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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











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.



Week 1.1



Kunsthaus Bregenz, Austria
by Peter Zumthor

Photograph by Hélène Binet

Design Studio Brief No 1: ‘Looking Carefully’

Brief 1 Museum Space & Groupwork



Kunsthaus Bregenz Research

source books for the
Kunsthaus Bregenz research



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



BASEMENT
1:200

FOYER
1:200

Kunsthaus Bregenz Drawings

EXHIBITION ROOMS ON FLOORS 1, 2, 3
1:200

CEILING PLAN
1:200

seeing the basement of a monumental 
building, 

the fat roots of an elegant structure

entrance,
WKH�ãPDQDJHU�ñRRU�RI�WKH�PXVHXPâ

an open welcome

arrival from behind the walls,

uninterrupted, oblivious space with all 
functions tucked behind 3 walls..

noticing the importance of ceiling plans,

a gallery is between two planes, which one 
comes front? which one stands back?



material trials:

undersatnding surfaces, texture scales, 
and photographic manipulation through 

trials

colour
gloss

roughness
grain

Kunsthaus Bregenz Modeling: Material Tests



Kunsthaus Bregenz Modeling: Photography Test 1

UHVXOWV�RI�ðUVW�WULDOV



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

¸[OL�2\UZ[OH\Z�)YLNLUa�THPU[HPUZ�H�Z[YPRPUN�I\[�IS\YY`�WO`ZPJHS�WYVÄSL��)LOPUK�[OL�L[JOLK�NSHZZ�WHULSZ�HYL�
OPU[Z�VM�H�I\PSKPUN�[HRPUN�MVYT·OVYPaVU[HS�IHUKZ�VM�^HSSZ�VY�ÅVVY�ZSHIZ�HUK�YLJLKPUN�]VS\TLZ�¹

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 
[OL�ZR �̀�[OL�OHaL�VM�[OL�SHRL��P[�YLÅLJ[Z�SPNO[�HUK�JVSVY��HUK�NP]LZ�HU�PU[PTH[PVU�VM�P[Z�PUULY�SPML�HJJVYKPUN�[V�[OL�
HUNSL�VM�]PZPVU��[OL�KH`SPNO[�HUK�[OL�^LH[OLY�¹

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 ¸\UKLYZJVYL�[OL�TVKLYUPZ[�W\YP[`�VM�[OL�HY[�ZWHJL¹�IL[^LLU�I\PSKPUNZ�HUK�HSZV�[OH[�
¸[OL�[^V�Z[Y\J[\YLZ�VWLYH[L�HZ�H�KPHSVN\L�HJYVZZ�H�WSHaH¹�

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 façade as: ¸0[�SVVRZ�SPRL�ZSPNO[S`�Y\ɊLK�MLH[OLYZ�VY�SPRL�H�ZJHS`�Z[Y\J[\YL�THKL�\W�VM�SHY-
NPZO�NSHZZ�WHULSZ�¹

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.

¸0U[LYPVY�LTWOHZPaLZ�[OL�Z\I[SL�H[TVZWOLYPJZ��=LS]L[`�JVUJYL[L�ÅVVYZ�SPTU�[OL�WLYPTL[LY��OPKPUN�[OL�J\Y[HPU�
^HSS�¹

Also as Zumthor says, the ¸SPNO[�[YHW¹ 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

¸¯9LHT`�AH\NN�^HU[LK�[V�RLLW�[OL�HYJOP[LJ[\YL�HZ�ÄUL�HUK�ZPTWSL�HZ�WVZZPISL��0�KVU»[�RUV^�^OL[OLY�[V�\ZL�
[OL�^VYK�¸TPUPTHS¹��HZ�P[�^HZ�JVPULK�PU�YLSH[PVU�[V�HY[�¹

œ7KH�ƂUVW�GXW\�RI�D�PXVHXP�LV�WR�VKRZ�ZKDW�WKHUH�LV�WR�EH�VKRZQ�Ŕ
œř:KHUH�DUH�WKH�ZDOOV"��SHRSOH�DVN��%XW�WKDW�LV�SUHFLVHO\�WKH�SRLQW��$UWLVWV�KDYH�WR�EXLOG�WKH�ZDOOV�Ŕ��$ERXW�
)RXQGDWLRQ�&DUWLHU�

— (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.

+H�ZDQWHG�WR�GLVFRQQHFW�IURP�D�VLPLODULW\�WR�WKH�1<�*XJJHQKHLP�0XVHXP�LQ�WKH�VHQVH�WKDW�LW�OHDYHV�YLHZ-
HUV�IDFH�WR�IDFH�ZLWK�WKH�DUW�



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.”

!Zumthor 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]

!!
“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



Kunsthaus Bregenz, Austria
by Peter Zumthor

Brief 1 Museum Space & Groupwork



Art Lens Daily Inspirations

REVHUYLQJ�SHRSOHâV�DSSURDFK�WR�DUW

in what ways do public approach art,
their proximity

 and,
how art is displayed in various galleries.

 and sometimes not even galleries.



Kunsthaus Bregenz Modeling: Material Scouting



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



De Pont Museum Visit

An in-betweener
Might be a door,
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



Van Abbe Museum Museum Visit

A Picasso on a fabric wall,
Hidden behing a column, in a corner.

Art getting lost in context, fabricated 
complimentary.

Peekhole though wall,
A contrast in shape and colour.

Height to sit,
Bench to sit,

Art to sit.



Van Abbe Museum Museum Visit

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 Classroom Work

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





Week 1.3



Concrete washed floor sample scouting

Kunsthaus Bregenz Material Selection

Wall colour trials,
Filler gaps filled with filler.



Kunsthaus Bregenz Model Making

Ceiling laser cut,
MDF room built,

Light and height adjustments being made by suspension.

Walls installed, light tested.



Kunsthaus Bregenz Photography Session II



Kunsthaus Bregenz Photography II

the original photograph

third version

second version

first version

looking at the process from a derivative 
manner;

WKH�UHVHPEODQFH�LV�IXOðOOLQJ��LQWHUHVWLQJO\�
learnt how problems in the model-making 
process had its answers in the way the 
actual building was built...

OHDUQW�WKH�HσHFWV�RI�JUDLQ�DQG�WH[WXUHV�RI�
surfaces.
the scale factor of them were still to be 
corrected at this previous stage

ðUVW�H[DPSOH�VKRZHG�WKH�LPSRUWDQFH�RI�
lighting and behind the camera lack of 
GDUNQHVVâ�LPSRUWDQFH�



Feedback Session Classroom Presentation

learnt what other groups have learnt,
UHñHFWHG�XSRQ�RXU�RZQ�ZRUN�

questioned ourselevs on a multi-scalar level.



Art Lens Daily Inspirations

everything starting o feel like a 
model,

thinking about how real life frag-
ments could be reproduced as 
PRGHOV�RQ�GLσHUHQW�VFDOHV��

and about the texture sizes on 
HDFK�REMHFW��GHñHFWLRQ�UDWHV�DQG�
margins for error..



Art Lens Daily Inspirations

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

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

Contextless pieces,
Treated equally.



Week 1.4



Brief 2 Artist Exploration

artist selection



Kunsthaus Bregenz Final Photography

the original.

the replika.

the replika. (in colour)



Kunsthaus Bregenz Final Drawings

Kunsthaus, Bregenz | Site Plan | 1:1000

looking back at the site to locate the 
SKRWRJUDSK\�ZHâYH�VWXGLHG�

isolated from outside.



Kunsthaus, Bregenz | Ground Floor | 1:200

A A

Kunsthaus Bregenz Final Drawings

the buildings creating
a public square in 

between.

the dialogue of how the 
two buildings sit in relation 

to one another hints how 
the space is used, and 
how people circulate.



Kunsthaus, Bregenz | Facade Detail | 1:50

as building the model, 
ZHâYH�ORRNHG�D�ORW�DW�WKLV�
section.

it tells the story behind 
ZKDWâV�VHHQ�

and what goes on to cre-
ate a simple, isolated 
gallery space.

the building is as if it wore 
a translucent dress, letting 
the illumination is, 

like Zumthor described.

Kunsthaus, Bregenz | Facade Detail | 1:50

Kunsthaus Bregenz Final Drawings



Kunsthaus, Bregenz | North Elevation

Kunsthaus, Bregenz | South Elevation 

Kunsthaus Bregenz



Kunsthaus, Bregenz | North Elevation

Kunsthaus, Bregenz | South Elevation 

Final Drawings

WKH�XUEDQ�VFDOH�JLYHV�D�FOHDU�LGHD�RI�KRZ�WKH�EXLOGLQJ�ðWV�LQ�
its context. 



Week 1.5



Precedents Presentation

trying to identify the real one...



Art Lens Daily Inspirations

LQ�KRZ�PDQ�GLσHUHQW�
ways could light be let 
in space?

trying to understand 
the curators.

reaching out to them 
to ask them about their 

opinions on the white 
box. 

is white box the answer 
to everything?
does it ever not put it-
self to the background?



Philippe van Snick Artist Study - Introduction

We were encouraged to use the group model making knowledge and research expertise on the 
next stage of ‘Ensembles’. During this period I 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...

I 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.



Philippe van Snick Reference Exhibition Spaces & Sketching

trials of idealization of 
what an appropriate way 
RI�H[KLELWLQJ�YDQ�6QLFNâV�
work could be...

exercising with sketches 
VHHNLQJ�WR�ðQG�DQ�RUGHU�
or narrative that compli-
ments the artwork to be 

displayed.



Philippe van Snick Sketching

looking at the way how 
it might be built.



HOHYDWLQJ�WKH��'�ñRRU-
plan sketches into dia-
grammatic perspective 
views.

Philippe van Snick Sketching



Philippe van Snick Sketching



Philippe van Snick Sketching

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.



Week 1.6



Space ExplorationPhilippe van Snick

UHPLQGLQJ�RI�DQ�ãLGHDOâ�
space,

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



Further AnalysisPredecents

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

how do their zones identify?



Further AnalysisPredecents

in bregenz,

WKH�GLσHUHQWLDWLRQ�EHFRPHV�
apparent instantly.

given the size and pro-
gramme of the museum,

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



attention to details and scale,

WULDOV�RI�WU\LQJ�WR�EULQJ�WKH�HσHFWLYH�VLPSOLF-
ity of the sketches from paper to 3D.

Model MakingPhilippe van Snick



Model MakingPhilippe van Snick



Philippe van Snick Reflection

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



collecting a live archive of peo-
SOHâV�H[SHULHQFHV�LQ�JDOOHULHV�

(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 

becoming attentive to simple 
forms,

how do small gestures solve 
problems?

what can they be, what can 
they target?

Art Lens Daily Inspirations



Week 1.7



ReferencesPhilippe van Snick

ORRNLQJ�DW�YDQ�6QLFNâV�
previous exhibitions,

placement of art pieces, 
heights and light.



Model Making: Lighting TrialsPhilippe van Snick

WU\LQJ�KRZ�GLσHUHQW�OLJKW�UHñHFW�RQ�WKH�
white foam surface.

GLVWDQFH��WR��OLJKW�GLσXVDO�H[SORUDWLRQ



Model Making: Lighting TrialsPhilippe van Snick

exploring angles.



Model Making: Form, Scale, Light TrialsPhilippe van Snick



Model Making: Form, Scale, Light TrialsPhilippe van Snick



Model Making: Form, Scale, Light TrialsPhilippe van Snick





Week 1.8



Ensemble WorkPhilippe van Snick



Emir Erolsun Interiors Buildings Cities

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. 

1





Ensemble WorkPhilippe van Snick

WKLV�H[HUFLVH�UHVXOWHG�LQ�D�EXQFK�RI�GLσHUHQW�YDUL-
ations within the same model, it taught me a lot 
DERXW�ãZKDW�WR�WKLQN�DERXWâ�DQG�ãKRZ�WR�WKLQN�

DERXWâ�DUW�JDOOHULHV�



Ensemble WorkPhilippe van Snick



Week 1.9



Site VisitBrief 2

MHKA.



Site VisitAntwerp

Chronological promenade in Antwerp

Approaching our site

In front of KMSKA



Site Visitat MHKA

Entrance to museum

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



Site VisitBrussels

Materiality and perfectionism

Lighting details

Morphology



Site VisitBrussels

Explanation of curatorial choices by Asli Cicek

Views from the trip



Week 1.10



Site VisitResearch

Amsterdam Central Station, 
Visit to open public buildings.



Research about MHKAResearch Group

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.



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. 

Research about MHKAResearch Group



Reefernce & Literature SearchResearch Group

Carmody Groarke,
Design Museum Gent



Reefernce & Literature SearchResearch Group

Going through the old patterns of echibition and artwork selection processes to 
comprehend MHKA better and gather a collection of past exhibitions.

 M HKA 2020 
 Jaarverslag

Annual report

M HKA 2021

Machine Translated by Google

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

Machine Translated by Google







Personal Statement RevisionStatement

P1  
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 1ve 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 
dif1cult 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 1rst, 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 1nd 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 de1nition. 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 façade 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 suf1cient & 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.

EMIR EROLSUN 
5612683



Reefernce SearchResearch

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.



Week 2.1



ZuiderdokkenSite Analysis

initial concept development
after site visit.

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



Site AspectsConcepts

looking at references with similar 
ideas behind.

collecting information about the site 
and expanding my research.



AnalysisConcepts



ResearchMHKA Timeline

September 1987
Inside-Outside. An Aspect of Contemporary Sculpture

1989
Panamarenko – An 
overview 1965-1985

1992 1996 2003

2006

2015

2021

2018

20192017

2008 2010

1998

1997

Fouad Bellamine & 
Mohamed Kamaci – Artists 
from Morocco

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

Jenseits Von Kunst/Beyond 
Art

Public Mind 

Word and Image in the 
Belgian Art from A to Z

1993

1994

Retrospective of Belgian 
video installations

On Taking a Normal Situation and Retranslating it into Overlapping and Multiple Readings 
of Conditions Past and Present

Walter Swennen Nadine Tasseel – Tableau 
vivant/Nature morte (and 
vice-versa) (The Practice)

Ann Veronica Janssens
Brouillard artificiel

Once Upon A Time... – A look at art in 
Belgium in the Nineties

De-Regulation with the work of 
Kutlug Ataman

The Order of Things

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

LATT: Europe at Large #3 Gulnara Kasmaliyeva & 
Muratbek Djumaliev, Yerbossyn Meldibekov

KUNSTBENDE MEETS M HKA: 100 young artists in residence

SHILPA GUPTA – Today Will End

IN SITU: Cevdet Erek – AAAAA

Salon de PeintureGulf War 1991
Intertidal – Vancouver Art & 
Artists

2009

EXTRA MUROS: Brussel Biënnale. 
Luc Deleu

LATT: Sound effects #5 Juan Pèrez 
Agirregoikoa

1987 202220001990 2010 2020

Exhibition Spaces & Performances in MHKA
1987-2022

The first 15 years: 1987-2002

/|*-#�FGXGNQRGF�KPVQ�C�F[PCOKE�OWUGWO�VJCV�RC[GF�CVVGPVKQP�VQ�
EQPVGORQTCT[�CTVKUVU�HTQO�VJG�TGIKQP�YJQ�YGTG�RNCEGF�KP�CP�
KPVGTPCVKQPCN�EQPVGZV��'ZJKDKVKQPU�YGTG�QTICPKUGF�CV�C�JKIJ�RCEG�CPF�
FGURKVG�VJG�VKIJV�DWFIGV��VJG�EQNNGEVKQP�ITGY�UWDUVCPVKCNN[�GCEJ�[GCT�

#HVGT����[GCTU��VJG�OWUGWO	U�EQNNGEVKQP�CNTGCF[�EQPUKUVGF�QH�CDQWV�
UGXGP�JWPFTGF�CTVYQTMU��6JG�EQNNGEVKQP�RQNKE[�HQEWUGF�QP�VJG�RGTKQF�
HTQO������QP��CPF�GXGT[�PQY�CPF�VJGP��VJG�OWUGWO�EQWNF�CHHQTF�VQ�
RWTEJCUG�C�YQTM�HTQO�VJCV�RGTKQF��7UWCNN[�VJQWIJ��VJG�RWTEJCUKPI�
RQNKE[�HQNNQYGF�EQPVGORQTCT[�CTV�ENQUGN[��GURGEKCNN[�HQEWUKPI�QP�
RWTEJCUKPI�DTCPF�PGY�YQTM�HTQO�VJG�����U�CPF���U�

/|*-#�YCU�UGVVKPI�VJG�VQPG�KP�(NCPFGTU�CU�HCT�CU�VJG�FGXGNQROGPV�QH�
OWUGWO�KPVGTRTGVCVKQP�RWDNKE�TGNCVKQPU�YCU�EQPEGTPGF�CPF�YCU�
FGXGNQRKPI�C�ECTGHWNN[�EQORQUGF�TCPIG�QH�GFWECVKQPCN�CEVKXKVKGU�CPF�
QVJGT�HQTOU�QH�IWKFCPEG�HQT�[QWPI�CPF�QNF�

2002 - Present

.CVG�������VJG�OWUGWO�RTGUGPVGF�KVU�PGY�CRRTQCEJ��/|*-#�PQY�QTICPKUGU�
C�NCTIG�VGORQTCT[�GZJKDKVKQP�[GCTN[��QP�VJG�ITQWPF�HNQQT��CPF�C�EQPUVCPVN[�

EJCPIKPI�EQNNGEVKQP�RTGUGPVCVKQP�QP�VJG�WRRGT�HNQQTU��+P�VJG�EQNNGEVKQP�
RTGUGPVCVKQPU��TQQO�KU�OCFG�HQT�UOCNN�KPVGTXGPVKQPU�D[�CTVKUVU��6JCV�YC[��VJG[�

CTG�IKXGP�VJG�QRRQTVWPKV[�VQ�GZRGTKOGPV�KP�CPF�YKVJ�C�OWUGWO�EQPVGZV�

6JG�PGY�RQNKE[�TGFWEGU�GORJCUKU�QP�$GNIKCP�CTV
KUVU��KP�HCXQWT�QH�C�DTQCFGT�
KPVGTPCVKQPCN�RGTURGEVKXG�CPF�C�UGCTEJ�HQT�VTGPFU�KP�EQPVGORQTCT[�CTV��

$GNIKCP�CTV�EQPVKPWGU�VQ�QEEWR[�CP�KORQTVCPV�RNCEG��[GV�OQTG�RTQPQWPEGF��
CU�RCTV�QH�C�NCTIGT�YJQNG��6JG�/|*-#�KVUGNH�JCU�KPFGGF�	OCFG�C�EQPPGEVKQP	��

KP�������VJG�OGTIGT�YKVJ�VJG�%GPVTG�HQT�8KUWCN�%WNVWTG�KU�EQORNGVGF��CU�C�
TGUWNV�QH�YJKEJ�VJG�QWVNQQM�KU�PQY�YKFGT�VJCP�LWUV�VJG�XKUWCN�CTVU��

GPEQORCUUKPI�XKUWCN�EWNVWTG�KP�KVU�VQVCNKV[�

+P�CFFKVKQP�VQ�VJG�YQTMU�QH�VJG�(QWPFCVKQP�)QTFQP�/CVVC�%NCTM��/|*-#	U�
EQNNGEVKQP�KPENWFGU�QYP�RWTEJCUGU�CU�YGNN�CU�RGTOCPGPV�NQCPU�HTQO�VJG�

(NGOKUJ�%QOOWPKV[��2WTEJCUG�RQNKE[�HQNNQYU�FGXGNQROGPVU�KP�EQPVGORQTCT[�
CTV�KP�C�DTQCF��KPVGTPCVKQPCN�RGTURGEVKXG��YKVJ�URGEKCN�CVVGPVKQP�VQ�

CWFKQXKUWCN�YQTMU�CPF�CTVKUV	U�GPUGODNGU��

2011
(QWPFCVKQP�QH�VJG�GPUGODNGU�QTI�

April 2017
/*-#�UVCTVGF�GZJKDKVKPI�C�
RGTOCPGPV�DCUKE�EQNNGEVKQP�

HTQO�VJG�OWUGWOoU�
YQTNFYKFG�EQNNGEVKQP�

(TGG�QH�EJCTIG��QP�VJG�
ITQWPF�HNQQT��

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



MHKA ApproachConcepts

a promenade in 
a MHKA 

exhibition.



Studio ArchiveStudio

first time entering the 
office,

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

vidual projects.



Materiality & Scenography Collection of MuseumsInspiration Display

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



Week 2.2



Design StudioModel

design application on site initated with concept developments.



Site AspectsConcepts

initially split up the mass into 
smaller compartments and 
stacked them up in various forms.



AnalysisConcepts

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

and a cistern-like exposition 
space.



Site AspectsConcepts



AnalysisConcepts



Site AspectsConcepts

looked at how the 
site is approached 

from different 
sides,

on eye level.

this was followed 
by trials of ap-

proaches towards 
different massing 

options.



Site AspectsConcepts

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



Remaking the DiagramsHow does Whitney work?

A

A

A

B

B

D

D

D

A

B

C

D

Exhibition Spaces (#### sq m)

Collection Spaces (#### sq m)

Staff Spaces (#### sq m)

Public Spaces

Visitor Route

Staff Route

Artwork Route

C
C

Ground Floor

-1

1

2

3

4

5

6 separation of 
public vs private,

circulation and 
spatial arrange-
ment of various 
buildings were 

looked at.

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.



Collection

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

Reference Search



StedelijkMuseum Visit

stedelijk: old vs new building



StedelijkMuseum Visit

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



Section InvestigationPublic Buildings

how do large public buildings work in section?





Week 2.3



Maritime Museum of DenmarkReference Museum

a similar idea to ‘cistern’,
excavated floor.



as part of my personal research, i 
diagrammatized museums and as 
doing so, 

circulation and separation became 
more and more clear.

Research GroupMuseum Analysis,
Whitney NYC



Research GroupMHKA Timelines

looked back at the origin of MHKA,

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.



Contextual Research & MassIndividual Project

mass studies that will lead up to the definitive version 

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



Contextual ResearchProject Location

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 ResearchAtmosphere

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



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

Contextual ResearchProject Location



Week 2.4



Connections & TransparencySection Draft

thinking in vertical



Street DiscoverySite Potential Relations

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



Facade CompositionsReferences

investigated possible facade compositions that could be taken as 
references.



Ensemble WorkRevisiting P1

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 WorkRevisiting P1



Week 2.5



Public Buildings Dealing With Large Open SpacesPublic Building Spaces

investigating vertical relations in public spaces with more attention.



Public Buildings Dealing With Large  Open SpacesPublic Building Spaces

how do oppsoing facades interact and play 
woth one another?



SketchesNew MHKA

concept evolvement

aiming more towards 
public inclusivity,

and distributing the 
forum into smaller and 
larger spaces.



Week 2.6



Mass DistibutionMass Studies

towards a new museum...



Brief DonneesBrief Size Mapping

translating the brief into 3D.

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



the new museum...P2 Prep

public forum

exhibition

circulation

collection

office

library/archive



the new museum...P2 Prep



the new museum...P2 Prep

P1 morphology

public floors



the new museum...P2 Prep

views at 3 different heights.

neighboring roofs
city overview

sky view



the new museum...P2 Prep

neighboring views



Week 2.7



Interior IdeasAtmosphere

interior atmosphere



Palais de Tokto, ParisMuseum Exploration

touring more museums, seeing how 
they deal with their own circulation, 

facade openings & art display



also how they navigate the visitors

Palais de Tokto, ParisMuseum Exploration



Palais de Tokto, ParisMuseum Exploration

materialization 
observations



New Museum, Sanaa, NYC, NYReference

new museum, sanaa

construction example for 
steel braces and over-
hangs

depending on the public 
floor divisions and their 
offsets,

the construction details 
will become clearer.



Week 2.8



the new museum...P2 Prep







the new museum...P2 Prep



the new museum...P2 Prep

renders from within the building, 
initial material trials for tonality



the new museum...P2 Prep



the new museum...P2 Prep

exposed layers of functions and construction help 
constructu the image of the project



the new museum...P2 Prep

1:500

section

southwest to northeast



the new museum...P2 Prep

mass model

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

overlooking to them.



Week 2.9



the new museum...P2



the new museum...P2



the new museum...P2



the new museum...P2



the new museum...P2



the new museum...P2



the new museum...P2



the new museum...P2

vertical alignment of plans
1:500



the new museum...P2



the new museum...P2





Week 2.10



old lockDetail Research



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.

old lockFoundation Decision



old lockFoundation Decision



Week 3.1



the new museum...Design Work

what to see when looking outside..



Sectional ModelArt Lens

Palais Garnier,
Paris



example of a vertical slit
reminding inside of outside



interior atmosphere renders

Sustainability ResearchMaterial Matters



sectional adjustments
1:1000

Sustainability ResearchMaterial Matters



Week 3.2



the Depot, Rotterdam - MVRDVMaterials

Depot, Rotterdam - MVRDV



Museum VisitMaterial Matters

museum roof terrace

vegatation roof

mirrors all around the 
top

terrace restaurant

overlooking the city in 
a rather disconnected 
height from the sur-
rounding blocks.



Museum VisitMaterial Matters

public floor
restaurant

industrial look,
industrial function

cross stairs



Museum VisitMaterial 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?





Week 3.3



Sustainability ResearchMaterial Matters

Depot, Rotterdam - MVRDV,
looking at the material qualities and what it 
brings to the space
how sustainable are they?



Experiencing three-dimensional 
museum environments: 

An investigation of
the Ashmolean Museum and the 
Museum of Scotland

by: Athina Lazaridou

surveys were explored to under-
stand human behavior and ex-
pectancy yields are high when 

speculative routes are thought for 
circulation.

the research gets much deep-
er after this stage, therefore this 
subject is left at an intermediate 

stage.

Sustainability ResearchMaterial Matters



Sustainability ResearchMaterial Matters

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.



ReferencesMaterial Matters

stone claddings and metal de-
tails on large scale facades

matches the monolithic appeal 
that i target, therefore will in-

vestigate more.



ReferencesMaterial 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...



Week 3.4



Design IterationsProject Design

sanaa’s translucent roof cladding concept



fluidity on all floors is targeted. therefore 
a freeform layout was tried. 

ReferencesMaterial Matters



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.

ReferencesMaterial Matters



Week 3.5



ReferenceMaterials & Forum

�



ReferencesMaterial Matters

copper - aluminium - cork visual trials
1:500



ReferencesMaterial 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...



Week 3.6



the new museum...P3

�



the new museum...P3

construction phases

core stabilization is provided therefore the 
6-core approach is favourable.
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East to West Section 
1:500

�

the new museum...P3

1:2000
section



Southern Elevation 
1:500

the new museum...P3

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



�

�� 
� � �
� � �

First Floor Plan 
1:200

�

�� 
� � �
� � �

�� 
� � �
� � �

Ground Floor Plan 
1:200

the new museum...P3

1:2000
first floor plan

1:2000
ground floor plan



�

Fifth Floor Plan 
1:500

Tenth Floor Plan 
1:500

Thirteenth Floor Plan 
1:500

“Break Floors”

the new museum...P3

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

fifth floor tenth floor thirteenth floor



�

Northern Elevation 
1:500

the new museum...P3

1:2000
northeastern elevation



�

the new museum...P3



MaterialsDesign Research

cast glass &
profile glass,

mullions might come handy when façade is composed.
they provide customizability and support windows of high spans.



Week 3.7



the new museumForum & Details

deciding on the depth of linear 
elements

�



�

Kunsthaus Zurich Extension by Davic ChippperfieldDetails

researching similar 
detail drawings



�

�

the new museumDetails

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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Curtain Wall Attachment to Non-Rated Floor at Overhang�
1:300

anonymous

ReferencesForum



�

Foundation Bauhaus Dessau - Bauhaus Museum anonymous

�

E2A. fhnw. Basel

ReferencesForum

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.



�

�� 
� � �
� � �

�� 
� � �
� � �

Ground Floor Plan�
1:200

�

the new museumForum

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.





Week 3.8



the new museumPhysical 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.



the new museum...Physical Studies

a variety of papers and 
plastics were tried on the 
facade, aiming to create the 
digital model’s facade.

nevertheless turned out to 
express some hidden nar-
ratives of what it could also 
be like, different than the 
planned facade.



Week 3.9



the new museum...Details

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



ReferencesDetails

15 Clerkenwell Close London - Amin 
Taha



ReferencesDetails

Office Buildings, Chicago - Mies van 
der Rohe

Ataturk Cultural Center, Istanbul - 
Tabanlioglu Archiceture



the new museum...Forum & Details

interior imagination,
entrance invitation

opening up to the base forum floor,
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.



Week 3.10



the new museum...P2 Prep

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

context.



by surbi

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 

architectural value.

i strongly believe in 
the expression of 

passage of time to 
actually capturea 

day in the life of the 
building.

by mathijs boersma

Examples of Previous StudentsStop Motion



the ground plan going through another 
transformation. I have asked a lot at the 

same time from the floor plan, and its been 
evident that I was on the right direction but 

yet to be able to get to the point I want.

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

the new museum...Forum & Pan



Week 4.1



the new museum...Reference Render

Museum Paleis Het Loo, 
Apeldoorn

KAAN Architecten



the new museum...Forum Renders

new forum renders, fol-
lowing the changes in the 

ground plan.



the new museum...Forum Renders



Week 4.2



the new museum...Forum & Urban Scale



the new museum...Height Scale

prepping up the 
model for laser 

cutting



the new museum...Stop Motion

book sale

movie viewing

pop-up stores



the new museum...Urban Scales

view from over the river
1:2000

from south, urban section
1:10000

perpandicular to park, 
southwestern urban section

1:20000



the new museum...Design Work

plans with zones
1:1000



Week 4.3



the new museum...P4 Prep



VMHKP4

Urban Context 1:6000



Urban Context 1:6000

VMHKP4



VMHKP4

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.



VMHKP4

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



VMHKP4

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.



VMHKP4

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



VMHKP4

staircases with as-
signed functions

heating and cooling



VMHKP4

shaft utility



Week 4.4



the new museum...P4



VMHKP4



VMHKP4

the morphology of the 
museum combined with 
the selection of materi-
al, cladding and open-
ings create the end look 
of the museum.



VMHKP4



VMHKP4

the façade composition is documented 
with this detail.



VMHKP4

on the public floor, in this case, 
4th, the open spaces for public 
events are spacious, versatile 
and capacitative.

cases are investigated



VMHKP4

concert

art & sport

conference



+M
months of extention 

25 May - 9 November



the extention of the projectPost P4



ReflectionPost P4

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 I 
could cover the aspects of the project I was taking my time with. At this point, the personal connection I 
established with the project developed week by week and I started seeing fruitful outcomes as I went by 
the following weeks. Looking back each week to the prior week, I was able to identify better and faster 
my mistakes and right decisions. 

I 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 I was in and motivated me to come back with more.



the extention of the project+M

recalibrating, looking at essentials.

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

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.



the P4 façade 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.

materialization+M

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



façades+M

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

therefore, i decided to bring a rythm on the façade, 
reminding the outside of the scale of the building, 

also providing other advantages such as sunshad-
ing, ease of prefabrication and expression.



materialization+M

considered the usage of translucent 
polycarbonate panels.

visually, even though it is attractive, 
the concept of open/closed spaces 
were not working well in this project, 
therefore closed walls with cladding 
and open walls with windows were 
preferred. 

façade was updated with the vertical 
cladding elements.



façades+M
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paraffin paperKnauf FE50 liquid screed, 35mm thickShuttering board Knauf 18 mm



Louis Khan - Servant & Served Spaces+M

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



façades+M

readability of 
what is open 
and what is 
closed is im-
portant in the 
horizontal di-
vison of the 
façade.



section+M

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”.



floorplans+M



ceilings+M+M

VTT�T\ZL\T��LZRP΅LOPY��[\YRL`



façade+M

^P[O�[OL�T\ZL\T»Z�ÅVVYZ�ILPUN�����HUK�
����TL[LYZ��P[�HSSV^Z�LUV\NO�NHW�MVY�Z\Z-
WLUKLK�JLPSPUNZ�[V�IL�M\UJ[PVUHSPaLK�MVY�
]LU[PSH[PVU��SPNO[PUN��HUK�KLJVYH[P]L�WHULS-
SPUN�

[OL����TT�NHW�[OLYLMVYL�PZ�THPU[HPULK�
HYV\UK�[OL�^OVSL�I\PSKPUN�HUK�OV\ZLZ�
WHULSPUNZ�

façade+M

^P[O�[OL�T\ZL\T»Z�ÅVVYZ�ILPUN�����HUK�
����TL[LYZ��P[�HSSV^Z�LUV\NO�NHW�MVY�Z\Z-
WLUKLK�JLPSPUNZ�[V�IL�M\UJ[PVUHSPaLK�MVY�
]LU[PSH[PVU��SPNO[PUN��HUK�KLJVYH[P]L�WHULS-
SPUN�

[OL����TT�NHW�[OLYLMVYL�PZ�THPU[HPULK�
HYV\UK�[OL�^OVSL�I\PSKPUN�HUK�OV\ZLZ�
WHULSPUNZ�



build-up+M

MVY�[OL�MHsHKL�[V�IL�JVTWVZLK��[OL�OVSSV^�JVYL�ZSHIZ�HYL�W\[

[OLU��H�NYPK�VM�T\SSPVU�HUK�[YHUZVTZ�HYL�\ZLK�^P[O�MYHTL�Z\WWVY[��MVY�
�T�TL[LY�HUK��T�^PKL�^PUKV^Z�



façade+M

[OL�]LY[PJHS�LSLTLU[Z�HYL�H[[HJOLK�HUK�[OL�MHsHKL�PZ�VI[HPULK

[OL�JHWZ�VM�T\SSPVUZ�HYL�YLWSHJLK�^P[O�JSHK�OVSKLY�Z[LLS�H[[HJOTLU[Z



energy efficiency+M
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Energy-efficient Tall buildings design strategies: A holistic 
approach 

Hazem Elotefya, Khaled S.S. Abdelmagidab, Ezzat Morghanya, Tarek M.F. Ahmedc* 
aDepartment of Architectural Engineering, Assiut University, Assiut 71515, Egypt 

bDepartment of Architecture and Building Sciences, King Saud University, Riyadh 57448, Saudi Arabia  
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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. 
Peer-review under responsibility of the Euro-Mediterranean Institute for Sustainable Development (EUMISD). 
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looked into literature and research that investi-
gates energy efficiency in such tall buildings.



materialization+M





transparency on ground floor...





a controlled journey in exhibiton spaces...





multifunctional spaces on open public floors...





open artist workshops...
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REFLECTION P4

Personal Project Framework
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