.

The history, present situation and potential future of this particu-
lar museum embodies many of the larger issues and questions
referred to in the opening paragraphs of this introduction. It
emerged out of the activities of the Internationaal Cultureel Cen-
trum (ICC), which was founded in the revolutionary spirit of the
late 1960’s, when established institutions were being radically
challenged. Originally housed in an actual palace, the disused
royal residence on the Meir, it proposed in 1977, the same year
the Centre Pompidou opened in Paris, an unrealised plan to
relocate itself to a disused office building on a pedestrian shop-
ping street. Here it was envisaged that, alongside its museum
function, the building would house a performing-arts venue,
multipurpose rooms, a cinema and artists’ studios, information
centre, cafeteria, bookshop and a babysitting service. Two years
later, following the premature death of American artist Gordon
Matta-Clark, the ICC proposed to preserve his last remaining
physical work, Office Barogue, as the basis for a new museum.
The intention was to purchase this monumental intervention
into a disused office building on the banks of Antwerp’s River
Schelde, and to house a new exhibition space in the neigh-
bouring block. However, the plan was unfortunately curtailed
by its pre-emptory demolition by the site’s owner. Nonetheless,
the Matta-Clark Collection, which ICC director Flor Bex had

ildings
By

major transformation of the more historically focused Museum
of Fine Arts, about to re-open nearby. It will also, however, look
beyond its immediate environment, through its redesignation as
the Flemish Museum of Contemporary Art (VMHK). This places
new responsibilities on it, to represent not only the artists and
artistic culture of Flemish Belgium but also its people; a com-
plex and potentially divisive issue, given both the traditions of
cultural exchange and the current, heterogeneous population
of this great port city.

The first competition was cancelled and the proposal is that it
will be re-run in the course of the current year, offering a com-
pelling sense of currency to our work. The brief for that original
competition will form the basis of our exploration, but this will
also be open to your individual and collective critique. lts in-
tentions are at some distance from the radical, social, golmcal
and artistic positioning of Matta-Clark’s ‘anarchitecture’, a fact
the brief acknowledges in its counterpointing of anti-museum
fascinations versus technical museum requirements, its desire
for an atmosphere of both mdustnaﬁ&ghness and domestic
intimacy, and its requirement to be, at once, a robust Skeleton
and a volatile space of experimentation. To this we would add {
the profound need to address the environmental challenges we
face, through the consideration of what, how and when to build.
Our year will start with a period of design research, moving
between studio and seminar. This will include an analysis of
the museum / anti-museum context within which the project
situates itself, exploring the idea and form of the modern art
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museum throu ries of key references and a consideration
of who it protagonistﬁight be. We will also be examining
elements of the Callection itself, considering both their nature
and the spatial contexts in which they might be displayed,
before turning our attention to the brief for the new museum
and developing individual projects in relation to it.

As always we will work at each scale: Interior, Building and City,
although not necessarily in that order. While our project is a
social, political, cultural, artistic and environmental one, these
concerns will BE%@H?EQ directl¥ through the material ggd
spatial concerns of architecture, made manifest through build-

ings which are capable of addressing past, present and future
with both a sense of continuity and an openness to change.
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Making a contemporary museum of art in Antwerp.

Liberation from order.

“Art space is not a conventional space, it is a found space.” - Mark Pimlott
Implication of the people.

Who does the art space serve? Who creates art for architecture?
Upcoming analysis of 8 precedents..

Museu de Arte, Sao Paolo, Lina Bo Bardi

Centre Pompidou, Paris, Renzo Piano

Abteiberg Museum, Monchengladbach, Hans Hallein

Frac, Dunquerque, Lacaton & Vassal

Tate Modern, London, Herzog + de Meuron

New Museum, NY, Sanaa

Kunsthaus, Zurich, David Chipperfield

Kunstahus Bregenz, Bregenz, Peter Zumthor

Conversion of the research into a book

Readings and podcast.
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Brief 1 Museum Space & Groupwork

Design Studio Brief No 1: ‘Looking Carefully’

Kunsthaus Bregenz, Austria
by Peter Zumthor

Photograph by Héléne Binet
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Peter Zumthor on Kunsthaus Bregenz

ABOUT THE URBAN CONTEXT

“The body of light is the art museum takes its place confidently in the row of public buildings that
line the bay” “(...) it joins the Kornmarkt Theatre in defining a new square between the Old Town
and the lake.”

“The design of the square is based on the confrontation between the different scales: the finely
fractioned structure of the edge of the Old Town versus looser rhythm of the buildings alongside
the lake.”

“(...) Light (...) penetrate the tall gap between the glass body of the museum and the stony fly tow-
er of the theatre and endow the approach to the museum with a special mood.”

“The museum’s administration building, designed as an independent entity, accommodates
rooms not intended for the contemplation of works of art.”

“Black, elegant structure conveys a sense of urban luxury and supra-local extravagance, compre-
hensible only in terms of its sense of belonging to the radiant glass building with which it shares
the square.”

ABOUT THE BUILDING

“We believe that the works of art will benefit from the sensors presence of the materials that de-
fine space”

“The multi-layered facade is an autonomous wall construction that harmonises with the interior
and acts as a weather skin, daylight modulator, sun shade and thermal insulator.”

“The dematerialisation of surfaces, which often occurs with additive construction methods using
layered materials, as been avoided.”

“A system of water-filled pipes which can be heated or cooled as needed has been integrated in
the walls and ceilings, as well as a second system of pipes which renews air in the rooms.”
“The absorption and storage capacity of the (...) concrete mass is used to ensure stable climate,
thus obviating necessity of conventional air-conditioning plant.”

“The ceilings of the exhibition rooms on the upper floors — storey height halls designed to act as
light collectors open to the sky — consist of light trapped in glass.”

“Open-jointed glass panels (...) hang individually from the concrete ceiling on hundreds of thin
steel rods.”

“A sea of glass panels (...) distributes the daylight throughout the room, the daylight that enters
the man-high cavity above the glass ceiling from all sides of the building.”

- Peter Zumthor on Kunsthaus Bregenz



Drawings

Kunsthaus Bregenz

I § ﬁ seeing the basement of a monumental
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uninterrupted, oblivious space with all
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noticing the importance of ceiling plans,
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Kunsthaus Bregenz Modeling: Material Tests

colour
gloss
roughness
grain

material trials:

undersatnding surfaces, texture scales,
and photographic manipulation through
trials




Ku nsthaus Bregenz Modeling: Photography Test 1

results of first trials



Art Displays

Daily Inspirations

experiencing different display types

an window'’s reaction to exterior exhibi-
tion:

reflection of context outstands

object is an artefact at first

getting closer,
object is now identifiable
importance of depth,

light &
scale



Book Notes

Mimi Zerger
“New Museums”

— (pg. 78)
Kunsthaus Bregenz

Bregenz, Austria 1997

“the Kunsthaus Bregenz maintains a striking but blurry physical profile. Behind the etched glass panels are
hints of a building taking form—horizontal bands of walls or floor slabs and receding volumes.”

The architect Peter Zumthor describes the building to be a reflection of the characteristics of the surround-
ings. The gray box sits next to the Lake Constance and in Zumthor’s words “Absorbs the changing light of
the sky, the haze of the lake, it reflects light and color, and gives an intimation of its inner life according to the
angle of vision, the daylight and the weather.”

The building is a haze not as sharp as the rest of the local silhouette shows.

One of two buildings consists of galleries for temporary exhibitions (ours); the other houses remaining muse-
um functions.

The separation is said to “underscore the modernist purity of the art space” between buildings and also that
“the two structures operate as a dialogue across a plaza”.

The glass cube is urbanized by the café seats and by its black & steel structure.

The blurry skin of the building tricks the viewer into thinking that the exposure of the interior elements clarify
how the building is put together, whereas it only is a thin transparent layer that is completely self-bearing.

Zumthor explains the facade as: “It looks like slightly ruffled feathers or like a scaly structure made up of lar-
gish glass panels,”

The three unequally sized concrete walls are the only load bearing supports that carry the building. And each
wall masks a different circulation system; a monumental stair, a freight elevator, and emergency exit stair.

“Interior emphasizes the subtle atmospherics. Velvety concrete floors limn the perimeter, hiding the curtain
wall.”

Also as Zumthor says, the “light trap” in the ceilings get the light from the curtain walls and are filtered, and
the central area where the light does not penetrate into, is lit by fluorescent lamps.

The uneven luminosity that the two sources of light create are creating a contrast. The edges of the ceiling
reflect the conditions of the outside by what the color and brightness might be, and the light in the galleries
have their unique materialities.



Gerhard Mack
“Art Museums into the 21st Century”

— (pg. 75)
“The Museum as Exhibition Machine”

Jean Nouvel Interview

“...Reamy Zaugg wanted to keep the architecture as fine and simple as possible. | don’t know whether to use
the word “minimal”, as it was coined in relation to art.”

“The first duty of a museum is to show what there is to be shown.”
“...Where are the walls?, people ask. But that is precisely the point. Artists have to build the walls!” (About
Foundation Cartier)

— (pg. 99)
“A Museum Made of Light”

Peter Zumthor Interview

First thing Zumthor noticed was the change of lights as he came down the mountains. This ignited the idea of
creating a building that absorbs the light. — The haze over the lake made the list visible.

He placed the building in accordance to the existing distribution of items at the edge of the lake; like a bath
tub, a column, barracks etc. The autonomous body responded to the scene from this perspective.

He wanted to disconnect from a similarity to the NY Guggenheim Museum in the sense that it leaves view-
ers face to face with the art.



Zumthor works like a violin maker, to find the right material sounds and to make us feel good in a space.

“You can sense when things are done without love, there’s never any atmosphere. The space falls out.”

IZumthor says that they weren’t trying to create a sense of aura here:

“The Work of Art in the Age of Mechanical Reproduction” (1935), by Walter Benjamin, is an essay of cultural
criticism which proposes and explains that mechanical reproduction devalues the aura (uniqueness) of an ob-
jet d’art.[1]

Il
“Theres no such thing as an independent museum for independent art” - Bartosz




Reading Notes

Mark Pimlott
“Visibility , spectacle, theatricality and power: the problem of the museum?”

think of

why is art considered “art”?
who makes it?
inclusion/exclusion...

ideas put:

- museum is staged, staged to project ideas

- success depends on entertainment

- push of the financial restrictions to museums, commercialism

- presentation and appeal of art played a central role in art-to-viewer reationship.
- a positive relation was tried to be captured with use of the surrounding settings.

- the imagery of the museum, blended with its architecture, creates an aura and is grafted to people. it speads
more with architects, repeatedly finds its place in private art galleries.

- presentablity, stakeholders, how the money flows

- the occurence of the problem started with the artists themselves; when they started to question the art-to-
viewer relationship.

- when “theatricality” came into play, this relationship was called as “non-art” by some.

- minimal art was staged. the encounter is a situation. the viewer was obliged to be present & interact.

- white cube was also a stage, a tool

- proving the relation’s dependancy on the “representational schema”

- the critical impact of external factors on the appearance of art has reached the civic and legislative levels.
- the growth of the scale in such way also scared the artist.

- artists are aware of their surroundings, they have become “post-conceptual” by using it and the use of the
environment; rewarded awareness and critical thinking

- Tate was also renewed with this theatrical idea.
- it was resembled to an “industrial loft” as a lifestyle imagery.
- the artists understood commercialism, and started their push towards collectioners & collectors.

- when people’s ideas about spaces for art were forming, the introduction of the Tate’s white cube pleased
them.
- this museum, which is very successful in its entirety, was actually staged too.



Quotes from text:

“These images, supplemented by the atmosphere of spectacle and publicity cloud the viewer’s attention and
surround them with messages that reinforce the museum’s aura and authority.”

“The white cube posed as a laboratory purged of effects: of the world outside, of bourgeois décor, of disease,
of others. It was a perfect vehicle for the construction of value (art historical, cultural, monetary), its air of puri-
ty derived from the languages of functionalism and anthroposophy.10 Its purported neutrality gave the viewer

the impression that, as they looked at a work of art, were in the presence of a significant artefact, whose value
had been conferred upon it by the aura of the space, which represented the authority of the institution.”

“The motif of a monumental theatre—a device within which a public might at once regard itself and find val-
idation, that creates an aura of legitimacy and value for its purported content (significant works of art)—has
become dominant in the design of art museums. It serves as the central theme of the worldwide ‘satellites’ or
‘colonies’ of the Guggenheim, the Louvre, and the Centre Georges Pompidou and new collectors’ muse-
ums alike, such as Fondation Cartier and Fondation Louis Vuitton, all of them corporate entities exploiting
the logic of neoliberalism to establish their position as necessary outlets of an international mass public’s
desires and demands as consumers; all of them sending out consistent mixed messages, counterbalancing

a quantity of performative white cubes with spectacular halls, viewing platforms and grand gestures. Rather
than pursuing and affording true specificity—central to the viewer’s genuine relation to the work of art—con-
temporary art museums trade in the currency of repetition, type and sign, maintaining the systems that create
the aura of value, preserving the appearance of their authority within a (still) neoliberal economy and ecology.”

keywords from the text:

Donald Judd - Minimal Art: a non-allusive, non-illusionistic, non-representational, and non- European art (the
latter as repository of art history, its valuations and precedents) of ‘specific objects’ of directly visible and
measurable characteristics. Described as non-art by Michael Fried.

Robert Morris: whose laconic objects, engaged with the various dimensions of their spaces of display, forced
the viewer to see works of art in relation to and interdependent with the spaces in which they were exhibited.
Described as non-art by Michael Fried.

Patrick Ireland (Brian O’Doherty) later described a strategy that was similar, in works made for Surrealist
group shows by Marcel Duchamp, in which other artists’ works were subsumed in his all-over installation.
His 1200 Sacks of Coal (1938) and A Mile of String (1942) filled their rooms and obliged the viewer to
‘watch’ contrived and suffocating spectacles.7 The installations of Minimal Art, from the modest to the monu-
mental were consistent with this: the viewer was obliged to engage with the entire environment.

London’s Tate Modern designed by Herzog and De Meuron

Industrial loft, dating from the 1970s in New York, London and Berlin.

Olafur Eliasson’s Weather Project (2003) - Turbine Hall’s Artworks

nineteenth-century metropolis, manifest in the grands magasins



Question Notes of the Reading with Amy

“Visibility , spectacle, theatricality and power: the problem of the museum?”
bunlari resimlere caption olarak yazabilirsin..

Why big stairs in the monumental museums?

The supremacy of art and the decorative elevation.

How do the monumentality of museums like Guggenheim affect art & it’s surroundings?

They play an urban monumental role, its a grandiose appeal but you still see the old decorativeness within it.
The brand identity and the wealth, choice of architect; they all affect the aura that’s important for the museum.

Purity & Form is a keyword. Think also about the philosophical idea of purity. The modernist idea of being true
to form.

Suggested Read:
“The Work of Art in the Age of Mechanical Reproduction”

Stresses that the mechanical reproduction reduces the value of an artpiece. Inflation of production and deval-
uation of the art.



Team Discussion

Literature Review
“Art & Non-Art”

— Reading
‘Visibility, Spectacle, Theatricality and Power: the Problem of the Museum’
Mark Pimlott (2021)

The museum is a theater of ideas. That idea takes life from a reaction between the artist - the work - and the
audience; and it mostly succeeds depending on the entertainment aspect. The push of the financial restric-
tions are only broken through commercialism, by making the entertainment aspect of these ideas reach their
desired success level.

One could argue that the attraction of art works like a magnet, like a bee to the heart of the flower — the pre-
sentation and delivery of the heart is elevated by the crown around it. The “theatricality” link to “non-art” was
made in the text, which aims to point out the divergence of opinions about the effect of context, and whether
or not it’s a form of manipulation. The artists’ self consciousness was critical at this stage to question and
reform the art-viewer relationship. Its presentability does not only affect the viewer but also the stakeholders
of profit. The White Cube is a well oiled machine in this sense; it is a plain background, adaptive to commer-
cialism and self representation, while giving a magnifying appeal to the piece presented. The expansion of the
hierarchical levels of the urban scale getting involved with the context of art presentation made artists more
aware of the situation, therefore the understanding of commercialism let the push be towards collections. In
Visibility, spectacle, theatricality and power: the problem of the museum Mark Pimlott describes is the chang-
ing role and identity of museums. Due to changing ideas on spaces of displays in the artworld and a decrease
of government subsidies, museums had to adjust in order to survive and become their own commercial oper-
ation. In order to be successful, museums had to engage the public. The involvement of the visitor was made
larger by acknowledging the visitor itself as an important factor or even artifact itself.

Pimlot states that “objects engaged with the various dimensions of their spaces of display, forced the viewer
to see works of art in relation to and interdependent with the spaces in which they were exhibited.” The visitor
would in those spaces be confronted by their own presence. Especially in white cubes where the construction
of the space gave great significance to the artifact. The staging of display and visibility here performed as a
creation of value to the artifact. Validation of sentiments are ties that bridge the relation of art to viewer, where
people relate and seek legitimacy. Longer the self reflection takes to hit the surface, the longer it will be to
face the actual art rather than the context in which it’s put.



— Podcast
‘Beating the Bounds’ - BBC Reith Lectures
Grayson Perry (4 April 2020)

Art is like describing and naming a color that has not yet been found. If someone were to show this color,

and wanted it described, it would go beyond the rational limits of logic; just like an imaginary number. The
boundary of change and specificity when naming this taxonomy therefore becomes far less comprehensible
and unclear. This roaming space gives the audience and the artists the power of uncertainty. The artists have
the benefit of calling something “art”, and the viewers have the unguided pathway that explores “art” in a less
restrictive way. While the concept of “art” on itself might be jeopardized furthermore. “The Magical Activation”
is a good example of how the artist was on the unclear verge of the definition of “art”.

In the podcast ‘Beating the Bounds’ Grayson Perry questions himself what the boundaries of art are. Over
time the definition of what art is has changed drastically. The boundaries of what art is, have become softer.
Where historically art originally revolved around skills, art nowadays is very much determined by its context
where the boundaries are sociological, tribal, philosophical and financial.

This change in perception of art arose in the mid/late 19th century when artists started to question the nature
of art and challenge its boundaries. Perry mentions the example of the famous artist Duchamp who took one

of the most unappealing objects - a urinal - and put it in an art gallery. By saying, as an artist, that something

is an artwork, it becomes one. The urinal is normally a mass manufactured everyday object. However, the one
Duchamp put in the gallery is handmade. Moreover, it has an autograph on it and therefore becomes a unique
artifact. By pushing the boundaries of art, modernists among Duchamp have changed the artworld.

Over time multiple artists like Duchamp have pushed the limits of what is perceived art; the boundaries of
what is perceived as art have become softer. These developments have raised the question of who deter-
mines the value of art. In the podcast Grayson Perry mentions Banksy who is claiming his art can no longer
be perceived as such when it is taken out of its context - what has happened with his work on the poundland
shop wall. By stating that it is no longer art, the work has attracted attention by the public and therefore has
risen in value; even though the artist itself is claiming that it’s no longer valuable. It seems that the institutional
framework around an artwork makes it valuable.

When discussing the podcast of Grayson Perry, a question was raised: “Who is an artist and who decides
who is an artist?” Nowadays artists are living a life of applying for subsidies, where the constitutions decide
who gets funding and can live a life as a practicing artist, and who can’t.



Week 1.2



Brief 1 Museum Space & Groupwork

Kunsthaus Bregenz, Austria
by Peter Zumthor



Art Lens Daily Inspirations

observing people’s approach to art

= in what ways do public approach art,
ey g ~their proximity

and,
how art is displayed in various galleries.
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and sometimes not even galleries.




Modeling: Material Scouting

Kunsthaus Bregenz
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KunSthaus Bregenz Modeling: Ceiling Prototypes

translation of research into
physical details



De Pont Museum Visit

approach to museum,
observing the distances,
created a narrative of experience

route variety
material variety



De Pont Museum Visit

division & scale
observed how space transformed into
gallery rooms of various qualities

light, height & material
different textures, lighting techniques
and scales



De Pont Museum Visit

routing

a dead end impression,

a strong lead towards the end, to the
right

second scene

a new view,

change of scale, light, material, expres-
sion and art.




De Pont Museum Visit




Museum Visit

De Pont

m An in-betweener
= Might be a door,
\ iy Might be a gap,

Could be for staff,
Could be for maintenance.

A subtle invitation, a gaze and it dis-
appears.

Inside, a James Turrell...
Guided by the dark entrance
Guarded by the dark entrance



Museum Visit

Van Abbe Museum

A Picasso on a fabric wall, Peekhole though wall,
Hidden behing a column, in a corner. A contrast in shape and colour.
Art getting lost in context, fabricated Height to sit,

complimentary. Bench to sit,

Art to sit.



Museum Visit

Van Abbe Museum
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A dominant form,
Additional colours,
Peekholes, galleries and balconies.

Strict routing,
Pure sequencial focus, without a
conclusive gallery space.

Always about the next stage,
Never about the current.



Literaure Discussion
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knowledge meets practical ends
after our museum visits, now analyzing
museums with more consciousness

Classroom Work
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Material Selection

Kunsthaus Bregenz

Wall colour trials,
Filler gaps filled with filler.



Kunsthaus Bregenz
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Ceiling laser cut,
MDF room built,

Light and height adjustments being made by suspension.

Model Making

Walls installed, light tested.



Kunsthaus Bregenz Photography Session I

AFS fids B5A E2A @ RAW




Photography I

Kunsthaus Bregenz

the original photograph

looking at the process from a derivative
manner;

third version

the resemblance is fulfilling, interestingly
learnt how problems in the model-making
process had its answers in the way the
actual building was built...

second version

learnt the effects of grain and textures of
surfaces.

the scale factor of them were still to be
corrected at this previous stage

first version

first example showed the importance of
lighting and behind the camera lack of
darkness’ importance.




Classroom Presentation

Feedback Session

learnt what other groups have learnt,
reflected upon our own work,
questioned ourselevs on a multi-scalar level.



Art Lens
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Daily Inspirations

everything starting o feel like a
model,

thinking about how real life frag-
ments could be reproduced as
models on different scales..

and about the texture sizes on
each object, deflection rates and
margins for error..



Daily Inspirations

Art Lens

Public places, look towards the movement direction,
yet restricted by phsical elements and but not visual obstacles.
Encapsulating the portrayal of reach and view.

Each display comes with a frame,
Each encadre the object, set off a distance and create layers of protection
and communication.

Colour contrasts,
Attention to product,
Differentiation from context,
Eye-catching.



Art LenS Daily Inspirations

Domtoren UTRECHT.

Media exhibited come with their white frames.
White frame ages as the photograph does,
White frame is not a frame anymore but the piece itself.
Then it gets put into another protection layer, a transparent box.

Independent pieces correlate and combine,
They become each other’s context.



Art Lens Daily Inspirations

Pockets
€2,-perstuk
3 voor €5,-

Contextless pieces,
Treated equally.
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Brief 2

artist selection

GORDON MATTA-CLARK
GUY MEES
ALMAGUL MENLIBA YEVA
HID MOHADJERIN
NADIA NAVEAU
ORLAN
LAURE PROUVOST
GUY ROMBOUTS
WILHELM sasa;
WALTER swenngy
LUC Tuymans

PHILLP VAN swick

MAARTEN VANDEY ABEE(E

ANNEME Izl I(ERCKHOVEN

JAN VERCHUYSSE

Artist Exploration



Final Photography

Kunsthaus Bregenz

the original.

the replika.

the replika. (in colour)



@

Final Drawings

Kunsthaus Bregenz
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~ Final Drawings
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Kunsthaus Bregenz Final Drawings

as building the model, : N e O H I
we’ve looked a lot at this
section. - l

it tells the story behind H A L
what’s seen, il

and what goes on to cre- n Il
ate a simple, isolated Hy —
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the building is as if it wore | . e R
a translucent dress, letting bl
the illumination is, u Il

like Zumthor described. - il

Kunsthaus, Bregenz | Facade Detail | 1:50



Kunsthaus Bregenz
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Kunsthaus, Bregenz | North Elevation

Kunsthaus, Bregenz | South Elevation




Final Drawings

the urban scale gives a clear idea of how the building fits in
its context.
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Presentation

Precedents

trying to identify the real one...



Art Lens Daily Inspirations

in how man different is white box the answer
ways could light be let  to everything?
in space? does it ever not put it-

self to the background?

6:30 all 4@ ) 6:31 all4ac @ )
{ @& vistanbulmodern.org C' ] |'1'| { @& www.artnews.com c A ﬂ]
& TURKGE ENGLISH e X = ARTnews Q
trying to understand BURADASINIZ » ANA SAYFA » MUZE » YONETIM 1-5 6-10 1-15 16 - 20 21-25
the curators. KilratSrler

reaching out to them
to ask them about their
opinions on the white
box.

Naomi Beckwith

Levent Galikoglu
Sef Kiirator

Gelenk Bafra
Kiirator

Paolo Colombo
Sanat Danismani




Artist Study - Introduction

Philippe van Snick

We were encouraged to use the group model making knowledge and research expertise on the
next stage of ‘Ensembles’. During this period | investigated the Belgian artist Philippe van Snick,
and how his art should be displayed and exhibited.

Philippe Van Snick, an artist from Belgium, has left an indelible mark on the contemporary art scene
in Flanders. Born in Gent on June 17, 1946, the artist is known for his innovative approach to art,
especially in the fields of minimalism and geometric abstraction.

Van Snick’s artistic journey is characterized by a deep exploration of color, shape and form. He is
widely known for his minimalist compositions, mostly featuring basic geometric shapes such as
squares, rectangles, and circles. His distinctive touch lies in his meticulous use of colour. He devel-
oped a unique and precise system of assigning colors to numbers, thus creating a visual language
that combines rigorous structure with the flexibility to interpret.

One of the compelling reasons Philippe Van Snick is accepted as a Belgian artist is his dedication
to pushing the boundaries of traditional art forms. His work challenges viewers to interact with color
and form at a fundamental level and invites them to explore the complex relationships between the
various elements in their compositions. This intellectual aspect of his art has earned him recogni-
tion and admiration in the contemporary art community.

Van Snick’s influence on the contemporary art scene in Flanders cannot be overstated. Its impact
extends beyond the local art community to international acclaim. His works have been exhibited in
reputable galleries and museums around the world. With his unwavering dedication to minimalism
and geometric abstraction, he has inspired a new generation of artists both in Belgium and globally.

In Flanders, Philippe Van Snick’s artistic contributions were transformative. His emphasis on pre-
cision, color theory and the elegance of simplicity inspired many local artists to explore similar
themes in their creations. His legacy is evident in the growing interest in abstract and minimalist art
forms in the region...

| collected a lot of knowledge concerning the positions of ‘gallery’, ‘artist’, ‘art’, and ‘curation’ in
relation to one another; by reading literature on this subject, listening to interviews with artists,
talking to curators, visiting museums and explored it architecturally by making various models of
exhibition spaces.



Reference Exhibition Spaces & Sketching

Philippe van Snick

trials of idealization of
what an appropriate way
of exhibiting van Snick’s
work could be...

exercising with sketches
seeking to find an order

or narrative that compli-
ments the artwork to be

displayed.




Sketching

Philippe van Snick
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looking at the way how
it might be built.



Sketching

Philippe van Snick

elevating the 2D floor-
plan sketches into dia-
grammatic perspective
views.



Sketching

Philippe van Snick

SeUlsiy, uadid -t i
Cvie iy

5/ ‘ x [,,pda(wé‘«!; wmiilen .
W// e D N

SLwhaL o waasiel |, fmmeusel ond speriel  leoudstes
\

6 ot L echiiucnanl ot egpone wadefiaid - up

firre-el /erqumm




Sketching

Philippe van Snick

asking the space to be-
come too much at this
point, form loses shape



Philippe van Snick Sketching

taking steps towards
making the space be-
come much simpler, and
background functional.
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Space Exploration

Philippe van Snick

Out Beyond

Out beyond all ideas of right and wrong,

there is a field. I'll meet you there.

When the soul lies down in that grass,

the world 1s too full to talk about.

Ideas, language, even the phrase ‘each other’
don’t make any sense.

Rumi (13 century)

reminding of an ‘ideal’
space,

where the background
just dissolves, the truth
comes in front.



Pre d ec ents Further Analysis

discussing the privacy of museums, how open
are they to public access,

how do their zones identify?



Predecents

Further Analysis

in bregenz,

the differentiation becomes
apparent instantly.

given the size and pro-
gramme of the museum,

tucking functions behind the
wall works in favor of the
galleries.



Philippe van Snick Model Making

attention to details and scale,

trials of trying to bring the effective simplic-
ity of the sketches from paper to 3D.



Model Making

Philippe van Snick




Phlllppe van Snick Reflection

This Ensembles phase taught me a lot, | made a lot of mistakes, and re-
peatedly questioned myself about the way | approached the subject. | had
been very didactic and demanding from the exhibition space | was mod-
eling, therefore | lost the room of flexibility and had a very rigid framework
that limited me to target the right things. The way | was able to solve this
was by visiting more and more museums and talking to my tutors about it.
| learned that there was not ‘one right way’, and it wasn’t an equation.



Art Lens

collecting a live archive of peo-
ple’s experiences in galleries,

(me capturing people capturing
people capturing art)

the importance of this is to see
the people who go to muse-
ums, and talk to them about
their experiences. as varied as
it gets, it helps me undestand
what emotions people feel
among their journeys.

they mostly said; isolated,
adrift,
comforted

12:41 w FTe) 12:41

SQUAREQUEST
(4 squarequest < Posts

11N
391 33,4k 485
‘ww%m Posts Followers  Following

Square Quest

Designer
Quest for the perfect square
Project by @gino.lardon, Belgium |
#constr

@duybarlas
@alkorb

Hoffmann’in Masallar:

Tango de la Rose

Send message

Follow

ical #abstract #minimalisti [

i Followed by arqdave

&

wip I

Qv

T oo - . | = < -
! 3 FQPE 610 likes
] ¥ { & squarequest Sketch 373 - Constructivistic interpretation of
T O 7 Q the floorplan of ‘Aanbidding door de Koningen' by Peter Paul
; | I Z

N

Rubens on the occasion of the reopening of the KMSKA

museum

#constructivism #geometricabstract #geometricart

#minimalisticart #minimalism #abstractart
#contemporaryart #reductiveart #abstractlineart

#formalism #gridart #abstractgeometric #systemicart

#rubens #aanbiddingdoordekoningen #floorplan

A Q ®

= ‘ % T & @ #squareart #suprematism #sketchbook #lineart #kmska
5 ~
@2 = 26 September
—

Daily Inspirations

&

becoming attentive to simple
forms,

how do small gestures solve
problems?

what can they be, what can
they target?
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References

Philippe van Snick

looking at van Snick’s
previous exhibitions,

- placement of art pieces,
-~ heights and light.



Model Making: Lighting Trials

Philippe van Snick

trying how different light reflect on the
. white foam surface.

distance /to/ light diffusal exploration




Model Making: Lighting Trials

Philippe van Snick




Model Making: Form, Scale, Light Trials

Philippe van Snick




Model Making: Form, Scale, Light Trials

Philippe van Snick




Model Making: Form, Scale, Light Trials

Philippe van Snick







Week 1.8



Ensemble Work

Philippe van Snick




P1
Ensembles: Philip van Snick

Philipp van Snick was a Belgian painter, sculptor and collagist, who was active in the 60s and 70s as a conceptual and
minimalist artist. In this period, he worked with a variation of mediums; film, photography and installations. From 1979
onwards, he devoted himself to abstract minimalist painting. The framework of work he established for himself
consisted of the three recurring themes of; the ellipse, the dualism and the decimal system.

His work is often characterised by extremely simple forms and by the constant use of the same colours, which are
intimately related to the space in which they are presented. Van Snick attempted to research, analyse and create space
by means of minimal expression. In this way, the notion of painting in the work of Van Snick never limits itself to the
painted surface, as he attaches great importance to the manifested interaction among the individual viewer, his work
and the surrounding architecture.

During the design of this exhibition space, van Snick’s own words became the guide., as they formed an unwritten
brief of a kind. As he explained in his interviews, the space itself needs to be open, natural, permeable and revealing.

For him, colours have both mental and physical meaning. And the painted image gained meaning only in relation to
the architectural context and the visitor's physical experience of space. As he intended, the different vibrations that
artworks create under the changing natural light, the angles one could take in regards to the pieces, the freedom to
explore, as well as the expressive bipolarity in his works shaped this project.

“The way you can experience a work of art in space, what positions you can take in relation to it, this is what intrigues
me. It is fascinating to examine to what extent a work can get a different form, a different meaning depending on the
position of the visitor. A painting can be more than a flat surface or a wall. My work has always been aimed at making
the physical part of painting in an extreme way. An extremely physical experience that can become spiritual,
hallucinatory.” (Philippe Van Snick “Territorium" interview, 2020)*

The project followed the rules of being a simple uninterrupted form, with just an island wall at the entrance that slowly
lets the artwork reveal itself as one walks inside, supported by the back-lit ceiling panels that replicate the lighting
conditions of the outside, and giving a sense of time passing. The color tones on the ceiling, which changes as one
walks into the room, aims to both bridge a monotonous museum lighting to natural tones of light and also to ensure
that artworks reach sufficient & balanced lighting. With the window and ceiling divisions occurring in certain rhythm
across the room, a consistent visual appeal was targeted in order to create a blending, subtle atmosphere —
complementary to the light gradient. The balance of architectural existence not being prominent, but existing enough
to give art and artist enough space was the key factor.

*Extract from his Kiosk interview:

Citation:

Kiosk Art. Philippe Van Snick "Territorium", Kiosk, Brussels, Belgium, 2020.
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Ensemble Work

Philippe van Snick

this exercise resulted in a bunch of different vari-
ations within the same model, it taught me a lot
about ‘what to think about’ and ‘how to think
about’ art galleries.



Ensemble Work

Philippe van Snick
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Brief 2 Site Visit

MHKA.



Antwerp Site Visit

In front of KMSKA



at M H KA Site Visit

T
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Entrance to museum

A M s

Office Spaces for Staff Office Archives A wallplug at the very
entrance



Brussels Site Visit

Materiality and perfectionism

Lighting details

Morphology




Brussels Site Visit

& 3 4

Explanation of curatorial choices by Asli Cicek

Views from the trip
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Research Site Visit

Amsterdam Central Station,
Visit to open public buildings.



ResearCh Group Research about MHKA

The first 15 years: 1987-2002

M HKA developed into a dynamic museum that payed attention to contemporary
artists from the region who were placed in an international context. Exhibitions
were organised at a high pace and despite the tight budget, the collection grew
substantially each year.

After 15 years, the museum’s collection already consisted of about seven hundred
artworks. The collection policy focused on the period from 1970 on, and every
now and then, the museum could afford to purchase a work from that period. Usu-
ally though, the purchasing policy followed contemporary art closely, especially
focusing on purchasing brand new work from the 1980s and 90s.

M HKA was setting the tone in Flanders as far as the development of museum
interpretation public relations was concerned and was developing a carefully com-
posed range of educational activities and other forms of guidance for young and
old.



ResearCh Group Research about MHKA

2002 - Present

Late 2002, the museum presented its new approach. M HKA now organises a
large temporary exhibition yearly, on the ground floor, and a constantly changing
collection presentation on the upper floors. In the collection presentations, room is
made for small interventions by artists. That way, they are given the opportunity to
experiment in and with a museum context.

The new policy reduces emphasis on Belgian art(ists) in favour of a broader in-
ternational perspective and a search for trends in contemporary art. Belgian art
continues to occupy an important place, yet more pronounced, as part of a larger
whole. The M HKA itself has indeed ‘made a connection’: in 2003, the merger with
the Centre for Visual Culture is completed, as a result of which the outlook is now
wider than just the visual arts, encompassing visual culture in its totality.

In addition to the works of the Foundation Gordon Matta-Clark, M HKA’s collection
includes own purchases as well as permanent loans from the Flemish Community.
Purchase policy follows developments in contemporary art in a broad, internation-
al perspective, with special attention to audiovisual works and artist’s ensembles.



Reefernce & Literature Search

Research Group

Carmody Groarke,
Design Museum Gent



Reefernce & Literature Search

Research Group

Machine Translated by Google

M HKA 2020
Jaarverslag

M HKA 2021

Annual report

Machine Translated by Google
TOERISME VOOR

TEMPORARY EXHIBITION IN
IT M HKA: SHILPA GUPTA -
TODAY WILL END

M HKA

Going through the old patterns of echibition and artwork selection processes to
comprehend MHKA better and gather a collection of past exhibitions.
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Joseph Beuys & Henning Christiansen, Eurasienstab, 1968 | film still | Courtesy Wide White Space Archive

Formatlon of a Museum

From its roots in the anti-museum of the ICC, via the ‘kunsthalle
with a collection’ that is M HKA, this year’s project addresses
the programme for a new national museum for contemporary art
in Antwerp. Proposed on a site that will recast it as a significant
urban figure in Awgmgmgjg@gmt the gallery is
intended to become part of a museum ensemble in the South
of the city that includes both the Photo Museum (FOMU) and
the recently transformed and reopened Museum of Fine Arts
(KMSKA); establishing a new cultural focus for both Antwerp
and Flanders, while also speaking to a network of regional
museums and seeking to take its place within a global context.

/U'3 The layers of critique inherent in this trajectory are evident
n(ﬁ ( in the counterpoints established in the clients brief for the
proposed museum: questions of material, abstraction, scale

and scenography underpin an oscillation between what

the (it describes as anti-museum fascinations and technical

C"l"“"' museum requirements. Underpinning this are fundamental
) (.m,)' questions about contemporary art’s history and its relation to

9 thed wider questions of culture, society and the world of art and

ALY artistic practice, embodied in its attitude to the very idea of

whot 4 the museum.

sy

Y e (The) art which emerged in the 1950s or 1960s, which

ittt might be regarded as the beginnings of what is framed

a sl 3} as contemporary art, was concerned with its effects,

settings, relations with environments, audiences, and
PELUUS: pebialiAsd,

Buildings
Cities

viewers” experience. Rather than being made for the
context of either the collector’s home (a private matter,
concerning ownership, connoisseurship, private pleas-
ure, power) or the museum (removed from the world)),
both minimal and conceptual art took art to be in, of
and about the world, incorporating criticality. It either
engaged with or commented upon the conditions of its
own visibility, or moved out of the enclosed environment
entirely to address and engage with society, the city, and
its territories. - uscpul qrou | conuguel oty foun drtigh)
R contzpmed wAth  Tailf
Mark Pimlott, Museum, image and agency, Oase 111
Staging the Museum lz¢ rhb)a Thot  guertiary The vrmcus,
Lewirt] e a £ o o muyusmolofy
How then does one think about the setting of a contemporary
art museum in a way that respects this critical history? More
immediately, how does one register the foundations of this
museum in the work of the American artist, Gordon Matta-
Clarke, whose artistic position expressed a deep antagonism to
both architecture and the museum as a construct, and whose
practice was built upon the radical reimagining of existing
structures, exemplified in his project for Antwerp, Office
Baroque? (A orud, Miihluly of ] e
q. &L‘:‘;‘u‘:\iu X/pb;l ik k-‘l. %flf\p\;?’ul“f NW/41m)l) 1
As a response to their own reflgctions on such questions, ' PGS

“
M HKA propose a future museunywhose collection is ordered g ;1: ’

through four themes: image, acfion, society and praxis and <@ ue .
e T higia bir

b/“-(/(‘?:"‘g’/'u’lf\’l
Conaly ‘L‘A by
w0 Palace ™
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An Architecture For Art

which they imagine to be physically organised through four
potentially overlapping components: collection, exhibition,
archive and forum. The architecture that emerges from the
interaction between these conditions is intended to attract and
foster a diverse audience; a constituent museum that draws all
components into a holistic, contemporary social and cultural
dialogue. K¢} fraw o) nepttw heigh S OBULy el 1y
Pa iy saw, ba e kMU 4*'7/"‘ Wi,
This offers frame of reference, which you are free to critique.
Alongside this we will expect you to consider the project in
relation to its situation, understanding how it might address
a site with a complex, layered history; an existing building
currently scheduled for demolition; a river frontage in the
of t formation; anew piece of city in the making and
xod urban structure of Antwerp as a whole.

A

Archival photographs of the site context, before and
s after the infilling of the dock
arivel M,y
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Collectively
As a starting point for your individual projects you will undertake
two parallel pieces of work over the next three weeks.

Working collectively as a studio you will begin to situate the
new M HKA within its complex, layered history and as a
key component of an urban context in a state of ongoing
transformation. Across a series of scales you will both create

Interiors Contami(ght + Cammltig DMM&
_B_uildings Kurin.
Cities S Rpef wil b an bexghe S

anw . Suu/wm‘\/‘d’\

g, e/ artlic

hatliyaie b f ()”S‘ ViR
d,\ NS UAS, ;\5"[,‘\‘3,‘\}'\' O~ KA
Ml arligar

and collate +giodels and m@@, _drawings,
debatss; texts and-photographic imagery. At-the scale of the
city, we would like you to research and document the urban
history, present context, and future plans of the city of Antwerp,
focu_s/lrjg lnﬂticular on the area of the Nieuw Zuid, in the
immediate context of the sm
document and analyse the current M HKA building, and its
sister art museums, placing them into the wider context of
your research into reference museums and galleries, already
undertaken, In terms of the institutional context, you should
explore the particular history of M HKA and its forebears, as
a setting for contemporary art practice and its documentation
and exhibition; understanding it within the developing context
of such practices and in relation to its equally auspicious but
very different neighbouring institutionsﬁl\ﬂhand %l\/TSQKyRYhe
outcome of these exercises should be: 4-AAc ort)
1 - phowsrphic qreitics
- a shared archive of research material, from which you will

construct a series of relevant chapters or section for your

collective research documentation;

- a set of clarified architectural drawings of the existing
bflding, the proposed site, its_urban_situation and its
historicral dgyg[ggmg_nt;

+ a durable and adaptable working site model or models,
constructed at an appropriate scale so that parts can be
added or removed.

e faym !
ne Yopileal

As a studio, you should work together to structure, organise]
ol 7

and undertake this work in a comprehensive and effective way.

hunlor

projt  lpzfany Gl mayok-
1

Individually Or&lkta Lends
g wtsn.
Alongside the research you undertake with your colleagues /s \’mz.,w.
you should each, individually carefully read and analyse the b’“ﬁ 5‘“
project brief provided by the client, which is issued alongside Loss

this overview. There is nothing to stop you organising and AR
sharing tasks within this process if you wish to. From this
process of analysis, you should produce analytical drawings,
annotated diagrams, models and texts that together will allow
you to begin to translate the brief spatially and in terms of built A4/
volume. Alongside this you should begin researching ideas and (b 'N’k |
references that will help you answer, for yourself, the questions onati i)
that you see emerging, and which can offer you direction in sunwali.

hecwtf
sousi

terms of the forms, spaces, materials, function, position and L
afmospheres of your resulting design. hiriyl “eyp
bLir Joa
Towards P2 Lotind( yyet
by oy

Through this process of research and analysis, you will each
begin to develop a proposal that establishes an appropriate
spatial structure within a thoughtfully composed urban volume.

At the P2 you will be able to present, as a minimum outline
plans, sections and a model of your initial proposals, in sufficient
detail to allow them to be developed to an appropriate level of
resolution in MSc 4. These should be presented as part of a
design research context that allows you to situate your design =
in social, political, cultural, functional and artistic terms. ;

ZZ A/\DU‘L

\ PZ} PM'”/ SeCTiGnS, vode L. U/t!‘) )LSI/','
of iea

Jap of sel , ess,

s mitfel

Palace

{ Secord ween o}_r/w’/




Personal Statement Revision

Statement

EMIR EROLSUN

P 1 5612683

Personal Statement

In this assignment, how the works of Philippe van Snick could be exhibited is questioned. It’s been observed that
there are a lot of ways of exhibiting minimalist art, and not just a “correct” way. This has led to the analysis of
Van Snick’s own intentions & thoughts about how he wants his work to be exhibited. After the research of Van
Snick, it became apparent that he is openly expressive about how he wanted his artwork to be put in a gallery;
forming an unwritten brief of a kind. As he explained in his interviews, the space itself needs to be open, natural,
permeable and revealing.

A selection of the five pieces of his was made, a step backwards was taken, and a root question was asked; “How
can these pieces of abstract minimalism be put together in an appropriate exhibition space?”. This became a
demarche question in the research process. After many trials and design alterations I discovered that it is a
difficult question to answer. I talked to a group of curators, designers and artists, and getting their opinions on
this helped me grasp the challenge better. Although it seemed like it could be treated more easily at first, I
realized over time that it's much more complex. I learned that the balance of architectural existence not being
prominent, but existing enough to give art and artist enough space is the key factor.

I found the healthiest way to work with Van Snick’s work would be following the crusts of information he left
behind. From previous exhibitions to interviews, from his ongoing exhibitions to his studio; I sought to find the
answers to my questions by going back to these essential informations. By proposing different variations in the
design process, based on the feedback I received, I was able to test my developing skills in gallery making, as
well as controlling the direction of my progress.

Van Snick's statement of how works of art should reveal their own weight has always been in my mind. So the
simplicity of a plain room and the dominance of a complex directive were things I wanted to avoid. I moved
forward with the aim of creating a space that had architecture in the background and only providing the
guideline that Van Snick wanted. As he intended, the different vibrations that artworks create under the changing
natural light, the angles one could take in regards to the pieces, the freedom to explore, as well as the expressive
bipolarity in his works shaped this project. This process, during which I researched and analyzed many exhibition
scenarios, tried different things and came to a product, was very instructive and useful for me.

After designing the space, the construction phase played a crucial role in giving the space a higher definition. The
constructional changes, which affected the design, have contributed positively to the transformation of the space
into becoming a more realistic one. They showed that the ideas I had about the space had a real counterpart, and
a set of new problems to deal with.

This space, imagined to be located inside a larger building with a steel construction system was chosen due to its
span provisions over open and wide distances. Spanning between 9 columns, this room is 4 meters high with an
additional meter on top for the ceiling space. To reveal the illuminance effects of natural lighting conditions on
the works, as the artist desired, glass openings in the ceiling space facing the facade was added. As is in the
Kunsthaus Bregenz, natural light was taken into the ceiling gap with this method; to give the sensation that the
time is passing and the day is changing. The color differentiation, which progresses as one walks into the room,
aims to both bridge a monotonous museum lighting to natural tones of light and also to ensure that artworks
reach sufficient & balanced lighting. With the window and ceiling divisions occurring in certain rhythm across the
room, a consistent visual appeal was targeted in order to create a blending in subtle atmosphere complementary
to the light gradient.

Looking back at the project, I was able to self observe and notice some things about the space I made. A mistake
was trying to calculate the “best” scenario by analyzing all possible options about all elements of design. From
wall sizes, ceiling heights, light adjustments, artwork placements, path & routing and all their combinations. I
had too much going on and I was trying to check all boxes; which led me to a clash of ideas and more questions.
The matters I want to develop during this studio now, is being able to see and identify what I like about an
exhibition space, knowing what not to do and went to stop designing; whilst targeting how each individual would
experience a space with unique and distinctive sensations and collect memoirs.



Reefernce Search

Research
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started a collaborative museum wikipedia with the studio.
the Whitney Museum was the first one to be researched.

this wiki became a very useful source of information overtime.
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Zuiderdokken

Site Analysis

Development of problem and objectives
Circular building with sufficient spatial qualities to host the facilities, contextually embedded into the old port city for with easy access from
both sides, bridging the sea connection to the green space on the iner side.

Requirements
Mass studies, circulation options, prerequisite of additional balcony/terrace/garden

initial concept development
after site visit.

formulating ideas around what the site
might become, need and transform



Conce ptS Site Aspects

Brasil Arquitectura Roof Gelitin, London Museum

Targeting through the circulation within & through
looking at references with similar

4 ideas behind.

’ collecting information about the site
and expanding my research.

the Eight House, BIG - Private x Public



Analysis

Concepts

Forum

- Physical - Visual Continuity

- Connection to Context Whitney Museum



MHKA Timeline

On Taking a Normal Situation and Retranslating it into Overlapping and Multiple Readings Retrospective of Belgian

of Conditions Past and Present

1989
Panamarenko - An
overview 1965.1985

ar

Fouad Bellamine &
Mohamed Kamaci - Artists
from Morocco

Public Mind

video installations

1994

Walter Swennen Ndine Tasseel - Tableau

vivant/Nature morte (and
vice-versa) (The Practice)

1997

!

Ann Veronica Janssens
Brouillard artficiel

1996

Maria Blondeel - GO (Dark
Room) - GO (MUH) (The
Practice)

-

Exhibition Spaces & Performances in MHKA

1987-2022

The first 15 years: 1987-2002

M HKA developed into a dynamic museum that payed attention to
contemporary artists from the region who were placed in an

international context. Exhibitions were organised at a high pace and
despite the tight budget, the collection grew substantially each year.

After 15 years, the museum's collection already consisted of about
seven hundred artworks. The collection policy focused on the period
from 1970 on, and every now and then, the museum could afford to
purchase a work from that period. Usually though, the purchasing
policy followed contemporary art closely, especially focusing on
purchasing brand new work from the 1980s and 90s.

M HKA was setting the tone in Flanders as far as the development of
museum interpretation public relations was concerned and was
developing a carefully composed range of educational activities and
other forms of guidance for young and old.

2006

De-Regulation with the work of

Intertidal - Vancouver Art &
Kutlug Ataman Artists

Once Upon A Time... - Alook atartin  The Order of Things

2015

KUNSTBENDE MEETS M HKA: 100 young artists in residence

2011
Foundation of the ensembles.org

2010

2017

2021

Research

SHILPA GUPTA - Today Wil End

2018

IN SITU: Cevdet Erek - AAAAA

2019

April 2017

MHKA started exhibiting a
permanent basic collection

from the museum's

worldwide collection.

Free of charge, on the.

ground floor.

Belgium in the Nineties LATT: Europe at Large #3 Gulnara Kasmaliyeva &
Muratbek Djumaliev, Yerbossyn Meldibekov

1998

2002 - Present

[T
i Late 2002, the museum presented its new approach. M HKA now organises
alarge temporary exhibition yearly, on the ground floor, and a constantly
changing collection presentation on the upper floors. In the collection
presentations, room is made for small interventions by artists. That way, they
™ are given the opportunity to experiment in and with a museum context.

Wordanclimage nthe

Ptimay o)

The new policy reduces emphasis on Belgian art(ists) in favour of a broader
international perspective and a search for trends in contemporary art.
Belgian art continues to occupy an important place, yet more pronounced,
as part of a larger whole. The M HKA itself has indeed 'made a connection
in 2003, the merger with the Centre for Visual Culture is completed, as a
result of which the outlook is now wider than just the visual arts,
encompassing visual culture in its totality.

EXTRA MUROS: Brussel Biénnale.
Luc Deleu

LATT: Sound effects #5 Juan Pérez
Agirregoikoa

LATT: Europe at Large #1 Dmitry.
September 1987 Prigov & Said Atabekov
Insidle-Outside. An Aspect of Contemporary Sculpture

=,
<«

INSIDE In addition to the works of the Foundation Gordon Matta-Clark, M HKA's
collection includes own purchases as well as permanent loans from the.
Flemish Community. Purchase policy follows developments in contemporary
artin a broad, intemational perspective, with special attention to
audiovisual works and artist's ensembles.

a timeline of MHKA exhibitions, a selection from a variety of exhibi-
tions.

Opening summer exhibitions - Free entrance - DJ set by Hantrax
203

DAKkan - Rooftop festival at M HKA
18 Sep 2022

Tarik Kiswanson - Anamnesis | Performances
n Saturday
Aug 2022

M HKA




MHKA Approach

Concepts

a promenade in
a MHKA
exhibition.




Studio Archive

Studio

first time entering the
office,

looked back at the
previous projects and
heard from our tutors
about precedent indi-
vidual projects.




Inspiration Dlsplay Materiality & Scenography Collection of Museums

walking around mu-
seums, thinking about
scale, materials, and
confrontation.



Week 2.2



MOdel Design Studio

design application on site initated with concept developments.



Conce ptS Site Aspects
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initially split up the mass into
smaller compartments and
stacked them up in various forms.



Concepts

Analysis

first concept of water inclusivity
contained a water pathway from
the old dock,

and a cistern-like exposition
space.



Site Aspects

Concepts




Analysis

Concepts

s 8




Site Aspects

Concepts

Directiveness of the Park Extension
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sides,

on eye level.

this was followed

by trials of ap-
proaches towards

different massing

options.




COnceptS Site Aspects

Exhibition

Exhibition
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Archive

the concepts of
public inclusivity,
permeability,
visual connections
and some others
led to sectional
sketches.



Remaking the Diagrams

How does Whitney work?

separation of
public vs private,
circulation and
spatial arrange-
ment of various

AN buildings were
\I\j‘w% looked at.
el

the way whitney
museum ny deals
with the separa-
tion of back of-
fices, private and
public sets a good
example. this migh
tbecome a key
reference in the
upcoming stages.

also, the round
floor is an open
floor to public traf-
fic, making it simi-
lar to my museum.

Ground Floor

Exhibition Spaces (#### sq m)
Collection Spaces (#### sq m)

Staff Spaces (#### sq m)

|w] @] @ >

Public Spaces

Visitor Route

ffffff Staff Route

—-- - Artwork Route



Reference Search Collection
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How do tall buildings deal with privacy and unique-
ness? Controlability?



Museum Visit Stedelijk

stedelijk: old vs new building



Museum Visit Stedelijk

curatorial decisions were made to colour the walls in this case.



Section Investigation

Public Buildings

cubator

how do large public buildings work in section?
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Maritime Museum of Denmark

Reference Museum

a similar idea to ‘cistern’,
excavated floor.



Research Group

Museum Analysis,

Whitney NYC

6th Floor

5th Floor

4th Floor

3rd Floor

2nd Floor

1st Floor

Gound Floor

-1st Floor

©

public

as part of my personal research, i

diagrammatized museums and as

doing so,

circulation and separation became

more and more clear.



MHKA Timelines

Architectural Fascinations
History of Forming an Institution
1952-1984

1952

LES BEAUX-ARTS

s

L
The story starts with the reconstruction
and the plan for a large-scale Liberation
Palaceinthe ity park. aunched n 1947

The prfec e e o the oy
architect A. Fivez in 1952 and was the
subject of a lively debate in the popular
press

1950

1959

Victor Bourgeois tasked the architecture department of La Cambre
‘museum. When asked

Les Beaux-Arts in 1959 togive his vision on museu architecture,

heilustrated the text with a design by one of his students: Frangois

Jamagne

L9291 1929 L Corbuser
designed a m mited
Geoth Meseum Guséed

e llimitée) for the

never realized in the West.

o i olane for an ineti _—

caltrs n Antwerpand strctd theSpecal Commite ofthe Roal

Viewieof e e ¥t o Al o S ot
mrrmm

1972

very oper
temational avantgard developrents.
Itwasan important meeting space, but
alsoassite of production.

busy rogrammed. In the tradition of
the Alternative Spaces movement,
performances, public debates and
happenings took place. It was where

experimental cinema, documentaries
art, which was till young at
the time, were shown. Owing toiits

atypical profile, but also to the
capacity o p as a port city and
a5 2 gateway to the European conti

Hippo-
dmme on the Leopold de Waclpants, and another project on the
el . his

B
‘museum opposite the Museum of Fine Arts.

1970

1968-1970

In 1968 the committee of the oyl Museu
ofConemporn
vl ik commissined Ut chitect
Stynentodesign National Museumof
Moder Art in the Middelheim Park. Stynen
s nspired by Le Corbuler's Musée &

Art

1969

nent, the ICC quickly became a hub for
garde.

1979

1980

Research Group

Office Baroque
Another decade passed before the next episode. Under the
leadership of Flor Bex, director of the avant- zmdz ICC, the
hitects | Kennes, | Vanderperren and T. Eyckerman
came ug with a plan fora mititenant baldng next to the post
office building on the Groenplaats. The language of the architec-
ture was conservative, but the programme radical. Like the Centre
Pompidou, which opened its doors that same year in Pars, the.
d d that

shoppingan pedestransret h bilding comprisedan

performing-arts venue, multipurpose rooms, a cinema and artists'
studios. This project would also remain unimplemented.

Alast legendary pr
to purchase and protect Office Baroque, one o the last on-site.
projects by American artist Gordon Matta-Clark, and to transform

+After demolition of
‘owner, this plan also fellthrough.

1982

TR oM RSy (R G
KA. It was a time , after the

Yook apaloiton Wi Al raBslog s

s pursuing an ambitious and dynamic

course i terms of science policy (Flanders Technolo-

8y International) and culture policy. Minister Poma

resolutely opted for an independent institution, a

‘museum of contemporary art.

. .

1990

A2 the prematre destofAmeican st Cordon Mt Clk

1979 Bextook the it to
artis's death, Office Bar

only rer

maining work after the

mpressive architectural cutin a
Kk

starting point for a new Museum of Contemporary Art. The Gor
Matta-Clark Foundation came into existence and many international
MHK

colection.

1
years, e and his partner Pau nxmmam.

In 1969, s of Mai
68,2 group of atists asked King.

upthe poject

1979:At about the same period, six artists (Guillaume Bijl, Luc Deleu,
Pl De Vyider, Wiltried Huet, Gy Rombous and Water n Rooy)

available
A

775 The s proposed 1 st

apeincn
Howewer,the pmwnmd ot get beyond the

year later, the pala

Office
and

L Natlocalo i

MHKA. A

p
to convert

the building into an aristic infrastructure.

looked back at the origin of MHKA,

Exhibition Spaces & Performances in MHKA

1987-2022

The first 15 years: 1987-2002

MHKA developed into a dynamic museum that payed attention to

015

tional context.

were organ

Afer 1 years the museun's colectonslready consisted ofsbout

on
of Condiions ast and Prsent

Panamarenko - Walter Swennen
orenion 1651985

‘Qz%i

Ann Veronica anssens
Brovilard ariicie

.
1990

Mari Blondee] - GO (Daek

I
Public Mind aria Bl
Room - m(\«uln The

Fousd Bellamine &
Nohamed Kamaci - Artsts

from Moroceo

Wordand Image inthe
Belgan Art from A o 7.

September 1987
Inide-Outside. An Aspect of ContemporarySculpare

video nstalstions

Jenseits Von Kunst Beyond
N

1984

After the demolition of Office Baroque, a number of
artsts,led by architecartis Lue Deles, had. pinted ot

twent Insearch of location for &
new museum, heconnecion vas soon made.The
rehouse known as La Nationale was purchas

Spring of 1964 and M HKA was cstablished by decree vl
Blowngyear.
am

SHILPA GUPTA - Today Will End

om 177008 s ey e et

n,
eiod Usnaly o
fosel

purchasing brand new work from the 19805 and 50s.

MHKA was setting the tone in Flanders as far as the development of

2010
d

other forms of guidance for young and old.

Ndine Tasseel - Tableau
Vivant Nature morte (and
Vi-vers) (The Practice)

INSITU: Cendet Erck- AAAAA

April 2017
Juite

LATT: Furope at.

2020

S
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2000 2010
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Once Upon A Time...- Alook atartin The Onderof Things

Belgiuminthe Ninties

20

LATT: Sound
Agiegoikon

EXTRA MUROS: Brussel Biéonal.

201
Foundation of the ensembles.org

lfects 55 fuan Pirez

ATT: st Large 1 Dy
Prigon

Gl War 1991

Salon de Peinure

2002 Present

Late 2002, the museum presented its new approach. M HKA now organises a
large temporary exhibition yearly, on the ground floor, and a constantly
changing collection presentation on the upper floors. In the collection

. is made for small ions by artists. That way, they

are given the opportunity to experiment in and with a museum context.

The new policy reduces emphasis on Belgian art(ists) in favour of a broader
Internationa perspetive and aseach orrends ncontemporaryat

Belgian art
patof s lager vhole The M HKA TSty Indead e s comacton’
2003, the merger with the Centre for Visual Culture is completed, as a result
i T tinok e Ao e i st el encompasin
visual culture in its totality

In addtontothe-works o the Foundtion Gordon Mat Clck. M HKAY

cion bchudus s purchases sé el pereanent o o the

Hmmsh Gy S ey fnﬂows developments n contemporary
persp

A i

and its sum of past exhibitions to remind myself of the type of ver-
satility the museum seeks to bring in front of our eyes.



IndiViduaI PrOjeCt Contextual Research & Mass

mass studies that will lead up to the definitive version

B we cac
weow
Wolowil

| Nl

1722 rows

visual connections to the city..
what will the building look at?



Project LO Cation Contextual Research

with the transformation and historical past of the city, the de-
velopment led to various heights around the site. this became
critical in the vertical narrative, responding to these variety of
heights.



Contextual Research

Atmosphere

atmospheric renders of what the passages within the museum
would be like, overlooking to the height correspondant buildings



Contextual Research

Project Location

- -owh o~ —— ‘

N lz}.A_ﬂn vers. Le M uScu ”

T
S U

Museum of fine Arts (KMSKA) 1875

the KMSKA, being visible from the site, is one of the monuments
the height of my project allows to visually link with.
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Section Draft Connections & Transparency

e e

e e

thinking in vertical



Street Discovery

Site Potential Relations

Google
02022 Google

36 Cockerillkaai | N ) 6 De Gerlachekaai

& months ago- See more dates > S & months ago- See more dates >

Google
2022 Google

21Jzerenpoortkaai
& monihs ago- See mare dates >
Nearby photos (@) Add photos. Nearby photos @) Add photos

for the facade-to-facade interaction, i reminded myself of the
streets around the site.



Facade Compositions

References

investigated possible facade compositions that could be taken as
references.



ReViSiting P1 Ensemble Work

the importance of my previous work helped me a lot in this stage.

i looked at all the ensemble works of the studio, and stitched them next to
one another to imagine what a sequence of vertical and horizontal spaces
within the museum could look and feel like.



Ensemble Work

Revisiting P1
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Public Buildings Dealing With Large Open Spaces

Public Building Spaces

=

investigating vertical relations in public spaces with more attention.



Public Buildings Dealing With Large Open Spaces

Public Building Spaces

how do oppsoing facades interact and play
woth one another?



N ew M H KA Sketches

concept evolvement

aiming more towards
public inclusivity,

and distributing the
forum into smaller and
larger spaces.
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Mass Distibution

Mass Studies

towards a new museum...



Brief Size Mapping

@ Dutchto
APPENDIX
Surface table program of for the future Flemish C At Museum
AGENTSCHAP
FACILITAIR BEDRUF
Construction Prejecs Deparment
33986 - 003702 - Construction of a Flemish museum for contemporary art
minimum net minimum net minimum gross | minimum gross
surface volume surface volume
TOPIC # e domesteand | "I | o qomesicons | IP5="9 | nc.indoorand | (nc indoor and
exterior wals, excl. " | exterior wals, exc. 2| exteriorwals, | exterior walls,
circulation) drculation) indl circulation) | incl.circulation)
42 [Collection component 3032 16408
track 1 1752 10408 13 2330 13530
main halls type 1 4 640 800 5120
main halls type 2 6 624 500 3120
side rooms type 1 5 320 450 1410
cabinets 8 208 350 72
track2 1040 5200 13 1352 6760
main halltype 2 10 1000 500 5200
round room 200 4.00 800 13 260 1040
4.3 ibiti 3150 19800
main circuit 1 800 600 10800 15 2700 16200
econdarycru 1 1 450 8.00 3600 15 675 5400
2 900 6.00 5400 15 1350 5100
4.4 Library & Archive 1901 7470
[oan reading room/library 1 222 380 844 15 333 28
la.02 documentation center 1 700 350 2450 15 1050 a6
la.03 study room 1 40 350 140 15 0 210
la.0a content management  digtal operation 1 39 350 137 15 59 205
la.ss support facilities 20 350 70 15 30 105
pres sanitary workers 1 incl.
4452 Kitchenette 1 inc.
la.25 archive operation 131 350 455 15 195 683
4461 office space 1 inc.
4462 1 inc.
la.07 technical operation archive depot
4421 reception - locked quarantine room 1 incl
4472 processing room 1 incl
4473 depot art archi 1 750 450 3375 15 s 5063
45 [he forum 3608 25140
Jas1 Forum Headroom 1 556 9.00 14,008, 17 2605 23807
recepton function
lobbyrhall 1 570 3420 17 969 ss1e
reception area and cloakroom groups 1 inc. 9.00
cloakroom and locker room 1 ind.
deskforientation/ticketing 1 incl 300
storage reception 1 inc.
specific forum-related features
431 museum shop 1 180 4.00 720 17 306 1220
4532 JE— 1 370 3.00 110 17 629 1887
4533 multifunctional event space and storage 1 indl forum 7.00
4534 seminar roor 3 3.00 480 17 272 816
4535 auditorium/cinema operation 1 410 9.00 3630 17 697 62
4536 inema operation - movie room 1 210 6.00 1280 17 357 212
4537 educational space 1 inclforum 300
lass support facilities
4551 sanitary visitors 1 152 3.00 456 17 258 775
4552 sanitary workers 1 incl
4553 firstaid room 1 incl
[Back office 3337 17123
4.6 Back office workshops 375 1688
Joen Workshops
Wood workshop 1 160 450 720 14 24 1008
Metal workshop. 1 70 450 315 14 98 am
Paint workshop 1 80 450 360 14 12 504
Audio and video room 1 30 450 135 14 4 189
Storage space for 1 35 450 158 14 49 221
4.7 Back office art handling 1531 9748
[47.2 Transport and handling zone
4721 ck / lock 1 129 680 877 14 181 128
4722 Loading and unloading zone 1 120 680 816 14 168 1
4723 Transfer space 1 260 680 1768 14 364 2475
4724 Registration, control and maintenance 1 incl
4725 Packing area (packing/unpacking) 1 incl
4726 Storage room for storage boxes/plastic foi/packing material 1 30 450 135 14 a2 189
4727 Storage room for storage material and tools 1 20 450 %0 14 2 126
la73 Space for collection management
4731 Quarantine room 1 27 450 122 14 38 170
4732 Workshop 1 234 450 1053 14 328 14
4735 Photo studio 1 36 450 1 14 50 227
4736 Closed inner depot 1 675 7.00 4725 14 945 se1s
4.8 Back-office logistics and techniques 704 3143
Joa1 Desk security and bulding management 1 B 350 2 4 3 4
la52 Main Server Room (MER) 1 2 350 70 14 2 98
l483 Kitchenette 1 6 350 21 14 8 29
la5a Sanitary employees separated) 2 16 350 56 14 2 78
la85 Changing rooms (incl. showers, separate) 2 60 350 210 14 84 204
le55 Storage spaces [
4861 storage room for cleaning 1 100 350 350 14 140 490
4862 central storage logistics 1 250 450 s 14 350 1575
|67 Bicycle storage 1 162 450 729 14 27 o
455 Technical rooms according t need
la83 Access for logistics
4891 lock /lock 1 40 680 72 14 56 381
489 zone for 1 a 6.80 279 14 57 3%
4.9 Back office 727 2545
Jas Office space for administration
4911 Office workplaces 1 429 350 1502 14 601 2102
4912 Multfunctional consultation room / quiet workplaces 3 36 350 126 14 50 176
4313 Conference ooms indl seminar rooms
4914 reception area for visitors and staff 1 inclforum 350
15 locker room staff 1 350 9 14 2 69
515 Copy and printer room/ storage room 2 30 350 105 14 4 147
4917 Archive administration 75 350 263 14 105 368
as18 kitchenette according to need 20 350 70 14 28 98
4sa Sanitary employees (separated) 1 3 350 8 14 32 13
l492 Staff refectory with cooking facilities
cafeteria staff 1 100 350 350 14 140 490
itchen incl
incl
[Outdoor spaces
[osa outdoor forum 1 300
la02 outdoor space staff 1 50

translating the brief into 3D.

taken the brief in a literal manner, with the space
requirements fully taken, the masses were stacked

Brief Donnees



P2 Prep the new museum...

public forum

exhibition

circulation

collection

office

library/archive




P2 Prep the new museum...

Public vs Private Functional Distribution



P2 Prep

P1 morphology

public floors



P2 Prep the new museum...

views at 3 different heights.

neighboring roofs
city overview
sky view



P2 Prep the new museum...

Image 1

Image 2

neighboring views
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Interior Ideas

Atmosphere

interior atmosphere



Palais de Tokto, Paris

Museum Exploration

touring more museums, seeing how
they deal with their own circulation,
facade openings & art display



Palais de Tokto, Paris

Museum Exploration

i

s

dew wnasni

apInb uejd

also how they navigate the visitors



Palais de Tokto, Paris

Museum Exploration

materialization
observations
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depending on the public
floor divisions and their
offsets,

the construction details
will become clearer.

New Museum, Sanaa, NYC, NY

new museum, sanaa

construction example for
steel braces and over-
hangs
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P2 Prep the new museum...
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An Architecture For Art

AT [ esweum N 7
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Materials Matters | neteuree I is

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 refined and/or composed. 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 resulfing image it projects. This will not only encompass
e visual charactér of a material but also influence the ways in
which it meets other materials or is assembled, thus defining t
mmm
e
Such concerns are essential in conceiving authentic architecture,
yet we are now fully aware that we must address other, even
more fundamental, questions with/irgency: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

bm/« will
" n kD ok

hih  cwontt puieiol Jerlery/on
profer ; ared 2ot bnjcr 1T

tra itional and more innovative practices and methods, exploring
their risks and opportunities. The specific concerns will vary
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Graduation Project 2022-23

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 almosﬁO@of
the World's carbon footprint means that architects must shoulder
a significant share of the ethical responsibility to radically reduce
waste and material consumption and seek to work in relation
to the very finite resolrces 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 resource use, circularity
and operational consumption, but also addressing the social
consequences of 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
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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 com| osited and easily
compared. You will therefore need to consider a format that will
include a comparative table, ach
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 engaggAn hands-on research - in addition to the classic
online version. In pri ~some students participated in

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, ywmmw
your choices are translated into the architecture of your 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.
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P2 Prep the new museum...
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Exposure



the new museum...
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renders from within the building,
initial material trials for tonality
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Compartmentalization

seBas

Office Archive Public Functions Collection Exhibition



the new museum...

P2 Prep
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Combined Structure

Steel Construction

exposed layers of functions and construction help

constructu the image of the project
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section

southwest to northeast



mass model

depicts the relation
between the offset
heights and the neigh-
bor buildings.

overlooking to them.

the new museum...



Week 2.9



P2

the new museum...
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Public Access

POI0P 0700006964

the new museum...

. restaurant

. museum shop

cloak & locker room

collection gallery

. event space

terrace

. forum headroom
. exhibition gallery
. auditorium/cinema

. educational space

seminar room

. movie room

inaccessible by public

» accessible by public



P2

13
12
il

10

Circulation

the new museum...

archive documentation center

b. back office logistics

» ~ ® o > 3

art handling
reception

archive

offices

restaurant

museum shop
cloak & locker room
collection gallery
event space

terrace

. forum headroom

exhibition gallery
auditorium/cinema
educational space
seminar room

movie room

.stairs

. elevators

. express elevators

A

N



the new museum...
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a. archive documentation center
b. back office logistics
c. art handling

d. reception

e. archive
f. offices

g. restaurant

S ta ff ACCGSS . publicly accessible A

accessible by staff N



the new museum...
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00606054

G

. archive documentation center

. back office logistics

0
c. art handling
-1 e. archive
j. collection gallery
=9 k. event space

l. terrace
n. exhibition gallery
o. auditorium/cinema

S. movie room

. out of art’s circulation

Art Circulation

accessible by artworks N
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South Elevation
1:1000

East Elevation
1:1000

West Elevation
1:1000
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North Elevation
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the new museum...
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the new museum...
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Section A

vertical alignment of plans

1:500



P2 the new museum...




P2 the new museum...
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old lock

Detail Research




old lock

Foundation Decision

technical discussion regarding existing
condition and the lock

after talks with the structural enginner, building a raft foundation
on top of the existing lock is decided to be a good method of
providing a strong enough foundation.

the additional layer of columns on the outside (flush with the
facade) have their own footings beneath, and therefore work in
dialogue with the raft foundation columns parallel to it.
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the new museum...

Design Work
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4

what to see when looking outside..



Art Lens Sectional Model
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Palais Garnier,
Paris



example of a vertical slit
reminding inside of outside



Sustainability Research

Material Matters

interior atmosphere renders



Sustainability Research

Material Matters

NN

[ VTORAT

sectional adjustments
1:1000
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= the Depot, Rotterdam - MVRDV
Materials P

Depot, Rotterdam - MVRDV



Museum Visit

Material Matters

/% museum roof terrace

ion roof
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Material Matters Museum Visit

public floor
restaurant

industrial look,
industrial function

[ » ‘"H\
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cross stairs



Museum Visit

Material Matters

gallery spaces of the
Depot.

usage of materials
and angular elements;

walls are tilted,
columns are round,
floorplans are round

industrial appeal kept
all round.

maybe sometimes
even to unconfronta-
tional?
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Material Matters Sustainability Research

Depot, Rotterdam - MVRDV,

looking at the material qualities and what it
brings to the space

how sustainable are they?



Material Matters Sustainability Research

Figure 8. VGA analysis showing permeability (left) and visibility (right) relations in the Ashmolean Museum (left)
and the Museum of Scotland (right).

Experiencing three-dimensional surveys were explored to under-
museum environments: stand human behavior and ex-

pectancy yields are high when
An investigation of speculative routes are thought for
the Ashmolean Museum and the circulation.

Museum of Scotland
the research gets much deep-
by: Athina Lazaridou er after this stage, therefore this
subject is left at an intermediate
stage.
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explored the metal and timber suppliers in
Belgium and how much CO2 each truck
to be shipped would emit. resources sug-

gesr a good value for access on this site.
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References

stone claddings and metal de-
tails on large scale facades

matches the monolithic appc_aal
that i target, therefore will in-
vestigate more.




References

Material Matters

concept building projects by

sanaa

using steel construction

and steel mesh

another example of monolith

elements

will have to look into

larger scale versions at a later

stage...
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Project DeSign Design lterations
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sanaa’s translucent roof cladding concept



Material Matters

fluidity on all floors is targeted. therefore
a freeform layout was tried.
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Material Matters
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ground floor changements
1:500

the ground plan act as a base, as a framework for the rest
of the building. the design changements are made, therefore
the structural grid has changed and all the upper floors went
through a re-dimensioning.

the forum is yet to take its final form, there still is not a de-
finitive grid, nor a spatial sequence. it requires a better con-
structed arrangement.
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Material Matters

material reference in
an open forum,

which functions on the
inside are represented
how on the outside?

a good principle might
be looking at space
taxonomies such as
served and seravnt
spaces...

References
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the new museum...

P3




the new museum...

P3

Concrete Beams & Columns Cores Steel Trusses & Exterior Load

Raft Foundation Inside the

Bearing Columns

Old Dock
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Prefab Concrete Floors Cladding Details Windows and Brick Panels

Glulam Construction

construction phases

core stabilization is provided therefore the

6-core approach is favourable.



the new museum...

P3

1:2000
section




P3

the new museum...

1:2000
southwestern elevation

here, a stone mock-up material was attached to
test the appearence, nevertheless the random
distribution of windows create an undesirable
patchy effect. this is something to fix



P3 the new museum...
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fifth floor tenth floor

1:2000
‘break’ floors, all open public levels

e

Circulation Exhibition Collection

Public

the new museum...

X

thirteenth floor

Archive



the new museum...

P3

1:2000

northeastern elevation




the new museum...

P3




Materials

Design Research

glass such as very thin glass. The surface quality is somewhat poorer than

that of float glass, as waves (called striae) are visible.

Cast glass.

Rolling nethod Gast or rolled glass is produced using the rolling method, in which
the glass mass is formed into an endless ribbon between two water-cooled
zollers. Decorations engraved into the rollers give the glass ribbon a sur-
face structure. In order to produce wired glass or ornamental wired gl
a wire net can be rolled into the glass. Cast glass s also called ornamental
glass because of its structure or ornamental surface, and its uses include
partitions and facade openings where an open view through is neither de-
sired nor required. > Chapter Design glass, Ornamental glass

Profile glass

Profile glass is produced using a process similar to that for cast
glass. In addition to a surface structure, the glass is given a cross section
(U-profile) that is st BCERE s tdersblo oS
become possible. > rig. 3 ;

Because it is economical, profile glass has been and continues to
be used for the facades of industrial buildings. Nowadays, profile glass
15 also a very popular building material in architecture generally. » chapter
Applications, Profile glass

Fig.7%: ¢ focode e
gxanple °

VT - AN

V A

cast glass &
profile glass,

mullions might come handy when facade is composed..
they provide customizability and support windows of high spans.
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the new museum

Forum & Details

deciding on the depth of linear
elements



= Kunsthaus Zurich Extension by Davic Chi erfield
Details Y PP

28 (2,27 32

1 Natural stone facade (from outside to inside):
— rounded pilaster facade, fixed to load bearing wall
to prevent tilting
— core insulation, rock wool
— reinforced concrete with thermal component
activation
— internal plastering

2 Prefabricated cast stone element

3 Pilaster in front of windows:
prefabricated cast stone element —

4 Exterior solar shading:
— vertical wind-resitant textile blinds
— motor-driven, fire-detector-controlled
— hidden guide rails behind sheet-metal lining of the
window jambs

5  Window element:

— thermally broken aluminium window frames,
colour-coated, circumferential, full-story hight

— frames continuously insulated, internally vapur-
proofed, externally water-tight

— sheet-metal lining of the side jambs, sun-shading
sub-layer, foot-plate and windowstill: aluminium
sheet, colour-coated

— clear thermally insulated triple glazing

overall construction RC4 | P6B (minus certification)

5.63

6 Interior roller blind with light-diffusing panel:
— counter-tension system (running from below to
above), automised
— side-mounted hidden guide rails: aluminium sheet,
colour-coated
— maintenance access via a base flap between pillars

7 Pillar, inner side:
load-bearing, rei concrete, pl 5

8  Supply air duct:
air outlet through joint between wall and floor

37 22°9% 8 26
T
\

researching similar
detail drawings R o s S

>
L
- —




the new museum

Details

i
i |

horizontal lines
expression, deciding on de-
sign details.

the large volume is appro-
priated to context by these
vertical and horizontal el-
ements, the details are
played with to maximize
fitting-in.
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anonymous

Curtain Wall Attachment to Non-Rated Floor at Overhang

1:300



Forum

Foundation Bauhaus Dessau - Bauhaus Museur

E2A. fhnw. Basel
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]

expressions of
materials in var-
ious room pro-
portions was paid
attention to.

narrow and high
spaces were
considered for
the walking route
around the floors.

References



Forum the new museum

]

ground plan was altered once more,
seeking to find the right composition to

become the best representation of an

‘open public floor’ would be like.

followingly, the structure was once
more corrected.
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the new museum

Physical Studies

a physical experiment was made with a
model.



the new museum...

Physical Studies

scalar relation between the three
blocks, side by side on top of one an-
other

a simple mdf model, yet representing
well the exterior appeal of the project.




Physical Stu
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Details the new museum...

looking at office buildings with a simi-
lar, rigorously orthogonal grid and see-
ing how they deal with the appeal &
details behind.



Details References
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STONE CONNECTION DETAL STONE CONNECTION DETAIL
ISOMETRIC CUTAWAY SECTION THROUGH SLAB AND COLUMN

15 CLERKENWELL CLOSE
TYPICAL DETALS

15 Clerkenwell Close London - Amin
Taha
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Office Buildings, Chicago - Mies van
der Rohe

Ataturk Cultural Center, Istanbul -
Tabanlioglu Archiceture




the new museum...

Forum & Details

interior imagination, opening up to the base forum floor,
entrance invitation what would it be like filled up?



the new museum...

Forum & Details

with the additional surfaces of the
ground and first floor, the view be-
came more clear in perspective.
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P2 Prep the new museum...

looking at large pub-
lic spaces and how
they connect to the
urban fabric of the
context.



Stop Motion Examples of Previous Students

looking at the var-
ious stop motion
work of student-
from previous years,
some talked to me
more about the
spaces and their
utility value as much
as they show their
by surbi architectural value.

i strongly believe in
the expression of
passage of time to
actually capturea
day in the life of the
building.

‘iiﬁmijia

by mathijs boersma



the new museum...

Forum & Pan
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the ground plan going through another
transformation. | have asked a lot at the
same time from the floor plan, and its been
evident that | was on the right direction but
yet to be able to get to the point | want.

the structure matched the floorplan at the
core by the concrete framework, allowing
a balanced composition all through the
building.
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Reference Render

Museum Paleis Het Loo,
Apeldoorn

KAAN Architecten

the new museum...



the new museum...

Forum Renders

new forum renders, fol-
lowing the changes in the
ground plan.




the new museum...

Forum Renders
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the new museum...

Forum & Urban Scale




the new museum...

Height Scale

prepping up the
model for laser
cutting
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Stop Motion

book sale

movie viewing

pop-up stores

L P |

the new museum...



the new museum...

Urban Scales

e e

view from over the river
1:2000

1 |-r4ﬁi-'ae-v--1rdﬂllrngul--ll..--.-

from south, urban section
1:10000

perpandicular to park,
southwestern urban section
1:20000



the new museum...

Design Work

plans with zones
1:1000
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the new museum...
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P4

VMHK
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Urban Context 1:6000



VMHK

P4




P4 VMHK

the museum pierces its mark
to the context of site by hav-
ing an open gruoond floor
plan. it’s accessibility and
free value creates the differ-
ence of what’s public and
whats reserved.



P4

nollie maps that show how this public/private divison is appar-
ent on public floors.

VMHK



P4

VMHK

this separation is vis-
ible through a section
as well. the building
targets accessibility by
creating open plans on
all floors, and tucking
the private functions in
between.

. Private

Ticketed*

[ ] Public
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accessing views to the city on 3 designated floors achieve the
desired connection.

VMHK



VMHK
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P4

staircases with as-

signed functions

heating and cooling



VMHK

P4
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shaft utility

i 2%

Electrical Shaft 1m2

Air Pressure Shaft 0,8m2 x 3

[l HVAC Shaft 0,8m2 x 2

B Plumbing Shaft 0,8m2
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P4

the new museum...




P4 VMHK
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Public Exhibition Office Archive Collection
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VMHK

P4

Fixations of suspended ceiling though between the slabs
Electrical profile suspension fixators, penetrated into the gap
Electrical wiring suspension, 400mm x 2mm profile, steel mesh
Fire sprinkler pipes r=70mm
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P4

N Th

Suspended ceiling gap for fire sprinklers and air circulation
HVAC exhaustion pipes
Steel rolled profiles 50mm x 20mm for lighting, exposed ceiling

Raised floor of calcium sulphate panels

Gap for electrical wiring passage

Hollow core pre stressed floor slabs 1250mm x 250mm h (demaountable with DEMU connections)
Led lights with daylight harvesting system on west and east facades

Structural stud framing, 2 layers on each side,

Glass mat faced gypsum sheating

Metal stud

Cladding element, Equitone tectiva fibre cement boards with 10mm gap

Vertical fixations of hollow core slab to beam with DEMU
449mm x 152mm | profile steel beam

Cork insulation 18mm

Aluminium profile for cladding carriage

Gypsum board with steel stud framing

Wooden frame for insulation

Vapor permeable air barrier + galvanized hat channel on
drainage shims

Tucked roller shades
Steel column with spray on fire proofing
Low-e glazed windows with high energy efficiency

the fagcade composition is documented
with this detail.

VMHK



P4

on the public floor, in this case, cases are investigated
4th, the open spaces for public

events are spacious, versatile

and capacitative.

VMHK
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concert

art & sport

conference
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months of extention
25 May - 9 November



POSt P4 the extention of the project




P o St P 4 Reflection

Reflection post P4.

The project had come a long way. It had its ups and downs, slow and fast times, and solidified some
ideas, whilst lacking some others. The complete accumulation of all various aspects of the project and
uncompleted parts were presented. The outcome was seen as non-sufficient for the latter stage.

This was a brief moment of misery nevertheless it was a big relief. It set out a new scheudle in which |
could cover the aspects of the project | was taking my time with. At this point, the personal connection |
established with the project developed week by week and | started seeing fruitful outcomes as | went by
the following weeks. Looking back each week to the prior week, | was able to identify better and faster
my mistakes and right decisions.

| find it valuable at this moment to express my gratitude for all the tutors of the studio, post P4. Who
all helped me reflect, recalibrate, breathe and focus for the period ahead. Listening how these patterns
occur for everyone made me raealize the process | was in and motivated me to come back with more.



+M

the extention of the project

recalibrating, looking at essentials.

looking at the building naked to rethink
about openings and facades.

understood that the building doesn’t
need that many openings afterall.

it’s an “office wannabe” building from
outside, an upward orthogonal canvas of
repeated elements. connecting with the
city when necessary, and isolating when
So.




materialization
+M

the P4 fagcade was not able to
get as close to what the project
initially aimed for as desired.

a more monolithic look was the
goal, and multiple adjustments
were made to achieve it.

for the monolithic look, projects with similar siz-
es are approached.

the New Museum New York by Sanaa that’s
seen above set a good example but also re-
minded me of the dangers of such a facade on

a building this size. A single sheet, continuous,
and rythmless might create an unpainted canvas
effect, an abstraction in my point of view.



+ M facades

therefore, i decided to bring a rythm on the facade,
reminding the outside of the scale of the building,
also providing other advantages such as sunshad-
ing, ease of prefabrication and expression.

looking different densities of vertical claddings to test
out the patterns they create from the outside.
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materialization
+M

THERMALADVANCED AIrPT SYSTEM (

with i bsoil and

considered the usage of translucent
polycarbonate panels. o s

frame for complete ion against
water and air penetration with reduced thermal conductivity.
* Suits a range of panels.
+ Strong system enables long modules
* Provides a clean, elegant finish

visually, even though it is attractive, - o e ot
the concept of open/closed spaces -
were not working well in this project,

Advanced facade system with integrated frame

therefore closed walls with cladding P ————

water and air penetration with reduced thermal conductivity.

and open walls with windows were T

* Provides a clean, elegant finish
+ Complete system performance test supported
pre erre - by CSTB leading buildinginstitute

+ Made of high quality materials

TRADITIONAL TP SYSTEM

Economical facade system without sub frame for basic performance
« Flexiblyfits installation area
. . ®; Lighhllveight ol
* Sl 3 i iy
facade was updated with the vertical ki

supported by CSTB leading building

cladding elements. o e by

I | * )i
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+ M facades
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Louis Khan - Servant & Served Spaces
+M P

Sy i
living BAZ Ay

(below)

served SV seived

6 Simplfied plan - parallel walls

louis kahn’s servant and served spac-
es principle has helped structuring the
inner composition of the building im-
mensely.

some of these references are above. in
this case, a residential one

S5 Downslairs



facades

+M

readability of
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what is open

and what is

closed is im-

portant in the

horizontal di-

vison of the
facade.




+M

section

the layout.

How people will move through this museum is important -- both vertically and horizontally. Therefore the
central staircase of commute acts as the spine, and the floorplans compliment this stacked museum on
the horizontal plane.

With museum floors being controlled, isolated and pale spaces, the public floors on the other hand are
open, connected with the city and vibrant floors.

The floor-by-floor stacking approach and “break” floors aim to create the balance between a museum
experience, alongside being a public machine that connect with the city and functions as a unified com-
plex. In this sense, the museum becomes a “multi-museum?”.
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+M

facade

- | -
)

with the museum’s floors being 5,5 and
6,5 meters, it allows enough gap for sus-
pended ceilings to be functionalized for
ventilation, lighting, and decorative panel-

ling.

the 650mm gap therefore is maintained
around the whole building and houses
panelings.

- | -
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+M build-up

for the facade to be composed, the hollow core slabs are put

T &
\ NN
| n

36
36

$—50 — 50 —4

then, a grid of mullion and transoms are used with frame support, for
1m meter and 6m wide windows.



+M

the vertical elements are attached and the facade is obtained

facade
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Available online at www.sciencedirect.com

CrossMark ScienceDi red

Energy

Procedia

o ¥ SEEs.
ELSEVIER Energy Procedia 74 (2015) 1358 — 1369

International Conference on Technologies and Materials for Renewable Energy, Environment and
Sustainability, TMREES15

Energy-efficient Tall buildings design strategies: A holistic
approach
Hazem Elotefy”, Khaled S.S. Abdelmagidab, Ezzat Morghany®, Tarek M.F. Ahmed“*
“Department of Architectural Engineering, Assiut University, Assiut 71515, Egypt

"Department of Architecture and Building Sciences, King Saud University, Riyadh 57448, Saudi Arabia
“School of Architecture and Built Environment, Deakin University, Geelong 3220, Australia

Abstract

The number of tall buildings is increasing as a result of the advances in construction technologies and the rising land prices.
These buildings are characterised by their high energy consumption compared to other building types as they rely intensively on
mechanical HVAC systems due to the extreme weather conditions associated with the increase in height. However, they present a
great opportunity for energy savings. In recent years, it has been noticed the increasing interest in geometry and form of tall
buildings, as a result of the evolution of parametric modelling and 3D visualisation tools, on the expense of the environmental
aspect. This paper discusses factors affecting the energy consumption in the tall buildings. Through an extensive analysis of
Literature, active and passive energy efficient strategies adopted in tall building at various building stages are identified. In
addition, the role of architectural design parameters, such as building form, orientation and envelope on the tall building energy
performance are highlighted. Finally, a set of guidelines and environmental design strategies to be considered in different phases
in order to achieve energy-efficient tall buildings are proposed. These strategies have been categorised into four stages namely
early design, conceptualisation, and documentation and operational. A 3D modelling approach was used to visualise and illustrate
the proposed strategies in different stages.

© 2015 The Authors. Published by Elsevier Ltd. This is an open access article under the CC BY-NC-ND license
(http://creativecommons.org/licenses/by-nc-nd/4.0/).

Peer-review under responsibility of the Euro-Mediterranean Institute for Sustainable Development (EUMISD)

Keywords: Energy efficiency, design strategies, tall buildings, visualisation
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looked into literature and research that investi-
gates energy efficiency in such tall buildings.
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materialization
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Lock/Temporary Entrance

Pop-up Space

Logistics

Staff
Entrance

Store

Forum
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transparency on ground floor...
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a controlled journey in exhibiton spaces...
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Multifunctional Space:
Seminar Room

Café

Storage

Women & Men’s

Restrooms

Multifunctional Space:
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Level 4: Second Forum

Floor Plan
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multifunctional spaces on open pubilic floors...
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Interiors, Buildings & Cities Graduation Stu-
dio kicked off with a period of research. This
research phase consisted of various exercis-
es that got us to understand better the proj-
ect we would eventually get our hands on; ‘a
new Flemish museum for contemporary art’.

In the first quartile we engaged with with cre-
ating a research framework and method that
would serve us as a foundation to grasp the
subject of a museum better. We were split
into research groups and through the pro-
cess of literature readings, open table talks
and collaborative expressive writing, we were
able to investigate what ‘contemporary art’
is, who an ‘artist’ is, what ‘art’ is, and how a
museum serves as a constellation of spatial,
functional and atmospherical body of organs
to host these elements.

Each research group explored a different mu-
seum as a case study, and made their mod-
els. This was a first hands-on experience on
discovering how the construction of these
museums served for the function within, and
a play of scale. An important take away was
that the problems whilst making the mod-
el actually had their answers in the actual
building and how it was built. Each group had
different takeaways and way of solution find-
ing that were shared in the final presentation.

We were encouraged to use this model mak-
ing knowledge and research expertise on the
next stage of ‘Ensembles’. During this period
| investigated the Belgian artist Philippe van
Snick, and how his art should be displayed
and exhibited. | collected a lot of knowledge
concerning the positions of ‘gallery’, “artist’,
‘art’, and ‘curation’ in relation to one anoth-
er; by reading literature on this subject, lis-
tening to interviews with artists, talking to
curators, visiting museums and explored it
architecturally by making various models of
exhibition spaces.

INTERIORS, BUILDINGS, CITIES
AR3AI100

This Ensembles phase taught me a lot, | made
a lot of mistakes, and repeatedly questioned
myself about the way | approached the sub-
ject. | had been very didactic and demand-
ing from the exhibition space | was model-
ing, therefore I lost the room of flexibility and
had a very rigid framework that limited me
to target the right things. The way | was able
to solve this was by visiting more and more
museums and talking to my tutors about it. |
learned that there was not ‘one right way’, and
that it wasn’t a scientific equation.

;’
¢

Sketch variations & studies on different
exhibition rooms
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In the next stage we shifted our focus to the
city of Antwerp. With MHKA (Museum of Con-
temporary Art in Antwerp) looking for an ex-
pansion, a brief was given to us as an instruc-
tion guide to critique and reference ourselves
on. Visiting the city and experiencing the inti-
mate places made us establish a connection
and take a position towards our project brief
in relation to the context. And after talking to
the MHKA director, Bart De Baere, visiting the
building itself and walking around the new
site, it helped me initiate a narrative of what
the new museum could do and could be for
contemporary art, for the public, for the Flem-
ish community, and for Antwerp.

Our knowledge from the precedent studies, en-
sembles and research played a critical role at
this stage to question the brief and take a po-

Exhibition Spaces & Performances in MHKA
1987-2022

1995

‘The first 15 years: 1987-2002

other forms of guidance for young and old.
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M HKA developed into a dynamic museu that payed attention to
contemporary artists from the region who were placed in an interna-
tional context. Exhibitions were organised at a high pace and despite
the tight budget, the collection grew substantially each year.

After 15 years, the museum’s collection already consisted of about
seven hundred artworks. The collection policy focused on the period
from 1970 on, and every now and then, the museum could afford to
purchase a work from that period. Usually though, the purchasing
policy followed contemporary art closely, especially focusing on 2018
purchasing brand new work from the 1980s and 90s.

M HKA was setting the tone in Flanders as far as the development of
museum interpretation public relations was concerned and was 2010
developing a carefully composed range of educational activities and

sition towards it. Since the beginning, | wanted
to progress and do this projectas ifitis actually
going to be built. Therefore | took the brief's de-
mands as strictly as possible. Eventually, | real-
ized that this was fitting well with the research
explorations | have been doing in terms of func-
tional connections within the building and with
the context.

Following the P2, it became visible that | was
asking for too many things from the project,
which therefore had created this visible frame-
work of restrictive elements; of which some
have failed to accomplish their desired goal.
One of these was the visual connection to the
park from the circulation within the building.
| took the brief in a literal manner and wanted
this museum to function as a unity, facilitating
all the necessary amenities with the demanded

2015

KUNSTBENDE MEETS M HKA: 100 young artists in residence SHILPA GUPTA - Today Will End

1987 1990

2022

1992

2011
Foundation of the ensembles.org.

Gulf War 1991

2002 - Present

Late 2002, the museum presented its new approach. M HKA now organises a
large temporary exhibition yearly, on the ground floor, and a constantly

changing collection presentation on the upper floors. In the collection

room is made for small by artists. That way, they
are given the opportunity to experiment in and with a museum context.

‘The new policy reduces emphasis on Belgian art(ists) in favour of a broader
international perspective and a search for trends in contemporary art.
Belgian art continues to occupy an important place, yet more pronounced, as
part of a larger whole. The M HKA itself has indeed made a connection': in
2003, the merger with the Centre for Visual Culture is completed, as a result

of which the outlook is now wider than just the visual arts, encompassing
visual culture in its totality.

LATT: Europe at Large #1 Dmitry
Prigov & Said Atabekov

In addition to the works of the Foundation Gordon Matta-Clark, M HKA'S
collection includes own purchases as well as permanent loans from the
Flemish Community. Purchase policy follows developments in contemporary
art in a broad, international perspective, with special attention to audiovisual
works and artist's ensembles.

Overview of investigated exhibition spaces
and performances in MHKA 1987-2022
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square meters and heights, making the build-
ing a skyscraper, a vertical museum. Due to this
tall mass, the idea of people circulating from
‘public floor to ‘public floor (floors 5 and 10) was
disconnected from the practical reality of how
the museum would be used because of lack
of programming. . Also the intertwined spatial
functions of the museum were not functioning
as fluid as | hoped. Therefore after the P2 | have
done a tailoring to the concept, refining what
it is and what it does for the public. | was fo-
cused too much on the horizontal interactions
of the building with its surroundings, after that
| started researching the vertical connection of
this building with the surroundings and within
itself.

| learned to approach the project as an urban,
monumental mass. With this in mind, the verti-
cal narrative and what this urban entity does in
context better became apparent.

Through P3 to P4, | had the opportunity to reflect
and expand my evaluation of the project. Given
the size of the museum and the list of goals to
be accomplished were being completed one by
one, nevertheless this change and development
took more time than intended, leading to a no-
go in the P4. After this moment it was a relief
and realization that | now had the time to com-
plete what was missing,

It helped me take a step back and reconstruct
the ideas, the physical composition, what it
stands for and the storyline of the museum.
Over these weeks, | worked everyday, giving it all
the attention and work that it needed, up till the
second P4.

The project was eventually working in favor of
all the goals it targeted. The outcome was fulfill-
ing and complete.

The Research Methods

My choice of methods developed itself starting
from the first week of studio, as I've learnt more
about the studio and its content, | developed a
daily eye to look at things differently, read dif-
ferently and analyze everything | see to reso-
nate with the studio. Alongside this daily habit
that I've developed, my framework of research
followed both a theoretical part and a practical
part.

The theoretical part consisted of literature reads
such as books, newspaper articles, magazines,
photography journals and interviews; made
by artists, curators, and architects. Books like
“Making Space: Writing, Architecture, and the
Construction of Culture” by Paul Carter helped
me understand the literature knowledge that
I've been collecting in relation to architecture
and culture, and helped me juxtapose some
ideas | had which | could not put on paper before
and vice versa. The main theoretical research
helped me shape the main narrative of my story,
nevertheless some of the information eventual-
ly did not lead to anything or went background
along the process. In that sense, 'm glad to
have taken notes of the majority of my research,
if not, everything. Although, it would have been
much better if | had written more of this knowl-
edge in a coherent structure altogether, so that
this sum of information would be transferrable
and cross referenced even after the project is
finished. On the good side, the majority of this
information if recorded with my Project Journal,
which has been a critical, spinal product of my
work.

Mass Studies in Context Model
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For the practical methods of research, | visited
a lot of exhibitions, interviewed to a lot of cura-
tors and artists, observed the built environment
I'm surrounded by and actively took notes. Most
of the visits were to contemporary galleries and
modern museums. For instance, curators such
as Tominga Hope O'Donnell from Munch Muse-
um, Oslo; and various students studying cu-
ration were kind enough to guide me through
their process of thoughts about exhibitions
and answered some of the key questions | had
in mind. These people, whom have explored
the subject of ‘displaying a work of art’, ‘how a
museum functions’ and ‘what its societal role
could be’; were very influential and informative
to listen to.

| have learnt that on-field research is essential
when exploring the public’s behavior, their in-
teractions and approach to a public space &
building. An eye opening investigation was to
see how museums with extensions were func-
tioning. For instance the Stedelijk Museum in

One of the time lapses | studied, Stedelijk Museum
Amsterdam

Amsterdam was a good case study for me to ob-
serve people’s movement through space, navi-
gation, and the relation between this movement
and proximity to art. | recorded investigations
like such, with time-lapses and photography.
Explorations as such helped me incredibly, to
understand how people behave in such gallery
spaces and how they are confronted with art.

Gathering theoretical information and exploring
its parallels to the actual situation in this case
was very helpful in understanding how a muse-
um would function better and better. It helped
me take into consideration elements like; how
much time should one spend to reach the first
exhibition upon entering, how distant should
the circulation be from the exhibition rooms,
and how long could one tour exhibition spaces
before they need a break.

The presentation we had from the MHKA’s di-
rector, Bart De Baere, always came back to mind
mind after making these practical observa-
tions, finding correspondences with what he
said; sometimes as answers,and sometimes as
points to consider better. | found his interview
‘Art Museums and Democracy’ with Linterna-
tionale to be always refreshing and bringing me
the gravity of his understanding of a museum
and how it works in accordance to their respon-
sibility towards the public. It gave me informa-
tion about the societal and cultural potential of
the art scene in Antwerp and Belgium.

Following the P2, my project was still seeking to
findtherightbalancewith allthe things Iwas de-
manding from it. From form, to layout, to height,
circulation and spatial quality; my mentors
have given me very fruitful feedbacks upon how
to develop it and target the right goal. By being
in depths of each task I'm trying to achieve with
this project, the weekly help from my mentors
helped me back off and see the bigger picture.
After their suggestions, | found the solution to
be following the narrative of what the building
already is and what it is doing right, and then
looking at what could be improved. | did this
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through writing and sketching diagrams to re-
mind myself of the character of the project and
what it meant for the public visitors, how they
connect to the city of Antwerp and what role this
museum has in that connection from the per-
spective of contemporary art. My archive of pho-
tographical documentations played a crucial
role in me exploring the public attractions more
and more, looking back at the unconsciously
captured details in each photograph, and how
they are small pieces of a large puzzle of public
activity and inclusivity; eventually building up
the project past the P3 phase and giving it the
final definitions.

Personal Project Framework

| started the project with an embedded frame-
work embedded in my mind, | was simultane-
ously gathering theoretical knowledge and prac-
tical knowledge, and simultaneously producing
content as time went. With the information that
was gathering over time, | wanted to learn and
discover and collect as much as | could, reach a
high level of knowledge, create target questions
and problems to solve for each one, and make
the product work in the favor of all these prob-
lems seamlessly. At P1 and a couple of times
after the P2 | realized that this complex web of
problems was more of an unsolvable entangle-
ment, rather than a well working system of solu-
tions. There were a few moments where | could
not progress because of being trapped in this
entanglement and not being able to solve every-
thing at once. Thanks to my tutors and person-
al efforts | was able to ask less, but more effi-
ciently, from what the project is trying to be. My
research influenced my design to ask for more
in this sense, and | was able to solve this by bal-
ancing it out with; the design asking for more
research. | learned that this was of working and
attitude creates the best outcome.

Having gone through a lot research and de-
sign trials, some stand out more than the oth-
ers eventually, and some maintain their value.
| expanded my research topic sometimes to a
far more detailed extent than necessary, and
valued the quantity of resources as well as the
quality. Taking notes of each one and analyz-
ing, sometimes made me lose a lot of time and
eventually lost value overtime. It led me to re-
searching too much on trying to research the
right thing. Forinstance, the interview | had with
Tominga O’'Donnell was very useful in the sense
that | actually got to hear in the first place what
are the things I'm concerned with, and what
are actually necessary for me to think about. It
helped me understand the importance of this
by not only talking to a professional curator, but
also by hearing about it from someone that is
in the actual world and is experiencing this by
herself. This was an academic point of view for
me, that merged with the practicality of my re-
search matter.



Project Assessment

Public buildings have constantly been reinter-
preted and reappropriated through time and cir-
cumstance, therefore a question | look back and
ask is; what is this project’s role and responsi-
bilities now and the ways in which it engages
with both the contemporary city and its citi-
zens? From a societal point of view, this project
aims to act as a platform for dialogue, cultur-
al exchange, and creative expression, fostering
a sense of belonging and community pride. |
aimed to create a project that has the potential
to enrich the cultural landscape of Antwerp and
attract diverse audiences, both locally and in-
ternationally.

Fromanotherpoint,lalsoasked myselfthe ques-
tion of what the role of the architect is in such a
project. By combining sustainability measures,
design aspects, spatial requirements, and soci-
etal value, a coherent architectural vision was
aimed to balance the demands of stakehold-
ers, visitors, and the artistic expression. This
involves integrating circular design elements,
accommodating diverse art forms, and foster-
ing inclusivity and community engagement. My
ultimate goal was to synthesize these consider-
ations into a compelling architectural story that
serves as a platform for artistic exploration and
inspiration.

Over the course of the project, not only focus-
ing on creating a museum that suffices its own
needs, but also becoming a project that holds
academic and societal value carved the stance
of this museum. Also, the research and design
process undertaken for the project aims to pro-
vide insights and knowledge, contributing to
the academic discourse on sustainable archi-
tecture, public inclusivity, and community-ori-
ented cultural institutions.
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