Interiors Buildings Cities_Graduation Studio

The Project Journal serves as a comprehensive documen-
tation of my journey throughout the graduation year in the
Chair of Interiors Buildings Cities at TU Delft. This year’s fo-
cus was centered around the typology of a contemporary art
museum, with a specific emphasis on the city of Antwerp in
Belgium.

Our primary objective was to tackle an existing competition
brief and undertake the challenge of designing a new buil-
ding for the Museum of Contemporary Art Antwerp (M HKA).
This undertaking required us to delve into extensive rese-
arch, analyze the site context, and thoroughly understand
the functional requirements and aspirations of such a buil-
ding.

Throughout the process, we engaged in a multidisciplinary
approach, exploring various aspects such as spatial desi-
gn, materiality, sustainability, and cultural significance. We
aimed to create a new public building that would not only
seamlessly integrate with the urban fabric of Antwerp Zuid
but also serve as a platform for contemporary art and cultu-
ral exchange.

The Project Journal will document the iterative design pro-
cess, critical reflections, and creative solutions that emerged
during the course of the year. It will provide a comprehensive
record of the exploration, challenges faced, and the evolu-
tion of my ideas, ultimately culminating in the final design
proposal for the M HKA museum.




An Architecture for Art

The Journal is organized into four booklets, each dedicated
to documenting a distinct period of the Graduation Studio
and capturing the evolution of my project.

The first booklet, P1, focuses on extensive research about
museums and spaces of display, exploring their intricate re-
lationships with society, the city, and various other aspects.
This phase is dedicated to gaining a deeper understanding
of the role of museums in today’s society, their architectural
approach, and their interconnectedness with politics, econo-
my, and the environment. Through comprehensive research,
as a studio, we delve into the nuances of museum spaces,
their impact on visitors, and the ways in which they contribu-
te to the cultural fabric of a city.

P2 represents a significant turning point in the graduation
process. In this booklet, | present my initial idea and perso-
nal position towards given task. | also show collective further
research that is related to the site and its contextual factors.
This phase involves analyzing the specific characteristics
of the location and exploring how the proposed design can
harmoniously integrate with its surroundings. This research
serves as a foundation for my design decisions, ensuring
a harmonious and contextually sensitive approach.

Moving forward, P3 focuses on the elaboration of my ide-
as. Here, | delve into the refinement of my design concepits,
incorporating feedback and critical reflections. It highlights
the iterative process of exploring different design strategies,
spatial arrangements, and material choices.

P4 is a significant stage as it encompasses the complete
project. This booklet not only presents my final design pro-
posal but also includes a reflection on the entire process. It
allows me to critically evaluate my process, highlighting the
challenges, breakthroughs, and insights gained throughout
the graduation year. Additionally, P4 represents my personal
position within the final design.




week 1.1

towards P1

In this booklet, | present the first chapter of our graduation
year, which encompasses the initial few weeks leading up to
our P1 presentation. During this time, our focus was primarily
on group work, where we delved into researching the theme
of museum architecture through the creation of drawings and
large-scale models. Subsequently, each of us embarked on
an individual project centered around designing a museum
room that would be closely related to a chosen artist.

This first volume of the project journal centers around col-
laborative research and the exploration of the museum’s si-
gnificance in modern society, particularly in the context of
contemporary art. It delves into an investigation of museum
spaces and embraces a diverse range of perspectives on
their architectural design. The interplay between art, politics,
society, economy, and the environment is examined to reve-
al their interconnectedness. Furthermore, in this part of the
journal | also reflect on the role of the architect and how ar-
chitectural interventions can foster meaningful relationships
between art and its spaces of display.
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Joseph Beuys & Henning Christiansen, Eurasienstab, 1968 | film still | Courtesy Wide White Space Archive

Formation 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 Antwerp’s ongoing development, 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.

The layers of critique inherent in this trajectory are evident
in the counterpoints established in the clients brief for the
proposed museum: questions of material, abstraction, scale
and scenography underpin an oscillation between what
it describes as anti-museum fascinations and technical
museum requirements. Underpinning this are fundamental
questions about contemporary art’s history and its relation to
wider questions of culture, society and the world of art and
artistic practice, embodied in its attitude to the very idea of
the museum.

(The) art which emerged in the 1950s or 1960s, which
might be regarded as the beginnings of what is framed
as contemporary art, was concerned with its effects,
settings, relations with environments, audiences, and

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.

Mark Pimlott, Museum, image and agency, Oase 111
Staging the Museum

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?

As a response to their own reflections on such questions,
M HKA propose a future museum whose collection is ordered
through four themes: image, action, society and praxis and

introduction
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The initial task in the studio involved engaging in group work
and undertaking a project aimed at recreating a photograph
of a museum through the construction of a physical model.
This collaborative work allowed for a comprehensive explo-
ration of various facets of ,architecture for art”. By closely
studying the photograph, as a group we meticulously crafted
a detailed physical model that faithfully represented the mu-
seum’s architectural composition. Throughout the process,
we gained valuable insights into different aspects of archi-
tecture, encompassing elements such as form, spatial ar-
rangements, materials, and other key considerations. This
undertaking served as a practical and educational platform
for acquiring knowledge and skills related to museum desi-
gn, setting the stage for upcoming project.

Our group was assigned the Kunsthaus in Zurich, designed
by David Chipperfield. | collaborated with my teammates,
Alberto Merisio and Rafael van Hees, to study and analyze
its architectural aspects. Together, we explored the design
principles, spatial organization, and artistic integration of this
museum.

Kunsthaus Zurich_David Chipperfield Architects
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Our task began with thorough research about the building.
Through our investigation, we discovered that the central
idea behind Chipperfield’s design for the Kunsthaus was to
create a harmonious dialogue between the existing museum
structure and the surrounding urban context. The architect
aimed to seamlessly blend the historical elements of the buil-
ding with contemporary architectural interventions, allowing
the Kunsthaus to serve as an inviting cultural hub. This con-
cept of integration and dialogue between the old and new
elements forms the core concept behind Chipperfield’s vi-
sion for the Kunsthaus in Zurich.

“Our vision for the new Kunsthaus
Zurich was to create an accessible
and social place to enjoy art, rather
than an exclusive temple for art.”

Christoph Felger, Partner und Design Director

The new extension of the Kunsthaus Zurich is not an annex, but a self-contained building
that displays a strong presence in urban space. With the new structure, the Kunsthaus

doubles its available area, becoming Switzerland's largest art museum. Despite its large

volume, the new extension sensitively harmonises with the environment by referring to
the neighbouring historic context in terms of material and volume.

research on general idea
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As we delved deeper into our research, we uncovered an
additional important aspect of Chipperfield’s Kunsthaus in
Zurich: its emphasis on the publicness of the museum. Chip-
perfield envisioned the Kunsthaus as a vibrant and accessi-
ble cultural space for the community and visitors alike. The
design aimed to create an inviting environment that welco-
mes and engages the public, encouraging them to explore
and interact with art. This was achieved through strategic
placement of entrances, public gathering spaces, and open
vistas that connect the museum with the surrounding urban
fabric. By prioritizing the publicness of the museum, Chip-
perfield sought to establish the Kunsthaus as a place where
diverse audiences could come together, fostering a sense of
inclusivity and shared cultural experiences.

Urban in the front,
green in the back: the
rectangular shape of
the Kunsthaus exten-
sion is situated be-
tween busy Heimplaltz
and the newly crealed
art garden.

I

research on urban context
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The degfee to which the exhibition spaces receive
natural daylight - in part through luminous ceilings, yet

also large windows sel into the exterior walls - is signif-
icant. Openings were arranged in a manner that pre-
vents stray light from impacting exhibits. In addition,
artworks are protected by automatically controlled sun_
and glare protection blinds.

1 research on daylight
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12 image analysis_materiality
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Claude Monet, Le Bassin aux Nymphéas, Le Soir
AN

Pablo Picasso,
Henri Marisse,

Barbizon Oleo sur Lona Particuliere Colegic

Guirar, Glass and Fruit Bowl

Henri Matisse,

Margot

Georges Braques,
La Cheminée

Alice Bailly,
Femme au Miroir

Henri Marisse,
Pablo Picasso, Branche de Lierre
Femme Assise au Chapeau
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Visibility, spectacle, theatricality and power: the problem of the museum | Mask Pimlott

Staging issues

The museum has always been d. Very much like the palace, its frammework of rooms
m@:ﬁg for the projection of ideas, ideologies and values.
Among the many kinds of instatutions established to exhibit and store artefacts of
scientific and cultural importance, the art museum has been, as repositary of collections,
a vault of treasures, whose exposure has been variously presented to impress, inculcate
and educate its visiting public. and to express and reinforce the authority of its
possessor, whether the State. the city, the institution, or, indeed, the collector.

It should be evident that the suceess of the museum, and the art museum in particular,
depends upon its engagement of the public, with tendencies towards the conditions of
entertainment, consumption and spectacle. Some decades ago, certainly within the
author's memory, museums’ collections or exhibition programmes were their central
enticements, whose specific character, ‘atmospheres’ or ‘world-views’ were revealed
through architectural frameworks. The public institutions among them were sustained
by combinations of public funding, entrance fees and the donations of benefactors. In the
burgeoning neoliberal economic environment of the 1980s in the United States and the
United Kingdom in particular, the makeup of that funding changed: governments
reduced their subsidies, forcing museums to look for other sources of money, -
transforming themselves into commercial operations, courting corporate sponsorships
and endowments from private benefactors.

*

The notions and conventions of the relation between its content and the public, and at
the core of this, the relations between the work of art and the indiw within
the art museum have changed quite radically over the period of the museum’s existence,
since the end of the Second World War, over the last fifty years, and again, over the last
few decades.! Considerations of the conditions of the appearance of the work of art has
been central to changes to art itself, its presentations, and the framing of those
presentations. There is a residual notion that an ideal relation between the viewer and a
work of art may suggest that engagement takes the form of some sort of meeting or
agency, epitomised in the projects of post-war [talian architects such as Franco Albini,*
who posited charged and intimate relations between the viewer and the work of art,
aided by environments, arrangements and armatures specific to their contemplation.?
We might now see this as outmoded, with the relation between the viewer and the work
of art inscribed in a larger set of conditions—cultural, economic and political—
implicating the viewer, the work of art and the institution alike.

In the case of the contemporary art museum, an extensive and mediated staging of the
experience of encounter characterises its conveniﬁs,dmtalthwcbs%f
value. Its imagery, embodied in architecture, creates an aura around and beyond the
VLMEr_j: that infuses the entire museum environment. Specific to th_ls. aura,
conventionalised through the sustained efforts of architects, binds the imagery of private
gallery to the museum, and finds itself deployed repetitively in the private art markets’

16 Visibility, spectacle, theatricallity and power: the problem of the museum_Mark Pimlott
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"What are the boundaries of contemporary art?"

Grayson Perry sets out his intention for the second Reith Lecture.

19 BBC Reith Lectures_Beating the Bounds_Grayson Perry
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The Dilemma of the Modern Art Museum_Charlotte Klonk
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Boundaries of Contemporary Art:

“They are not formed by WHAT art could be, but WHERE, WHO or WHY”

Andreas Gursky

Art belongs to a privileged group of people: if people with ‘a good education or a lot of money’ are staring at it.
If there’s a queue. ‘People love queueing for art’

A lot of people around looking at it: it’s art

Object makes us ‘pause and think, rather than just react’ - applicable to all objects that might be art

John Tinguely

23 in-class discussions
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‘Visibility, Spectacle, Theatricality and Power: the problem of the museum’,
Mark Pimlott (2021)

What is a museum? We have all visited one, but have we ever wondered how it works or based on
which factors we choose to visit one rather than another? Indeed, a museum is not a simple collection
of objects. A museum is a complex machine fed by many figures: curators, collectors, benefactors and
visitors. But also cleaners, visitor receptionists, etc. All these figures together represent the actual
'‘engine’ of the museum. An engine made up of people without whom the museum machine cannot
function.

The most important and most in-demand artworks are those that bring the most visitors, but also those
that require the most investment. The museum, therefore, needs a wide variety of professionals to turn
these investments into attractiveness. Art should not only astonish and educate the public but also
produce income, thus keeping the aura and authority of the museum institution intact. Therefore, it can
be said that a museum is a kind of propaganda machine that promotes That is why a museum needs
to promote its contents through specially designed exhibition spaces.

But how can a museum do all this? What are the recurring characteristics of today's and yesterday's
exhibition spaces? Museums usually have a neutral and contemplative character to create an intimate
relationship between the observer and the artwork. It was the 1960s and 1970s that marked the
beginning of a new artists’ awareness regarding the importance of exhibition spaces. In this direction,
minimal art has played a fundamental role. Indeed, artists such as Donald Judd and Robert Morris,
through their non-allusive and non-representational works, forced the viewer to look at the artworks in
relation to the spaces in which they were exhibited. It is because of these new needs of the art world
that the relevance of the white cube has emerged. Indeed, the idea behind these white cubes is to create
an atmosphere that allows the visitor to forget about the world around him or her. It is in this way that
the exhibition space provides value to the work it houses.

However, it is not always the space that is subject to the artwork. For example, there are works by artists
such as Marcel Duchamp and Michael Asher that place the viewer's attention precisely on the space in
which they are exhibited. The artwork made by Michael Asher in 1974 in Los Angeles is an example.
The artist decided not to display any objects inside the white cube. The only thing he did was to remove
the partition wall dividing the art gallery and the museum offices, revealing them to the public. Asher,
therefore, did not limit himself to the artwork but also studied its visibility conditions.

In modern museums other exhibition strategies are emerging. A magnificent example can be found in
the Tate Modern, where the old turbine hall has given way to an immense exhibition space with
a strongly industrial character reminiscent of 1970s London. In this space, as in the entire building, there
is a special atmosphere. An atmosphere that makes its visitors travel, dream and enjoy but also
misplace, desire and spend. Indeed, the Tate Modern is not just a museum, it is one of London’s most
visited attractions. Access is free and open to all. Inside there are shops, bars, restaurants and
bookshops. People can go there to see an art exhibition, grab something to eat, read a book, etc. This
is what a modern museum is all about, a careful study of the conditions of visibility of artworks to make
artists known and recognised, making collectors' investments pay off, giving a good public image of the
benefactors and providing entertainment and spectacle for the public.

24 Visibility, spectacle, theatricallity and power: the problem of the museum_Mark Pimlott
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‘Beating the Bounds’,
Grayson Perry, BBC Reith Lectures (2020)

Art is people who point at things. I’'m not fetishistically attached to the idea of handicrafts as part of the
art process — Christopher Wren didn’t build St Paul’s Cathedral — if you end up with an amazing thing at
the end of it. But | do question the waning power of the art gallery to add significance to anything you
drag into it.

_Grayson Perry

While we dig deeper and deeper into what contemporary art is and how can we distinguish it from crafts
or ordinary objects, we understand that it is not only the particular work of art that we consider, but also
its entire context, the complicated system it belongs to. Going to a museum is already an agreement
that what we see is art. The art-world machine is based on such general understandings — that some
people are artists and some are not, that a museum is a place where we see art, that the expensive or
well-known piece must be worth seeing. Isn’t it a paradox that art, which is stereotypically identified as
a free and independent discipline, is in fact so restrained by those unwritten arrangements?

Why is a urinal perceived differently when Duchamp signs it and exhibits it in the gallery? Grayson Perry
concluded his lecture “Breaking the Bounds” with a statement that the boundaries of contemporary art
are not formed by what art could be, but where, by who, and how. Considering that since Duchamp’s
revolutionary act everything, even an object as commonplace and ordinary as a urinal, can become
a work of art, we must understand that the contemporary comprehension of what art can be, is much
more complex and broadened by various factors than its definition established for the historic works.
Indeed, it is easier to position a considered piece within the bounds of artistry, when why, where and by
who are usually already established — for instance, the European Renaissance usually operated within
the framework of Christian motives. But today, and ever since the artists started questioning the common
understanding of art (with Duchamp as one of the pioneers), we no longer associate the artwork’s value
with mere craftsmanship and skill, but take into account a whole network of relations and interpret its
significance according to various contextual circumstances.

One of the important, but also difficult relations is that of the artwork with its spatial context. Perry has
evoked an example of Banksy’s mural being torn from the wall and put on display in the gallery. The
street artist, in an act of disagreement, publicly declared that ever since that moment he cannot be
considered an author of this particular work. Is it then the mural itself that carried the significance? Or
was it the circumstances that made this piece a “Banksy’s mural”? This logic can also be reversed — as
in the case of works such as Duchamp’s “Fountain”, where the significance came with the moment of
a carefully staged exhibition display. A valuable lesson comes from understanding an undoubted
authority of a museum, and the consequent weight it carries as a medium that can shape the public’s
perception. It is never a blank canvas. A piece’s interpretation and positioning within or beyond the
boundaries of art also rely on the relation with, and the nature of its spatial context.

25 BBC Reith Lectures_Beating the Bounds_Grayson Perry
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'The Dilemma of the Modern Art Museum in Spaces of Experience: Art Gallery
Interiors from 1800 to 2000’,
Charlotte Klonk (2009)

A contemporary model of spectatorship

Going to a museum nowadays in many ways feels like attending an interesting and exciting event. It
seems only natural that the museum keeps providing new exhibitions and that the way the art pieces
can be experienced is, often, similar. This has not always been the case: the start of the Documenta in
the 1950s, a series of exhibitions occurring every four or five years in Kassel, Germany, can be seen as
a turning point in this regard. In her book ‘Spaces of experience’, Charlotte Klonk describes the
significant and lasting effects the Documenta has had on the exhibition of art.

During the 1950s, West Germany was slowly beginning to overcome its recent past, trying to regenerate
the market economy and looking towards the future and other Western countries, in which consumerism
played (or had just started playing) a central role. During this particular period the Documenta was
conceived, reinventing the way an art exhibition could be approached. Its event-like nature and
unprecedented approach to its interiors, created the possibility for West Germany to embrace a Western
lifestyle and to start letting go of its difficult history.

How did the Documenta revolutionize the experience?

The Documenta’s organizers rejected the idea of the established art gallery with its own, permanent
collection and worked with a different exhibition each edition, thereby moving the experience of art
towards a form of an event, instead of being able to return to the same collection over a longer period
of time. This strongly aided the development of the spectator as tourist. Also, they radically innovated
display strategies, by putting the curator in a position of ‘curator-as-hero’. The Documenta demonstrated
how to keep au courant of artistic development, stay relevant as a gallery of contemporary art and
created a consumer-centered model for its visitors.

How are these effects still visible in museums and galleries nowadays?
Immediately noticeable are the similarities within the interiors of museums and galleries. The curator is
still seen as the hero, but at first glance the prevalent setting comprises white walls and the possibility
for the artist to position their work as they’d envisioned it, as conceived for the Documenta. Temporary
exhibitions, but also the rearranging of the permanent collections, form an inevitable part of the
museum’s approach to attracting vast amounts of visitors, most of whom are tourists.

The model of ‘spectator as consumer’ is discussed on multiple occasions in the text. The author
describes that it is no coincidence that the model first appears during the periods historians see as the
beginning of modern consumer society (in the United States between the First and Second World War
and in Europe after the Second World War). During these periods a transition of consumption occurred
from necessities towards lifestyle goods. The consumption of luxury goods became a common leisure
activity and so did attending art exhibitions, starting with the Documenta. The author compares the
experience that is provided by art galleries to a shopping experience, even in terms of architecture. In
this regard, nothing has changed since. When envisioning a new design for the M HKA therefore, the
developments started by the Documenta should not be overlooked.

31 The Dilemma of the Modern Art Museum_Charlotte Klonk
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The Bilbao Effect #1: Bilbao, Spain Guggenheim Bilbao’s director general discusses
the city’s world-renowned transformation

The topic of the Bilbao Effect raises an important question about the objectives of creating museums,
which, as it turns out, can go beyond the realm of culture. Last week, by analysing the text written by
Mark Pimlott and the lecture given by Grayson Perry, we have focused on the field of art by talking about
the relationship of such institutions with artists, curators and visitors and reflecting on the place of art in
today's world. We considered the ways in which architecture can influence our perception when looking
at works of art, and the importance of the institution's imagery, which can highlight its authority and, by
referring to typological patterns, can position the artworks in the 'right' context. However, after listening
to this week's Bilbao Effect podcast, we understand that sometimes investment in a museum is not as
much connected to the world of culture, but results from a decision that is primarily political and/or
economic.

Indeed, every museum is a building situated in a wider context, not only architectural and urban, but
also that of the local market, tourism, and the current political scene. Museum’s architecture is not only
important in its relationship to art, but also as a component of the urban fabric or landscape - often
fundamentally influencing its immediate surroundings and reshaping its identity. Sometimes its
construction is motivated by factors largely unrelated to the world of culture. Such was the case with the
Guggenheim Museum in Bilbao, which has now become a symbol of the region's development and the
transformation of its capital city from a degraded industrial agglomeration into one of Spain's most visited
tourist destinations. Museum director xxxx explains in the podcast that the success of this project
depended not only on the specific situation the city of Bilbao found itself in at the end of the 1990s, but
also on the fact that the investment in the cultural institution was only part of a larger plan to transform
the neighbourhood. Without components such as the construction of a metro line or the cleanup of
a polluted river, 'the museum by itself would not be able to achieve the same goal'. What is important,
however, is that the whole transformation plan needed a magnet to attract visitors and a catalyst of the
whole process of change - something that was achievable largely due to the building's iconicity and the
recognisability of its architect's name.

Although we consider this type of architecture as representative of an international franchise, which has
little to do with the promotion of local culture or history and is designed mainly to attract the widest
possible audience from outside the region, it is difficult to say unambiguously that the approach of
designing an icon-building is entirely wrong in terms of responding to the local context. We often examine
buildings of such an approach with regard to their integration into the architectural and urban identity of
a place - in this respect, Gehry's Guggenheim Museum is indeed an alien, imposed creation. However,
it is worth recalling that the city, which was in the midst of an unemployment crisis, has gained xx new
jobs, that hitherto neglected neighbourhoods have been developed and that Bilbao has become
a recognisable location on the European art and culture scene. The strategy of creating a new 'branding’
for the city - especially at a time when the Internet and global media were beginning to sprout, creating
instant sensationalism and international appeal - has proved successful from the point of view of the
local market and has therefore benefited the whole region far beyond initial expectations. While it is true
that the city's residents are not the target audience of the museum's exhibitions and services, would it
be fair to say that the Guggenheim was not created with them in mind?

We will soon be facing similar dilemmas ourselves, choosing the right strategy for the M HKA extension
project in Antwerp. Does the Zuid district need a new icon? In a city where there is already a local variant
of the Bilbao effect in the form of the MAS museum, and a number of other architectural landmarks,
would a new building even have a chance of becoming an icon? Where would funding come from to hire
a starchitect - and if it is public money, can the museum avoid becoming a politically charged institution?
The podcast on the Guggenheim Museum in Bilbao opened our eyes to a number of questions, by
drawing our attention to the fact that understanding the role of a museum institution only through the
prism of its relationship with the art world is incomplete.

32 The Bilbao Effect #1_fDi
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34 study on materials by model-making
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During the final stages of the excercise, we focused on re-
fining the model by honing our understanding of textures,
proportions, and colors. By paying close attention to the
materiality of the museum’s architecture and the artworks it
houses, we aimed to imbue our model with authenticity and
realism. Proportions played a pivotal role in ensuring that the
scale and spatial relationships accurately mirrored the origi-
nal design, contributing to a faithful representation of Chip-
perfield’s Kunsthaus.

Recreating the shot from the photograph was a challenging
task, as we strived to capture the essence and composition
of the original image. Every minute detail, ranging from the
placement of artworks to the lighting scheme, required me-
ticulous consideration. The goal was to achieve precision
and accuracy, ensuring that our model faithfully reflected the
intended shot.

36 first attempt at model photography
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Through the studio’s theoretical explorations, we engaged
in discussions about the societal role of museums and the
relationship between art and its display spaces. This the-
oretical foundation served as a basis for approaching the
design task at hand.

During this week, the concept of designing a new Museum
of Contemporary Art (M HKA) in Antwerp was introduced.
This presented an opportunity to bridge the theoretical di-
scussions surrounding museums with the practical assign-
ment of creating a functional museum design.

By engaging in this reflection and navigating the challenges
of translating theory into practice, | gained a deeper appre-
ciation for the complexities involved in museum design.
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‘Blackness at MoMA: A Legacy of Deficity’, in Among Others: Blackness at MoMA,
Darby English and Charlotte Barat (2019)

New York's MoMA is one of the most powerful and influential modern art museums ever. However,
beyond its global importance and fame, MoMA is also a human system with its merits and flaws. Indeed,
human beings have difficulty changing, they are creatures of habit, and they have prejudices., etc.
Curators and artists included. Therefore, it is not surprising that the history of this institution has been
marked by inequality and injustice. The text written by Charlotte Barat and Darby English focuses on
the complex relationship between the institution and black artists. From pioneering initiatives such as
the opening of 'The Studio Museum' and the 'Museum's Children's Art Carnival' to the divisions between
black and white artists in exhibitions. The text provides a detailed chronological analysis of different
exhibitions to bring out the changes that have taken place over the years. To show an example, in 1934,
primitive and modern artworks were shown separately. Oppositely, in 1948, the two collections were
exhibited together to show affinities and similarities. This is an important point: why separate artworks?
why group them?

In 2018, 75% of the more than 10,000 artists exhibited were white men. However, since 2010 MoMa
has acquired more than 570 works by black artists, a figure close to the total of works collected between
1929 and 2009 (640). Can inequalities be solved by doing fifty-fifty? Absolutely not, that is the problem.
Although big steps forward have been made, one gets the impression that these numbers are the result
of a kind of 'compensation' rather than a natural artistic selection. As early as 1963, Malcolm X said that
all you get from these practices is just “tokenism, one or two Negroes in a job or at a lunch counter so
the rest of you will be quiet”. Unfortunately, it is an approach that has often been used at MoMA in New
York. Just think of the Studio Museum, where the idea was to provide a forum for communication within
the contemporary arts for the entire community, black and white. In reality, this small museum was
a kind of MoMA transplanted to Harlem, i.e. an institution with a predominantly white orientation.
Similarly, in 1970 the MoMA organised an exhibition of Bruce Davidson’s photographs. Once again a
white man’s vision of Harlem. In short, what the text shows is how MoMA’s good intentions have not
always been reflected in reality. A problem that will finally be solved when a black artist is just one artist
among others. Indeed, quoting Achille Mbembe "the Black Man is the one (or the thing) that one sees
when one sees nothing, when one understands nothing, and, above all, when one wishes to understand
nothing."

Blackness at MoMA_Darby English and Charlotte Barat
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‘Culture and Privilege’,
Laurie Taylor, BBC (2021)

We all agree on the importance of culture in our society. Culture is in fact a kind of 'social lift' that can
change people's lives. That is why we are all clamoring for governments, institutions and private
companies to invest in schools, academies, museums, etc. But are we sure that culture is the cure to
all problems of society? Orian Brook, through his her book titled 'Culture is bad for you', wants to make
us think. Indeed, while culture educates and enriches people, both humanly and financially, it is also
the cause of profound inequalities. The best schools and universities are only accessible to the
children of wealthy families. Furthermore, not everyone can afford the costs of a painting, drawing or
music course. So it is not surprising that only a small part of the population paints or plays a musical
instrument in their spare time. to learn that in the UK only 17% of the population paints in their spare
time and only 12% can play a musical instrument.

In short, culture is a ‘social lift’ only for those who can afford it. Especially in the arts sector, where
stress, unpaid work and the almost total absence of meritocracy rule. A system that is so unfair that
even those who benefit from it are ashamed. Those privileged by this system, usually white middle-
class males, practice what Americans call tokenism, in other words, the fake charity that the rich give
to the poor. It also happens in art institutions, where by employing a non-white person in a
predominantly white occupation or a woman in a traditionally male profession, they only want to create
an appearance of inclusiveness to deflect accusations of discrimination and impartiality.

Even access to those spaces that should be more ‘inclusive’ is a privilege for the few. To give an
example, in the UK only one-fifth of the population visits art galleries and museums. Compared to the
past, today it is not so difficult to see libraries, workshops and community spaces within a museum.
What is truly difficult is to see these spaces open to everyone. Indeed, access to these areas is often
denied or reduced: paid courses and workshops, libraries open only to researchers or museum visitors
with a ticket, etc. It is disheartening to think that even in a museum it is not always easy to have
access to culture. If not here, where?
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Ensemble

Throughout his oeuvre, Jan Vercruysse is looking for a pla-
ce where art and the artist can be meaningful. This quest
translates to an attempt at defining places or spaces where
art could potentially enter. Vercruysse’s works literally form

locations for art - and consequently for the artist as well.

In Kamer (III) and Atopies (VIII), this place is defined nega-
tively. These works do not allow for them to be entered in any
way by the viewer. In this sense, they are ,non-places’ rather
than ,places’, without content or meaning, and therefore

open for reflection.

In the later series of Places, Vercruysse works in the opposite
way. The Places contain and support meanings, memories and
things that have happened. These works confirm the possibi-

lity for the existence of a real place; in fact, they themselves

form the foundation of a place, the work of art.
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Kamer (III)
1985

dimensions: 390 x 170 x 250 cm

materials: wood, mirrot, neon lamp

The rooms of Jan Vercruysse occupy a place within the tra-
dition of the “art room”, the theme in western history of
art for reflecting upon art. They are works of art that imply
art. These boxlike constructions, these places of worship are
approached with specific expectations. Strict, monumental and
seemingly sumptuous with their mahogany covering, it is as if
they have been stolen from a sacristy, an impression which is
further enchanced by the semidark interior where stairs lead to

a mirror surface that only reflects a void.

Isolated from the surrounding space and devoid of all spe-
cific timeliness, they are a staged collection of signs that have
a specific timeliness, this room is merely a place, one that can-
not be entered, neither physically nor mentally. As carriers of
the absent image the rooms are negative spaces of represen-
tation, diametrically opposed to the “art room” and the exhi-

bition hall. In that sense they indicate the non place of art.

Atopies (VIII)
1986

dimensions: 396 x 380 x 30 cm

matetials: mahogany veneer on wood, steel

,,1t’s of course all about art and the place of art. To say that
it would be a metaphor for saying that there is no place left
would be too strong. ,,Left” is too strong. It is certainly about
loss, but that doesn’t mean you can say that there is no place
Lleft”. It is not about complaining. Loss is before presence.”

_ Jan Vercruysse, interview with Carolyn Christov-Bakargiev

Atopies (VII) forms a reflection on art and on the place for
art in the world. As its title suggests, Atopies (VILI) is part of
Vercruysse’s series of Atopies, which he created between 1985
and 1987. The austere construction with mahogany mantelpie-
ce and six wooden panels suggests the existence of a space;
however, the space is closed and impossible to enter. The
mantelpiece, usually a symbol of warmth and homeliness, an
archetypical rendering of a ,,place”, fails to give a sense of se-
curity. Most of all, the work evokes a feeling of emptiness.
,Atopie’ literally means ,non-place’. Vercruysse uses the word
as a reference to the theme of the place for art in the world,
which commonly recurs within his oeuvre. At the same time, it
is a play of words with ,utopie’, utopia, the world of vision and
ideals. Perhaps Vercruysse is suggesting that for utopia, too,

only emptiness remains.
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The project | undertook for my P1 centers around the explo-
ration of Jan Vercruysse’s concept of ,atopies.” This concept
delves into the relationship between emptiness and fullness
within the realm of art. Throughout my investigation, | con-
templated the profound question of whether the absence or
lack of something can hold more meaning than its actual
existence.

By delving into Vercruysse’s ideas, | grappled with the notion
that emptiness, voids, and absences can evoke a sense of
depth and contemplation that goes beyond the tangible and
visible. | critically examined the ways in which the absen-
ce of physical elements or the intentional creation of empty
spaces can elicit emotional responses and invite viewers to
actively engage with the artwork.

Furthermore, | pondered the significance of the coexistence
of emptiness and fullness within art, recognizing that both
aspects contribute to the overall meaning and impact of
a work. Through this exploration, | gained a deeper appre-
ciation for the intricate interplay between presence and ab-
sence, as well as the nuanced ways in which the absence
of something can convey profound messages and stimulate
introspection.
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When studying the very idea of the museum, what is important to remember is that the history of art exhibition itself
originated among a small fraction of society represented by wealthy European collectors, and that art was often
intended to emphasise the position of its patron and to propagate certain values. The traditional form of museum
spaces, with its amphilade openings, parquet flooring, boiserie, ornate wallpapers (...), is practically a transformed
domestic interior of a bourgeois house — and in this sense, the institution of the museum has for centuries been
a symbol of the exclusive nature of the world of art and culture. Only in the 1960s the artists, increasingly aware of
the elitist nature of the system of which they were a part of, started to question cultural institutions and their
relationship to politics and power. Moreover, in contrast to viewing artworks as components of a vast collection,
they began to pay attention to their individual perception - understanding them not as a series of artefacts, but as
an intimate relationship between the viewer and each object.

Within this institutional critique and as a manifestation of changes in the reception of art itself, a new form of
museum, the white cube, has emerged, intended to provide a place in which time and external space are excluded.
Through architectural measures to tone down the exhibition space so that it becomes a background for the artworks,
this new typology has been designed to establish a dichotomy between what belongs to the outside (with its politics,
social issues, economics) and the interior (focused solely on the experience of art). But although the original
intention of the white cube was to create a place free of context, where the artworks are given a timeless quality, it
is hard not to contest its myth of purported neutrality. In his book ‘Inside the White Cube’, O'Doherty pointed out
that in the case of the museum, context becomes content ' - and in this sense, the decision to place artworks in
white, ascetic interiors is also entangled in a network of references and associations.

In reflecting upon the nature of the contemporary museum, | was particularly intrigued by the underlying meanings
embedded in the physical space of its interiors - which convey a story about the position it adopts as a cultural
institution, located in a particular place and at a particular time. In line with the foregoing thoughts are the reflections
of Jan Vercruysse, a Belgian conceptual artist whose artworks have served as a starting point for my individual
design. Throughout his creations, he focused on the relationship between art and context - searching for places
where artworks acquire meaning, evoke memories and associations, all the while questioning the anonymous
nature of contemporary spaces of display. In a series of works entitled Atopies, Vercruysse explicitly referred to
non-places 2, which can be defined as places that physically exist but are devoid of their own specificity 3 ( such as
hotel rooms or gas stations). Paradoxically, this critique of place for art was at odds with the form and materiality of
his artworks, characterised precisely by the specificity of the associations they evoke, which is based on
a resemblance of elements from domestic interiors of the Belgian bourgeoisie. Along with another of his artwork,
entitled Kamer, together they formed an ensemble that referenced the typology of a kunstkamer 4, which has
originated in Antwerp and historically had a major importance on a local art scene.

Vercruysse’s pieces are based on such dualities and indirect associations, forming an empty space of imagination.
With my design, | have decided to follow the artist’s narrative and position myself in-between two oppositions — the
fullness and the emptiness, represented by the kunstkamer and the white cube. Applying the spatial qualities of
kunstkamer — the room height, its proportions, the tectonics of the ceiling, the positioning of the artworks, the relation
with the outside (...) — to the pure white cube environment, has resulted in the possibility for a space that is neither
anonymous nor overpowering in relation to the artworks. With this exercise came the understanding that a white
cube is not necessarily an atopy and that contextual references can be introduced in the form of subtle associations.
As architects, it is our responsibility to very carefully choose in what way we embed our design in the complex
network of cultural/social/political connotations — because even a seemingly ascetic white cube always carries
a certain meaning.

' O’Doherty, B., & McEvilley, T. (2000). Inside the White Cube: The Ideology of the Gallery Space (Expanded). University of California Press.
2 gr. dtormog (atopos); from a- (a-) + TémMOG (t6poS, “place”)
3 Gregotti, V., & Frampton, K. (1996). Inside Architecture (0 ed.). MIT Press.

4 genre of paintings that originated in Antwerp, Belgium in the 17t century, representing interior filled with paintings and other art objects and
showcasing an imaginary selection of artworks in private possession of an art collector
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week 1.8 P1 reflection

During my P1 presentation, | focused on exploring the re-
lationship between contextuality and acontextuality in art.
| delved into the idea that nothing exists in a blank or void
state, and even seemingly empty spaces carry inherent me-
aning and influences. Through research and analysis, | de-
veloped an understanding that art is always situated within
a context, whether it be social, cultural, or historical. This
realization led me to consider how artists and curators enga-
ge with and respond to the specific environments in which
their work is displayed. By examining the interplay between
the artwork, the museum space, and the broader contexts, |
gained a deeper appreciation for the complex dynamics and
significance of context in art.
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