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00Introduction.
This year’s graduation project of  the Interiors Buildings 
Cities chair focused on designing a modern and 
contemporary art museum in Antwerp, currently known 
as M HKA. Through a series of  precedent studies and 
research on the museum’s collection at the outset of  
the graduation studio, the question arose regarding the 
significance of  a museum in this era, aiming to grasp the 
intricate nature of  a contemporary art museum beyond 
mere technical resolutions and situating the institution 
within a wider socio-political and economic framework. 
It is conceivable that it may even assume some form of  
an anti-museum. Hence, the research question emerged: 
“What does a museum of  contemporary art look like in the twenty-
first century?”.

In the pursuit of  addressing this question, the 
process of  designing a contemporary museum within 
the typology of  nineteenth and twentieth century 
warehouse architecture emerged. These buildings have 
been previously transformed with great success from 
abandoned structures into contemporary art museums. 
However, a distinct contemporary architectural language 
has not yet been formed from this context. Therefore, the 
industrial, functional, and flexible characteristics inherent 
to this typology are further explored and translated into 
a design.

The purpose of  this project journal is to succinctly 
summarize and meticulously document the acquired 
information and completed tasks, thereby constructing 
an individualized cognitive map and reflection of  my 
design process. Each chapter, partitioned based on the 
brief  provided by the tutors, will cover a section of  
both research and design. Combined, these elements 
fundamentally constitute the symbiotic relationship 
between research by design and design by research.
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01A new museum for Antwerp.
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Studio brief  1 & 2.
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Working on the precedent project of  the FRAC and 
reading responses was in collaboration with Julia 
Korpacka, Misha Nesty, and Nico Bueno Vega.
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FRAC, Dunkirk, Lacaton & Vassal Precedent study.

A 3D model was modelled in Rhino to decide the dimensions and scale of  the physical model.
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'If  you pay attention to the ceiling, you will notice a specificity of  the building that is particularly visible on the fourth floor 
but present throughout the building, the prominence of  the electrical installations and other ventilation ducts necessary for the 
operation of  the Frac. Previously mentioned in the presentation of  the administration, these series of  metal wires and installations 
naturally and visibly integrate the space and accentuate the industrial aesthetics of  the building desired by the architects.' 
 
'Sunlight and works of  art do not always go well together. Works on paper and photographs are photosensitive to this type of  exposure and 
can be seriously damaged in the long term. To avoid this, you can see on the bay windows, sea side, anti-UV filters that absorb most of  the 
harmful rays for the works. An original way to combine natural lighting and security.'

Lacaton & Vassal 

Copy Right
SUPERFLEX
2007
Artwork: 85 x 600 x 700 cm
Chair: 80 x (85 x 45 x 57 cm)

Set-31
David Judd
1991
76 x 38 x 38 cm

Les Bikes de Bois Rond
Gavin Turk
2010
90 x 110 cm

Jugendscht II
Antonia Low
2005
240 x 150 x 150 cm
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Floor
Grey cardboard or wood, paperd and painted white.

Jugendscht II
Wire and/or christmas lights.

Ceilings
Grey cardboard with ridges or black painting.

Glass
Transparent paper

Lighting fixtures
Cut-outs in the ceiling and metal wires

I-beams, window frames,
mullions and railing
Laser cut cardboard and grey paint.

Walls
Foamboard wrapped in white paper.

Bicycle
Printed and cut out.
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David Judd chairs
Paper or cardboard and paint.

Ant chairs
Coloured paper (cut) for the seating and nails for the legs.

Inch mm 1:25

15 38,1 ~1,5

17½ 44,45 ~1,8
  
30 76,2 ~3
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Building the walls, window frames 
and chairs, alongside a first 
photoshoot in the model hall to see 
if  our model and camera matched 
the composition and colours of  the 
original image. Besides that, we also 
prepared the first set of  drawings.
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Taking the first couple of  images in the photography 
studio. Some of  the issues we encountered were getting 
the correct angle, lighting and lens size.
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The result from our first trial.
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We finalized the model by creating some of  the minor 
detailed objects and having a final photoshoot. We were 
not completely able to recreate the exact effect of  the 
daylight and colour saturation, which needed some post-
editing. Nonetheless, we were quite happy with the overall 
end result of  the image. And without a doubt, the results 
of  the other groups were impressive!

Interesting to see during the project was the modest 
approach of  Lacaton & Vassal. How the industrial 
characteristic comes to its rights, by miniamilistically 
desiging the space. The columns are partially shown, yet 
covered by a wall. The flexibility, thus sustainability, of  the 
warehouse typology is granted by doing the minimum. 
Allowing for a future adaptability of  the space.

Overview of  all the images from each precedent (own image).
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Original image (photo taken by Philippe Ruault).

Recreated image.
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FRAC, Dunkirk | Ground floor | 1:200FRAC Dunkerque, Dunkirk | Site Drawing | 1:1000

FRAC, Dunkirk | First floor | 1:200 FRAC, Dunkirk | Second floor | 1:200

FRAC, Dunkirk | Third floor | 1:200 FRAC, Dunkirk | Fourth floor | 1:200

FRAC, Dunkirk | Fifth floor | 1:200 FRAC, Dunkirk | Sixth floor | 1:200
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FRAC, Dunkirk | North elevation | 1:200

FRAC, Dunkirk | East elevation | 1:200 FRAC, Dunkirk | South elevation | 1:200

FRAC, Dunkirk | West elevation | 1:200

FRAC, Dunkirk | Cross section | 1:200
FRAC, Dunkirk | Longitudinal section | 1:200

FRAC, Dunkirk | Detail section | 1:50

Within the studio we decided that the drawings would be 
set to certain scales so that they could be compared. The 
presets for the site plans were 1:1000, the floor plans, 
sections and elevations 1:200 and for the detail section 
1:50. After revising the first try outs, as a studio, we had 
to make some decisions on the standardization of  the 
drawings. Namely, the way the doors, stairs, dashed lines, 
and lineweights would be drawn. After these adjustments, 
the drawings were ready for the upcoming analysis part.
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Class discussion and work on drawing style and analysis of  the precedents (own image).

Within the studio we decided that the drawings would be 
set to certain scales so that they could be compared. The 
presets for the site plans were 1:1000, the floor plans, 
sections and elevations 1:200 and for the detail section 
1:50. After revising the first try outs, as a studio, we had 
to make some decisions on the standardization of  the 
drawings. Namely, the way the doors, stairs, dashed lines, 
and lineweights would be drawn. After these adjustments, 
the drawings were ready for the upcoming analysis part.

What particularly came to my attention, was how the 
building operates. Aside the main forum space in the 
former warehouse, which allows for a variety of  events.
Each floor in the extension is divided into a depot/
storage space on one side and either an office, exhibition 
or event space on the other side. Each connected through 
a core in the middle and staircases on the sides.
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Exploded axonometric of  the different functions of  the FRAC
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Reading responses.
The Boundaries of  a Museum
In his BBC Reith Lecture, Grayson Perry proposes 
where, in his view, the boundaries of  what art is (and is 
not) lie. Treating the lecture as a piece of  performance 
(art?) - one of  whip, wit, and costume - he highlights 
some key moments that expanded or questioned the 
limits of  art, from Duchamp’s Fountain, through Piero 
Manzoni’s Merde d’Artiste to photography and web art. 
By proposing a set of  filters through which one can look 
at objects to define whether they constitute art or not, he 
takes the listeners around the perimeter of  contemporary 
examples, testing his arguments. The respective boundary 
markers concern (1) whether an object is found within an art 
gallery or art context, (2) whether it is a boring version of  something 
else, (3) whether it is made by an artist, and (4) photography, as 
well as a series of  tests: (5) the limited edition test, (6) the handbag 
and hipster test, (7) the rubbish dump test and (8) the computer 
art test.

The first ‘boundary marker’ concerns the situation of  the 
object within an art context, the default one being a gallery or 
a museum, which is something that was explored in more 
detail in Mark’s text on the physical (and institutional) 
staging of  art spaces. What remains undefined in this 
case, however, is the question of  the art context beyond 
that of  the establishment. Public space, nature, industrial 
sites, or found spaces have already been used as a context 
to exhibit art, and also as a response to being rejected 
from the confines of  the institutions, the Salon des Refusés 
being just one of  the historical examples.

Another boundary marker calls for the involvement of  
an artist. ‘There is no such thing as art, only artists’ - 
by quoting Ernst Gombrich, Perry releases art from its 
dependence on institutional validation, leaving space for 
the possibility of  a critique of  the politics of  art through 
art itself. It is something we have indeed been discovering 
through examples and references brought up within the 
studio through texts or recounted by tutors - Joseph 
Beus’ ‘Organization for Direct Democracy through 
Referendum’ at Documenta 5, Tom Sachs’ ‘Swiss 
Passport Office’ or Michael Asher’s 1974 exhibition at 
Claire S. Copley gallery. These examples constitute what 
political philosopher Chantal Mouffe calls critical art. 
To her, politics (also those of  art) is ‘the ensemble of  
discourses and practices, institutional or even artistic 
practices, that contribute to and reproduce a certain 
order’ (Mouffe, 2001, 99). While the performance or the 
installation itself  may be a simple hoax or mystification, 
by being instrumented by an artist it becomes an act of  
artistic activism. 

Considering Grayson Perry’s context, Charles Saatchi 
being his patron, himself  being part of  the Royal 

Reading Pimlott, M. (2022). ‘Visibility, spectacle, 
theatricality’. In OASE 111: Staging the museum.

Podcast Perry, G. (2013). Beating the Bounds. BBC Reith 
Lecture Series Podcast.

Other readings Mouffe, C. (2001). Every Form of  
Art Has a Political Dimension in Grey Room 02, pp. 98–
125. Grey Room Inc. and Massachussetts Institute of  
Technology.
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Academy – he is very much within the accepted canon and 
in the centre of  the contemporary British art scene. He 
is not much of  another pioneer but rather an ‘established 
controversy’. However, not many artists in his status 
also position themselves as observers of  the conditions 
of  the art world. Could we call Perry a ‘reflective artist’ 
then, building on the image of  a reflective practitioner in 
architecture?
While Grayson Perry deals with the boundaries and the 
mere definition of  what art can be, Mark Pimlott takes a 
look at the institutional motivation of  a museum from a 
historical perspective and questions the organization of  
the entity and its role in defining the context of  what 
art is simultaneously. Conceived ‘very much like the 
palace (...) as a scaffolding for the projection of  ideas, 
ideologies, and values’ to articulate ‘the authority of  
its possessor (Pimlott, 2022), the museum has always 
affirmed its role(s), according to the author, through 
the relations it curated between its content and its 
public. In other words, while the definition of  what is 
considered art is related to the viewer’s perspective and 
the object, the museum serves as an articulation, or even 
facilitator, for this relationship. Over the years, especially 
throughout the 20th century, it has been stripped of  its 
perceived neutrality and positioned as a judge implicated 
in socio political and economic biases. Through Pimlott’s 
narrative, different layers emerge within the role of  a 
museum. 

The role of  the filter. One must consider the institutional 
capacity of  a museum to define what is considered art. 
We should acknowledge its role as an arbiter in which 
voices and stories are given a platform through the pieces 
displayed in gallery spaces, and, at the same time,  which 
stories or narratives are being silenced. Contemporary 
museums have agency in dictating what later on becomes 
relevant (art) history. 

The role as a public entity. While art is at the front stage of  
the institution, the backstage is embodied in a multiplicity 
of  disciplines. The gallery spaces are reliant, to various 
degrees, on education programs, events, gift shops, and 
cafes. This might suggest that in recent years, regardless 
of  the nature of  the museum’s funding, the role it holds 
within a city is not only about art but also about leisure. 
In some ways, the boundaries of  what the museum can 
be have been blurred just as much as the boundaries of  
what art can be. 

The role of  the stage. The concept of  the modernist white 
box creates an illusion of  simplicity and neutrality. It 
portrays a profession of  clean walls and muted tones with 
a façade that almost makes you think the politics of  art 
are as simple as walking in and hanging something on the 

wall. As we have seen in the De Pont museum (figure 1), 
this can even be evidenced in the floor plan of  museums 
where you can see offices completely separated from 
galleries and a clear contrast in scale, these little spaces 
shoved to the back end. In the context of  our studio, 
it would be especially interesting to see the backstage 
production of  the art display. Sometimes it requires only 
a slightly heightened sensitivity to the surroundings, 
noticing the cleaning of  toilets happening in the back of  
a group of  mesmerized art enthusiasts (figure 2).

Figure 1. Schematic plan of  De Pont museum in Tilburg. The gallery spaces are 
highlighted in red and the offices in blue (photo taken by  Misha Nesty).

Figure 2. Sometimes taking a step back allows catching a glimpse of  the backstage 
of  the museum, here during our trip to De Pont (photo taken by Misha Nesty).

Figure 1. Schematic plan of De Pont museum in Tilburg. The gallery spaces are highlighted in red and the
offices in blue. (source: authors)

Figure 2. Sometimes taking a step back allows catching a glimpse of the backstage of the museum, here
during our trip to De Pont. (source: authors)

Figure 1. Schematic plan of De Pont museum in Tilburg. The gallery spaces are highlighted in red and the
offices in blue. (source: authors)

Figure 2. Sometimes taking a step back allows catching a glimpse of the backstage of the museum, here
during our trip to De Pont. (source: authors)
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Curating the Experience
In ‘The Dilemma of  a Modern Art Museum’ Charlotte 
Klonk reflects on the changes and challenges in the 
display of  modern art in the post-war period. Through 
the case of  Documenta in Kassel, she explores how 
curatorship and spaces of  the display of  art can also reflect 
larger changes in culture and society. The Documenta 
has functioned almost as a festival in its ‘temporary 
permanence’ in terms of  not only the contemporary art 
it shows but also in the ever-changing curatorship and 
the display spaces themselves. As Klonk writes, it was 
able to “achieve an institutional quality by taking place at 
regular intervals in the same location” (Klonk, 2009, 173). 
Conceived as a once-in-a-lifetime experience for its visitors, 
it is comparable to the Venice Biennale in its format but 
curated independently of  national issues as a political 
statement and an institution of  art simultaneously. 

Bringing curatorship to the foreground, the Documenta 
played an important role in the curator as hero approach 
to displaying art. The text outlines how, in the post-war 
context of  West Germany, Documenta has established 
a name for itself  as the reflection of  the Zeitgeist. The 
politics of  (Western) European reintegration embodied 
in the ambitions of  the exhibition had a direct influence 
not only on the content of  the exhibition but also on 
the spatial design of  the display spaces, as well as the 
spirit in which Documenta was sold to its public. The 
perception of  consumerism as democratic encouraged 
the adoption of  Americanised trends and techniques 
in both art production and display, and reinforced 
the cultural and aesthetic separation from the Soviet 
Bloc. Through immersive installations designed by its 
curator and ‘founding spirit’ (Klonk, 2009, 176) Arnold 
Bode, often competing with the art exhibited within, 
the Documenta succeeded in both attracting a wide 
public and acting as a propaganda tool in conceiving a 
modern, Western, commodified future. Often compared 
to his retail projects, the spaces of  the Documenta 
softened the borders between art and the ideas of  
modern living, creating this sense of  familiarity and 
focus on user experience. In some ways, the evolution 
of  the Documenta has preceded the trends of  curating 
everything, which Hans Ulrich Obrist lists in ‘Ways of  
Curating’: from music festivals, clothing brands, and retail 
experience, influencers curating their lifestyle content, to 
interior designers curating hospitality decor.

Is the white box the culmination of  the act of  total 
(lifestyle) curation, where we, the public, are also on 
display? Following an unwritten code of  conduct, or 
dressing in a particular way as per an Instagram trend 
to match one of  the artworks in the museum? Richard 
Sennett reminds us that human feelings of  exclusion 

Reading Klonk, C. (2009). Spaces of  Experience: Art 
Gallery Interiors from 1800 to 2000. Yale University Press.

Podcast fDi (2021). The Bilbao Effect #1: Bilbao, Spain 
Guggenheim Bilbao’s director general discusses the city’s world 
renowned transformation. 

Other readings MacLeod, S. et al. (ed.) (2018). The Future 
of  Museum and Gallery Design. Routledge. 

Obrist, H. U. (2014). Ways of  Curating. Farrar, Straus and 
Giroux.
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and indifference are not only tied to the march of  
capitalism and its processes but to the physical built forms 
capitalism produces (Sennett, R. as cited in MacLeod 
et al., 2018, 2). The white cube, through the processes 
of  commodification of  contemporary art, its physical 
characteristics and the semiotics it embodies, is the 
ultimate exclusive experience. Dressing in a particular 
way, you could either stand out within that space or even 
become a part of  it, all while looking at art.

Picture-perfect art and its display, as well as ‘curated’ 
visitor experience, are now powerful marketing tools that 
further blur the boundary between art and retail. Given 
that the traditional boundaries of  the shopping experience 
are shifting as well, and our aesthetic taste is intrinsically 
linked to our material desires, the design of  art and retail 
displays feed off  each other like never before. We have 
already discussed the similarities between museums’ 
efforts to keep the visitors in (and spending) for as long 
as possible by inserting cafés, gift shops (or now rather 
concept stores), and rooftop restaurants between its 
gallery spaces, and those of  a shopping mall. Suppose 
an art gallery is not much different from a luxury retail 
boutique which everyone can enter and experience but 
only a selected few can actually own what is sold there. 
What is a museum’s equivalent in retail terms? 

A white box seems to be marketed as a type of  space 
closest to those of  art production, and therefore closest 
to the artists’ intentions. While meaningful curatorship 
only appears to make sense in close collaboration between 
a curator and an artist, there is tension between the pure 
white box, the curator, and the artist. What began in the 
wake of  all-encompassing installation art as a power 
struggle between curators and artists wanting to fill and 
transform museum spaces, now the focus has shifted 
towards the architecture of  the museum (the shell) and 
the inside of  the museum (the display and its content), 
as illustrated by the podcast on the Guggenheim Bilbao. 
If  the architecture of  a museum is flashy (especially 
compared to its urban setting), just like a ‘celebrity 
artwork’ it can attract multiple people. This experience, 
however, remains only superficial if  the main attraction 
of  a museum is its landmark statute; people only need 
a picture with it from the outside without experiencing 
what is on the inside.

Within Documenta, there was a feeling of  un-rootedness 
when it came to the artworks. When the first Documenta 
was held the museum was not fully renovated yet. The 
brick walls were whitewashed and the windows were 
covered with milky white plastic curtains, making it 
seem like the paintings were floating in the space. The 
whitewashing of  the brick walls combined the old museum 

with new interior decoration materials, signalling a new 
birth of  not only the museum but Germany as well. The 
Documenta was an escape from the outside world and 
entering a dreamlike experience, helping people forget 
about the Nazi past. Both Documenta and Guggenheim 
Bilbao represent efforts of  revitalization after major 
processes negatively impacting the cities; Kassel was 
bombed during WWII and Bilbao lost its industry and 
thus its economical power. This meant that the design 
of  the museums had to bear symbolic power, however in 
different ways, like the alienated shape of  the Guggenheim 
and the recurring events of  the Documenta. Neither Tate 
nor MoMA did have such a decline but instead shared the 
cultural and economical influence from the metropolitan 
status of  their city; London and New York. Thus, unlike 
Documenta and the Guggenheim, they did not need to 
become iconic but rather had to fit into the status of  
the hosting city. Following these examples, contemporary 
museums can either be very iconic, trying to mark and 
boost their city, or they can be part of  the larger picture 
of  an existing (already popular) city as per a larger 
political agenda. In the context of  our design research, 
it is interesting to question what are the alternatives in 
contemporary museum production.
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Curating the urban development
The Bilbao effect is commonly used as an example of  
how a piece of  iconic architecture can turn a forgotten 
city into a popular metropolis. However, this narrative 
can easily be misunderstood as if  the sole insertion of  
the museum reshaped the urban condition of  the city, 
when in fact, it serves as an example of  how a city’s urban 
conditions reframed the way a museum can be conceived. 
Juan Ignacio Vidarte, the current deputy director of  the 
Guggenheim Museum Bilbao, summarizes the political 
agenda behind the introduction of  the building in the 
90s as an agent of  economic development within a plan 
of  urban renewal (2021). In other words, the museum 
was just one element, essential nonetheless, of  a wide set 
of  interventions to bring Bilbao back to life. As such, 
the undeniable success of  the project goes beyond the 
intervention by Gehry and can be analyzed as the result 
of  different layered socio-economic dynamics. 

A symbiotic improvement. By the 1990s the absence 
of  previous industrial production in the area had 
turned the city into a place of  steelwork, shipyards, and 
violence. The revamping of  the urban environment was 
then developed as a plan that involved, among others, 
elements like cleaning the river, a new metro line, and 
the introduction of  the museum. As such, without the 
necessary improvements to the city, the museum would 
not have been able to catalyse such change as a stand-
alone project. In the same way, it is doubtful that the 
urban improvements alone would have put Bilbao on the 
map. The Guggenheim was thought of  as an investment 
that was not a big monetary influx, according to Vidarte, 
when compared to the rest of  the project. The economic 
origin of  the museum is reflected simultaneously in the 
choice of  Vidarte, who has a graduate degree in education 
in economics and business studies, as the managing 
director for the project. 

The franchising of  culture. The objective of  catering 
to a global audience was reflected in the business model 
of  establishing the museum as part of  the Guggenheim 
foundation. Consequently, the decision reduced the 
difficulties that the government would otherwise have 
to tackle if  they would have tried to set up a collection 
from scratch. The established name of  the foundation 
serves as an unofficial seal of  quality on the exhibitions 
in the museum and entices people to visit, while the 
governmental subsidy for its annual operations puts the 
American foundation in charge of  organizing temporary 
exhibitions to rotate its permanent collection. The 
success of  the strategy shows in the 85 per cent of  
visitors that walk through the building being foreign. As a 
result, beyond international recognition, the museum has 
become one of  the biggest influxes of  cash for the city. 

Podcast fDi (2021). The Bilbao Effect #1: Bilbao, Spain 
Guggenheim Bilbao’s director general discusses the city’s world 
renowned transformation. 
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The identity paradox. Due in great measure to the 
nature of  its design, but arguably also due to the use of  the 
permanent art collection of  the foundation, the project 
has been criticized as not Basque or Spanish enough. 
However, when looking at the founding intentions and 
the urban revamping project as a whole, it’s easy to 
understand the building was never meant to blend in, it 
was always intended to ruffle some feathers. The debated 
design by Gehry can also be understood as an appropriate 
response to the role this particular museum had in 
this particular city. While it fails to evoke or reference 
directly the vernacular architecture of  Bilbao, it becomes 
a representative element of  the previous decay of  the 
city and the effort invested in the urban intervention. 
It’s representative of  the identity of  the area towards the 
future by responding to the problems of  the recent past. 

This particular case raises an interesting dynamic in the 
architecture of  museums. The built object functions as a 
work of  art in itself  that almost positions the museum as 
an art installation when understood from an urban scale. 
Simultaneously it opens up the debate of  how entangled 
is the collection of  a museum to the architectural identity 
of  its building. Is there a division between the exhibition 
spaces and the outer skin of  the contemporary art 
museum? Should it be treated as a white box with iconic 
skin?
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A Culture of  Privilege and the Rest
Orian Brook and Laurie Taylor discuss in a brief  and 
synthesized manner the systematic inequalities embedded 
in the “culture” we produce and the disadvantages 
women, people of  colour and working-class citizens face 
when attempting to join these institutions. Put simply, 
upper-middle-class men have four times the odds of  
having a cultural job compared to the working class. 
When someone from these groups makes it into the 
industry, the argument of  positive discrimination and 
tokenism minimises their achievements and questions 
their success. The unspoken expectation of  what 
someone working in a cultural job must look like turns 
a system of  alleged inclusion into passive segregation. 
Inevitably, if  cultural institutions are conformed 
by a selected few, the role of  telling and recording 
stories through his narrow idiosyncrasy conceives an 
equally narrow narrative that seeps into the collective 
consciousness. As a result, the feeling of  exclusion can 
even reflect on who feels adequate to consume culture 
in the first place, leading to a restrictive idea that is only 
meant for the upper class. The question then arises of  
what is the actual value of  this “culture” that reflects 
social and spatial inequalities and could potentially result 
in the materialization of  hostile spaces. 

In Britain alone, the people who work in art or culture 
jobs are predominantly white, with 95% working in 
television and another 91% in publishing. The statistics 
of  people not absorbing or visiting cultural institutions 
are even worse, with only a fifth of  the population going 
to an art gallery and a twelfth going to a classical music 
concert. Only seventeen per cent make art, sixteen per 
cent in crafts, and twelve per cent in musical instruments.
From a social perspective, museums could take on a 
more diverse curatorial approach when taking on artists 
or addressing the communities they’re surrounded with. 
The bourgeois notion that art is exclusive to the higher 
class prevents communities from relating to the content 
of  exhibition halls and subsequently from having an 
easier time being interested in attending such spaces. If  
people can identify themselves, and their culture or relate 
to the artists’ background, they could be enticed to feel 
welcome and visit these institutions more regularly, thus 
fostering spaces of  inclusion rather than segregation.

‘Among Others’ deals with the issue of  exclusion and 
misrepresentation by outlining the black history of  the 
MoMA and situating it through a historical critique of  
the institution’s approach to curating art. Written by 
Darby English who was an Adjunct Curator at MoMA 
between 2014 and 2020 and Charlotte Barat, MoMA’s 
curatorial assistant, the volume puts forward a dense 
synthesis of  meticulous analysis of  newspaper articles, 

Reading Barat, C., English, D. (2019). Among Others: 
Blackness at MoMA. MoMA.

Podcast BBC. (2021). Thinking Allowed: Culture and 
Privilege.

Other readings MacLeod, S. et al. (ed.). (2018). The 
Future of  Museum and Gallery Design. Routledge. 
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internal communications, and oral history, in large parts 
compiled for the first time. The position of  the authors 
as part of  the MoMA arises from the possible conflict 
of  bias juxtaposed with inside access to information. 
However, Amy’s comment about Darby English quitting 
MoMA as their curator because of  this text, or rather 
the institution’s (lack of) reaction to it speaks volumes. 
Moreover, the authors admitted that despite their 
‘insider’ position they were unable to access many of  the 
institution’s records. The text seemed more like a tick-
in-a-box for MoMA, not showing interest in systematic 
changes or how to improve. It is, in fact, a consistent 
reaction with the track record outlined in English and 
Barat’s research.

The influence of  modernist thought we know from 
architecture was also present in art and art institutions, 
such as MoMA. The belief  in the neutrality and 
inclusion through the universality of  a museum (and its 
‘international style’ architecture) concealed, for a long 
time, that ‘at the end of  the day, regardless of  the power 
and influence they claim or acquire, art museums are 
human systems: unstable, grounded in bias, habitual, and 
difficult to modify’ (Barat & English, 2014, 15). The text 
points to a reactive approach of  the museum to black art, 
fluctuating between total neglect and pioneering ideas, 
and a disjunction between the message being told and 
the actions being taken. A dynamic of  two steps forward 
and then three steps back. Every showcase of  black art 
was characterized by an apparent lack of  drive toward a 
comprehensive and truthful interest in the artist’s cultural 
background. For instance, the exhibition commemorating 
the assassination of  Martin Luther King was approached 
initially with a disproportionate amount of  white artists 
in comparison to coloured artists. Additionally, as the 
number of  back artists grew the discussion of  separating 
their art from the other white artists was raised which in 
principle does not align with the goal of  inclusion and 
equality that MLK stood for. Such a tokenistic approach 
to social responsibility kept reappearing whenever race 
and inequality were a ‘hot topic’ and was reinforced by 
the lack of  meaningful relationships with black artists in 
the co-curation of  MoMA. 

One of  the questions the text raises in the context of  
our research is why it is important to write institutional 
history. Museums are the archetypal malleable institution; 
they have come to speak of  civilization, modernity, 
democracy, and economic prosperity (regardless of  the 
realities), and any self-respecting international city must 
now be home to museums and galleries of  international 
quality, ideally on a waterfront site (MacLeod et al., 2018, 
2). Museums are history writers; not only of  art 
history but rather art as a reflection, commentary 

and interpretation of  the social, political, economic, 
and cultural reality. As their task is to collect and 
preserve it, ultimately, the museum collections 
become a record of  history for generations to come, 
embodied in art. Therefore, permanent collections 
have particular importance. The questions of  buying 
and collecting vs loaning and displaying challenge the 
institutional responsibility to balance the diversity of  
art and artists held in museums’ collections. When only 
portraying a fraction of  art and art history constantly, 
there is little attention paid to other works that have been 
on display temporarily. Permanent collections have more 
of  a hold in a museum, it is something that will always be 
present. By displaying the art made by people of  colour 
predominantly temporarily, there is neglect in the whole 
part of  that history and culture. Furthermore, besides 
their role as history makers, the increasingly social role of  
museums through outreach programs was exemplified in 
MoMA with programs like the children’s art carnival and 
the physical art centre established by the museum. The 
success could be attributed to the collaboration of  the 
institution with community leaders and the leading figure 
Blayton-Taylor. But despite the good efforts and the 
positive impact on the Harlem community, the principles 
of  collaborative curation and racial inclusion stayed in 
Harlem and were not embedded in the museum’s systems. 

MoMA’s response to race and intersectionality by claiming 
to be colourblind is not the solution. Recognizing bias 
must be embedded in cultural institutions as an effort 
to confront it and avoid the possibility of  perpetuating 
a narrow and segregative narrative. If  not, how can 
consumers demand space and a platform in a sphere in 
which they are supposedly included but do not even feel 
a part of?
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Introduction
The objective of  this research is to understand the 
complexities of  a contemporary museum beyond the 
practicalities of  technical solutions, positioning the 
institution in a broader social, political, and economic 
context. In the process of  ripping apart the layers of  the 
organization, a set of  dynamics arise, such as the politics 
of  art curation, the power and influence of  the director 
and the role of  a museum both as a private and public 
institution. Consequently, in the process of  understanding 
how these notions reflect and influence the creation of  
physical spaces, it is necessary to dwell on the specificities 
of  the role of  architecture within this context. Inevitably, 
we encounter ourselves debating the boundaries not only 
between what constitutes art and what does not but also 
in the matter of  what constitutes architecture and what 
constitutes curation as a means to understand how an 
architect could take a position within that spectrum.

Within the realm of  Interiors Building Cities graduation 
studio, we commence developing our own collective and 
individual positioning which this document is a record 
of. Through discussing the references introduced in 
the Research Seminar, we establish lines of  inquiry that 
bind together the texts and podcasts included in the 
syllabus, other sources we have encountered or revisited 
in the process, and the first-hand experiences of  visiting 
different museums. A shared method of  looking at the 
background conditions characterising the authors and 
the institutions from a historical perspective enables us 
to interrogate their position(s) within the context of  our 
(design) inquiry.

From the collective, a parallel individual inquiry emerges 
as a practice of  defining one’s own position, not only 
towards art but also towards performing the architecture 
surrounding it. As each of  us embarks on a personal 
investigation into the context of  architecture for art (or 
Architecture for Art?), one might also reflect on their 
professional position at the end of  an educational journey. 
How to make sense of  the conditions, power relations 
and subjectivities embodied in the notions of  the white 
cube, the institutional and curatorial responsibilities? 
What parallels are there between the circumstances in 
which art and architecture are being produced? 

Finalizing the reading responses and writing an 
introduction to meet the research plan’s deadline of  this 
week.
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Debate reflection.
During this week’s research seminar class we had a 
debate. The topic assigned to me was about politics 
today. Two subgroups were created, pleating either 
for a museum focused in the city centre or dispersed 
across neighbourhoods. 

Some of  the presented arguments in favour of  the 
city centre were that M HKA was designed as a central 
museum for modern arts, that the city centre has 
more tourism and a larger audience, that it is easier 
control the museum if  it is centralized, and that it is 
more accessible for an international audience. On the 
other hand, the presented argument that countered 
these arguments were that a dispersed museum can 
focus more on different identities of  the city, that it 
is easier to expand and grow on demand (as it is not 
stuck onto one specific site or set location), that it 
can boost tourism throughout the city and prolong 
city visits, thus the local economy, and that it can 
lead to a better connection with the local audience.

To summarize the debate, perhaps due to our lack of  
knowledge on the city and museum (as of  yet), it was 
kept on a basic level of  discussion. Nonetheless, it 
was interesting to think about topics like this, which 
might help with our own design for the M KHA.

One of  the debate topics (photo taken by Rafael 
Fernandes Trindade).

Movie reflection.
Frankly, the movie was quite boring. The character 
development was poor, as the majority of  characters 
appeared but never developed or played an 
important role in the story telling. Nonetheless, there 
were some parts that gave an interesting message. 
Especially the scene with the chimpanzee in the 
jungle performance (by a human/artist), as shown 
on the cover of  the movie, was the best part. This, 
but also the management of  the museum, the way 
they use marketing, and some of  the artworks, show 
how contemporary art can turn into something 
absurd and ridiculous. As each of  these specific 
scenes manifest how they try to barely cross or 
try to elevate the boundary of  what is acceptable 
and what is not. And although it is often said that 
contemporary art has no boundaries or limits, the 
movie shows that they certainly exist.

Movie Östlund, R. (Director). (2017). The Square [Prime 
video]. Plattform Produktion.
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Excursion, Tilburg & Eindhoven.

Museum de Pont (own images).
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With the class.

The reconstruction of  the former wool factory into 
Museum De Pont was quite impressive. Especially 
turning the storage rooms into art rooms or exhibition 
spaces was nicely designed. The curating of  the museum 
was not a typical white cube museum, although all of  the 
walls used for art or paintings were (painted) white, yet 
revealed the construction. Nonetheless, this gave a calm 
balance between art and the rough industrial architecture.

Compared to Museum De Pont, I disliked the Van 
Abbemuseum. The curation of  the museum was quite 
frankly, very confronting and childish. Art was touchable, 
lowered to view from a certain angle, confronted by other 
installations, had holes connected to other exhibition 
rooms, some exhibition rooms were extremely colourful, 
and so on. Also, the routing of  the museum, as seen from 
the atrium, was very confusing. Unlike Museum De Pont, 
which had a clear floor plan and structure. The top floor 
was only reachable through an elevator, which gradually 
played higher notes as you went up. These things were 
funny to hear and see, and perhaps it is a good thing 
to be confronted by, as it teaches a certain lesson. But 
it is not what I would like to experience in a museum. 
Unfortunately the old part was closed due to renovations, 
so perhaps the overall experience and impression could 
have been better.

Van Abbemuseum (photo taken by Joep Jacobs).

Van Abbemuseum (own image).
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Spatial ensemble.
Sergey Maslov, known as the ‘mythe-maker’, is one of  
the pioneers of  contemporary art in Kazakhstan. He was 
born in 1952 in Samara, Soviet Union, lived and worked 
in Almaty. In his artistic practice, Maslov worked with 
a variety of  media, including painting, performance, 
installation, video and text. He began his artistic career 
in the late 1980s and headed the Night Tram art group, 
which developed variations on Oriental mysticism and 
stylistic eclecticism. He later joined the circle of  Voyager 
Gallery and became its unofficial ideologist. Mythmaking 
became his main creative strategy.

In his projects, Maslov presented himself  as an alien, 
a vampire or a magician. In his art, he managed to 
capture the small details of  Post-Soviet reality, which 
he then transformed into universal manifestations of  
the absurdity of  life, as, for example, in his installation, 
Survival Instructions for the Citizens of  the Former 
USSR. In his paintings Maslov explored the themes 
of  sexuality and corporeality, which became important 
subjects in his critique of  the official patriarchal discourse 
of  the new nation building.

He died in 2002, leaving behind numerous paintings, 
drawings, films, manuscripts, and various unfinished 
projects. According to one of  his myths, Maslov killed 
himself  in order to prolong the life of  his idol, the singer 
Whitney Houston, with whom he, according to other 
myths, maintained a romantic correspondence and affair. 
One of  the unfinished projects during his lifetime - the 
installation Baikonur-2, was created according to the 
artist’s sketches, part of  this work is a futuristic story 
about Khazakstani space nomads and digital photo 
collages.

For me personally it seems like this guy used way too 
much acid, alcohol, or whatsoever to influence  and 
disrupt his state of  mind. In general, the artworks are 
quite despressing to look at, as this man his fantasy seems 
to be filled with torture, missery, pornography, and sex. 
Often completely disconnected from the real world, or a 
pessimistic world view.

Source: M HKA.

Sergey Maslov (Vorobyev Archives).
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M HKA’s collection of  Maslov.

Notebook
18.8 x 13 cm
A notebook with sketches of   
Maslov.

A Walk through the City
1981
92 x 116 cm
Oil, and canvas.

Evening on the Raids
1984
92 x 81 cm
Oil, and canvas.

The End of  War
1986
60 x 80 cm
Oil, and canvas.

Untitled (Kamasutra)
2000
80 x 60 cm
Oil, and canvas.

Baikonur 2
2001, unfinished.
Installation with yurt, music, and 
slideshow on a computer.

The Dream Series
1982-2000
11 x (100 x 80 cm), 1 x (102 x 
122 cm)
Oil, and canvas.

Survival Instructions for Citizens 
of  the Former USSR
1998
Installation consisting of  a set of  
flyers.

Other works
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Baikonur-2
Baikonur-2 is one of  Maslov’s, although never completed 
by himself, emblematic projects. Consisting of  an 
installation; a yurt (a type of  tent, mainly used by nomads 
from Central Asia) in which traditional music is played 
and a slideshow consisting of  17 images of  traditional 
Kazakh nomads visiting the moon and being visited 
by aliens is shown, alongside with a text describing a 
mythical story adjecent to the images shown.

Source: M HKA.
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Survival Instructions for Citizens of  the Former 
USSR
Survival Instructions for Citizens of  the Former USSR 
is a reconstruction by Elena Vorobyeva and Viktor 
Vorobyev of  an action Maslov originally did in Almaty in 
1998. For this action, Maslov had an aria singer randomly 
distribute a stack of  flyers at a luxurious event. These 
flyers contained absurd, funny advices for life in a post-
Soviet world. The banality of  everyday life addressed by 
the flyers was in stark contrast to the circumstances in 

which they were distributed, yet Maslov’s words were 
taken seriously by the public and the subject began to 
be discussed. For this reconstruction, Vorobyeva and 
Vorobyev translated the instructions into the fifteen 
languages of  the former Soviet Union. Vorobyeva: 
“Now any Soviet person can come to the exhibition 
and read these instructions in his or her native language, 
come across something valuable and put this advice into 
practice.”

Source: M HKA.
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Dream Series
12 of  the paintings from the Dream Series by Maslov, 
donated by his heirs after his death and brought to the 
M HKA by Elena Vorobyeva & Viktor Vorobyev. In 
each painting we see the face of  a smiling sleeping figure, 
and we catch a glimpse of  his dreams and nightmares. 
Some are idyllic, some terrifying, and many are erotical. 
The series, which took place over a period of  almost 20 
years, is an imaginative and colorful account of  Maslov’s 
inner desires and fears. In the latest painting, from 2000, 
we see a white man and dark woman in intimate contact 
- a reference to Maslov’s mythical ‘affair’ with singer 
Whitney Houston?

Decleration of  Love
Dream-2
Dream-3
Dream-4
Dream-5
Dream-6
Dream-11
Dream-14
Dream-15
Dream-19
Dream-20
Dream-29

Source: M HKA.
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Notebook
A notebook containing sketches by Maslov. It was 
donated to the 
M HKA by the artist couple Yelena Vorobyeva & Viktor 
Vorobyev.

Source: M HKA.
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As discussed during class, with Daniel and Sam, the 
approach for the exhibition space will not be a traditional 
yurt. Instead it focusses on the story of  Plato’s allegory 
of  the cave. Whereas inside of  the tent, you experience 
what is around you (like the prisoners) a surrealistic 
world. Whilst outside of  the tent, you get confronted 
with the reality. Everything you’ve had experienced inside 
becomes clear; what the projections and silhouettes 
behind the curtains were. Through this confrontation 
between surrealism and realism, a mythical experience is 
created, suiting the artist’s reputation as the mythe maker.

Concept 
Since the artist’s paintings, in general, are quite disturbing, 
I choose to curate Maslov’s Baikonur-2. The Baikonur-2 
is an installation with a tent (yurt), kazakh traditional 
music, slideshow on a computer consisting of  a video 
collage (17 slides), and text. No examples of  the original 
installation is available.

Some things noticed in the slides are: rocket and barrack 
shaped tents, contact with aliens, experience of  outer 
space on the moon, traditional kazakh nomads, clothing, 
yurts, music, food, seatings. All-in-all quite a mythical 
experience.

The first concept for the spatial ensemble was to create 
a yurt-like space, something similar to the yurt which can 
be seen in the video collage. Another concept would be to 
create something along the idea of  a tent-room, likewise 
to Schinkel’s and Percier and Fontaine’s examples.

Floor plan and approach of  the room.

1.

2.

Tent

Video room

2

1

First model of  the exhibition space.
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• Abstract idea of  a tent.
• Can be made out of  a variety of  materials; 
fabrics, leather, cloth, felt, wood, rope.  

• 17 images digital slideshow. 
• Traditional Kazakh music played.
• Text describing a mythical story. 
• Tent (yurt).

• Perception of  shadows; false reality.
• Perception of  the real world; reality.

A slide from Maslov’s Baikonur-2 video collage.

Plato’s allegory of  the cave.

Schinkel’s tent room design for the Charlottenhof  Palace.
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Since Mark’s advice was to not make  two entrances 
of  the seperate rooms, Craig and I had a little 
discussion on how the ‘tent’ could be approached 
first and the video room after. Trying to find a more 
circular movement/routing within the boundaries 
of  one room.

The model after some adjustments and adding more material.
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Section.

Ceiling plan.

Section.

Floor plan.
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The images at the top were created with an additional 
lamp, whilst the bottom ones were just the lighting 
of  the model hall. 

This seems to be the better option, although working 
around with less exposure might seem to be the 
perfect result.
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The way in which the tent, combined with a portal, is 
used to approach the exhibtion space and encounter 
a mythical experience, as perceived by the allegory 

of  the cave, seems interesting. Also how the light 
strikes the wall and how it makes the tent appear as 
it is curved looks fascinating. 
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Entrance of  the tent room.Room in front of  the tent room.

The tent room.
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Room in front of  the tent room.

Images of  the final model.
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P1 presentation.

P1 classroom exhibition.
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P1 presentation setup.
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detailed environment. Or as Aslı Çiçek interestingly said 
about the Bozar during our excursion: “How the art and 
exposition responds to the rich details of  the Bozar”.

Simultaneously, I found interest in the often discussed 
theme on how the museum gradually changed. How 
art and other objects were musealized, then later the 
museum commercialized. Why should it in that sense, as 
an institution, not become more publicly institutionalized 
(again). Likewise to the Mouseion of  Alexandria, which 
functioned as a research institute. Thus reintroducing 
something like a cultural or educational centre, or 
something along those lines. Like a combination of  a 
library, museum, cafe, theatre, cinema, university, and so 
on. Thus creating a museum that is social inclusive. A 
public building suitable for a widespread audience.

Ensemble of  spaces and artworks design
As there are no traces on the internet of  Sergey Maslov’s 
installation the Baikonur-2, the design is an interpretation 
of  the given description by the M HKA. They mention 
that the installation consists of  a tent (yurt), computer 
collage (17 images), sound projection (traditional Kazakh 
music), and a text describing a mythical story about 
Kazakhs on the moon (originally in Russian). The design 
commemorates Maslov’s legacy as the myth maker 
through the concept of  Plato’s allegory of  the cave; the 
experience between a false reality inside of  the tent and 
reality outside of  the tent, and Schinkel’s tent room by 
using a fabric curtain, felt and wood to reinterpret the idea 
of  a yurt. From a distance, the first approach of  the space 
makes it seem to be a dark gap. But while getting closer 
more detail is revealed; the opening of  a tent and some 
moving silhouettes, whilst the wooden materialization 
continues into the room up until the fabric of  the tent. 
Before entering the room, the story of  the installation 
can be read through a frame displaying the text. Entering 
the room, the visitor is confronted by an allegorical 
experience, but as the visitor leaves the tent and enters 
the room itself  it becomes clear that what was behind 
the curtain were moving people and the projections of  
the video collages from the television screens. With a 
circular movement, displayed on four television screens, 
the visitors can watch each slide of  the collage and leave 
the room through the other side of  the tent. All while 
hearing traditional Kazakh music being played in the 
background.

Personal statement
Over the course of  time, the concept of  the museum 
changed. From housing and displaying objects of  arts, 
cultural, historical and scientific importance as cabinets 
of  curiosities, or Kunstkammer, (either private, through 
an institution, or places of  worship) into an institution 
of  preserving, collecting and sharing; exhibiting, art. 
Thus shifting from something exclusive or private 
into something more accessible and public. The oldest 
public museum as we still know today, built in 1683, is 
the Ashmolean Museum, as part of  an extension of  the 
University of  Oxford. But it is since the late eighteenth 
and early nineteenth century that private collectors began 
to exhibit their personal collections to the public en masse. 
Some in the public spaces of  palaces and mansions, 
others in purposefully built museums according to the 
Enlightenment ideal. Examples of  this are the Musée du 
Louvre in Paris, which started hosting its collection in 
the Palais du Louvre. The Rijksmuseum, which started 
exhibiting in Huis ten Bosch in The Hague and Paleis op 
de Dam in Amsterdam before Cuyper’s design was built. 
Noticeably, a parallel to the change of  the museum is the 
transformation of  the palace. It used to be a symbol of  
administrative power; royal, governmental, and clerical. 
But the term became informal, changing into a rather 
public symbol, often represented as a museum or part 
of  it. This can best be seen by the earlier mentioned 
examples, the Great Exhibition of  1851 in the now no 
longer existing Crystal Palace in London, and the Bozar 
(Palais des Beaux-Arts) in Brussels.

Post-World War II the progression of  the museum, in 
an architectural sense, gave way to Modernism, which 
turned museum spaces into ‘white cubes’. But why does 
one need this boring emptiness and universality but at 
the same time exclusivity? Something which cannot be 
found in ordinary life. As found in nature, colour and 
details are part of  life. It is as if  we are putting art in 
white padded rooms. So, I would like to explore a rather 
traditionalist and (Semperian) tectonic logic approach to 
the museum, or to include nature in the curation (which 
suits Antwerp’s case of  a lack of  greenery in the city and 
its goals of  increasing this). Thus producing a design that 
is aware of  its context, culture and the physical order 
of  the existing place. Opening up M HKA’s current 
introverted character, while encountering the city, nature, 
and rich details. It also seems like the majority of  the 
contemporary art of  the M HKA is just merely Modern 
art. This feels somewhat awkward, as contemporary art 
has a rise in mechanical and visual art. Such as the works 
of  Studio Drift; Shylight in the Rijksmuseum Amsterdam, 
or Christaan Zwanikken; Nose Patrol in the Rijksmuseum 
Twenthe. These art works often respond to a more 

Research plan.
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Images of  the spatial ensembles model.
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Excursion, Antwerp.

The project site, with in the back the M HKA.

Exhibition spaces of  the M HKA

Lobby and library of  the M HKA.

The project site, with in the back the Court of  Appeal.
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With the class.

Documentation centre and archive of  M HKA. Art depot and transfer space of  M HKA.
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View along the quay, next to the project location.

View towards the Scheldt river, next to the project location.
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View from the Linkeroever, towards the city centre and harbour.

View from the Linkeroever, towards the city centre.

View from the Linkeroever, towards the project location.
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Excursion, Brussels.

Exhibition spaces

Xavier Hufkens Gallery The Xavier Hufkens 
art gallery interistingly had a different approach in 
terms of  materiality to the ‘white cube’. Instead it uses 
gray scale colours; white plastered walls, gray concrete 
ceilings, gray concrete tiled or cement screed floors, and 
black window frames. These window openings integrated 
the exterior spaces behind, like the garden and a staircase. 
This diverse range of  gallery spaces were quite valuable 
in order to help with the design of  a gallery space and 
curating art works.
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With the class.

Wiels, Contemporary art centre  The Wiels is a 
former brewery, reconstructed into a museum. It offers 
a unique space for the exploration and appreciation 
of  contemporary artistic expressions, due to its vast 
exhibition halls, characterized by their industrial charm. 
These warehouse/factory like spaces to not take away 
the attention from the art works, but instead create an 
interesting relationship. Hence why the columns are not 
necessarily disturbing.

Since it is a tall museum, we did encounter some 
problematics. One of  the main issues of  a vertical 
museum is the spatial constraints it imposes. Vertical 
layouts typically involve multiple floors stacked on top 
of  each other, which can result in limited exhibition 
space on each level. This constraint may restrict the 
museum’s ability to showcase large-scale installations or 
accommodate ambitious multimedia artworks, limiting 
the range and scale of  artworks that can be displayed.
Additionally, a vertical design can pose challenges for 

visitor flow and wayfinding. Navigating through multiple 
floors, each with its own distinct exhibition spaces, can 
be confusing for visitors, potentially hindering their 
ability to fully engage with the artworks. The vertical 
nature of  the museum may also result in congestion and 
bottlenecks in high-traffic areas, further impacting the 
visitor experience.

Another concern with vertical museums is accessibility. 
Individuals with mobility limitations or disabilities may 
face difficulties navigating the multiple levels of  the 
museum. While efforts can be made to provide elevators 
and other accessibility measures, the vertical design 
inherently poses more challenges compared to a single-
level or horizontally oriented museum.

Nonetheless, a tall museum also has its perks, as the 
rooftop gave an astonishing view over the city.

Exhibition space. View over Brussels from the rooftop.
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BOZAR, Centre for Fine Arts  The BOZAR 
nevers stops to amaze me. Something Aslı Çiçek, who 
gave us a guided tour through the museum, interestingly 
said about the Bozar: “How the art and exposition responds 
to the rich details of  the Bozar”. The amount of  detail and 
attention to materiality that Victor Horta gave in order 
to create a variety of  unique spaces is remarkable. Also 
his initial idea of  creating an art centre that is more than 
just a museum. Creating a museum that is behind a wall 
of  shopfronts, was not a common approach in his time 
and age. Despite the efforts, his idea failed and later 
on the shops were reconstructed into a restaurant and 
entrance for the auditorium. Nonetheless, it does raise an 
interesting question of  what a museum can and should 
be.

Exhibition spaces of  the BOZAR, scenography by Asli Ciçek.
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Façade of  the BOZAR (left).

Material transition of  the floor between spaces. Ventilation system above the glass ceiling.
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Excursion, Antwerp.

Images taken from accross the river.
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Images taken from the quay.

Images taken from the park. Images taken from the quay.

With Denzel en René.
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The Court of  Appeal building was built in 1974, but 
only intended to last for 20 years (so until 1994). Due 
to financial limitations, the building was still used to this 
day. However, in september 2023, the Court of  Appeal 
will move to a different building, and the current building 
will be demolished. As can be seen in the images, but 
also mentioned by the director, this is due to the reason 
that the building is in a terrible condition. Surprisingly, 
the elevators didn’t go all the way up, so we had to take 
another stair to reach the roof  terrace and former janitor 
apartment. Nevertheless, it was an unique experience to 
see the existing building and potential views that it offers 
over the river, park and the skyline of  Antwerp.

Interior of  the court room.

Roof  terrace.Main entrance from the park.
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Hallway of  the ground floor, looking at both the quay and park.

View over the Cathedral of  Our Lady, Boerentoren, MAS, quay, Scheldt river, and Linkeroever.
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View from the building over the quay.

View from the building over the park.View from the building over the park.
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IJzerenpoortkaai, seen from the quay.Visserskaai, seen from the quay.

Sidewalk of  the Visserskaai.Visserskaai, seen from the park.



070 Frank van Zelderen

MAS  The Museum aan de Stroom, also 
known as the MAS, interestingly was quite comparible 
to the project. It had a large pavilion with a museum 
shop, free exhibition, event space, and one undefined 
space. Despite that you had to pay for the exhibition, the 
vertical forum space and panorama roof  terrace were 
free. Unfortunately the potential of  these space were not 
given any justice. Currently they only give a view over 
the city, altough the view was phenomenal and it was 
pleasant to see what a view a 60m building in Antwerp 
has, it offered not much else than that, as it were empty 
spaces. The use of  escalators was nice, as the climb of  
60m was not tiresome at all. The downside was that, as 
every next escalator was rotated by 90 degrees, you lost a 
sense of  orientation of  the city.

MAS building. Empty forum space.

View over the city.

Pavilions next to the main building.
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Tim van Laere Gallery   The gallery was small, 
yet nice. It gave me some similar vibes as the Museum 
Voorlinden did in terms of  materialization.

Exhbition spaces.
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02Formation of  a museum.
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Studio brief  3.
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Project brief.

Analyzing M HKA’s project brief  from the design competition.
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Analyzing the program of  demands.
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Upscaling of  M HKA into VMHK.

Given that M HKA as the future Flemish Museum of  Contemporary Art (VMHK) wants to upscale into a large museum, 
comparable to the size of  KMSKA and MAS, the aim is to give substance to the entire program of  demands.

Current total m² of  M HKA   9.000 m² (gross).
Desired total m² of  VMHK   15.000 m² (net) or 22.350 m² (gross), excluding outdoor spaces.
Proposed m²     13.765 m² (net), excluding outdoor spaces.

     Required m²   Proposed m²
1. Permanent collection    3.032 m²   2.912 m²
2. Temporary collection    3.150 m²   2.828 m²
3. Library & Archive    1.901 m²   1.551 m²
4. Forum     3.608 m²   2.825 m²
5. Back-office     3.337 m²   3.649 m²
6. Outdoor space    350 m²    400 m²
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Museum buildings, construction and desing manual by Schittich (2016).

Research.
Reading  Schittich, C. (2016). Museum Buildings: 
Construction and Design Manual. München: DETAIL. 
https://doi.org/10.11129/9783955532963
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Kunsthaus Extension, Zürich | Section B-B

Section of  Depot Boijmans Van Beuningen.

Auditorium plan of  Kimbell Art Musem Expansion.

Fourth floor of  Centre Pompidou.

Section of  Kunsthaus Zurich.

Section of  FRAC.

References  Depot Boijmans Van Beuningen, designed 
by MVRDV (2017).

Kimbell Art Museum Expansion, designed by Kendall/
Heaton Associates & Renzo Piano Building Workshop 
(2013).

FRAC Dunkirk, designed by Lacaton & Vassal (2015).

Centre Georges Pompidou, designed by Richard Rogers 
& Renzo Piano (1977).

To get a first grasp of  what dimensions would fit with the 
requirements of  the program of  demand and what spatial 
sequences would make sense for a museum, I looked into 
the book Museum Buildings: Construction and Design Manual, 
the previous precedent studies and some contemporary 
reference projects.

FRAC, Dunkirk | Cross section | 1:200

Centre Georges Pompidou, Paris | Fourth floor with current exhibition layout | 1:500

To Do List
- Stair cuts + notation
-Roof Detail
-Window Details
- Ground + 1st Floor Columns
-Doorways

Present Day Floor Plans

urban plan 1:1000urban plan 1:1000 Site Drawing with activities 1:600
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Plan and section of  the round and round shaped exhibition spaces of  the Bonnefantenmuseum.

Since the round room is somewhat of  an awkward shape 
to hang on artworks, making it somewhat inconvenient 
to utilize as a gallery space. I looked into different 
approaches that deal with the shape of  a round room.

The first example is the Bonnefantenmuseum. This 
museum uses the shape in two ways. One (left image) 
is by putting sculpture in a round room, so it does not 
put anything onto the walls. The other (right image) is by 
making the walls slightly angled, thus making it appear to 
be round while making it able to hang something onto 
the walls.

References  Bonnefantenmuseum, designed by Aldo 
Rossi (1995).

Musée de l’Orangerie, designed by Firmin Bourgeois 
(1852).
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Floor plan of  Musée de L’Orangerie, with the Panorama rotunda exhibition spaces on the right.

Panorama Rotunda and the Water Lilies murals of  Claude Monet.

The second example is the panorame rotunda rooms of  
the Musée de l’Orangerie. Instead of  a round room, it 
is an elliptical room, specifically built to display Monet’s  
monumental murals on its curving white walls. The 
murals’ colossal dimensions, however, rendered them 
difficult to accommodate within the confines of  a 
traditional museum or gallery setting. Nonetheless, the 
oval room and and the shifting conditions of  light and 
atmosphere create the perfect space necessary to do the 
paintings justice.
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The question of  what the forum space is or could be 
struck me. I started to wonder and formulate what the 
forum space will be for the design of  M HKA. By both 
researching what the forum used to be and is in modern 
terms, combinded with reading an article about what the 
forum space of  a museum should become, I concluded 
the following statement.

In Ancient Rome and Greece, the Forum was a public 
gathering place. It served as a revitalized city square 
where the people of  Rome could gather for commercial, 
political, judicial and religious pursuits. Vitruvius 
proposed a 3:2 length-to-width ratio.

The Groninger Forum is intended as a general 
meeting place for residents and visitors of  the city of  
Groningen. It has a nickname as ‘the living room of  
Groningen’. It provides a cohesive program of  cultural 
activities such as exhibitions, courses, lectures, films, 
youth activities and debates and takes care of  the library 
function in the municipality of  Groningen. It also has 
a close collaboration with the Groningen debate center 
DwarsDiep, the Hanze University of  Applied Sciences 
and the University of  Groningen.

According to Duncan F. Cameron, former director of  
the Brooklyn Museum in 1971, the forum space is:

“Museums must concern themselves with the reform and development 
of  museums as museums. They must meet society’s need for that 
unique institution which fulfills a timeless and universal function 
the use of  the structured sample of  reality, not just as a reference 
but as an objective model against which to compare individual 
perceptions. At the same time, and with a sense of  urgency, the 
forums must be created, unfettered by convention and established 
values. The objective here is neither to neutralize nor to contain 
that which questions the established order. It is to ensure that the 
new and challenging perceptions of  reality–the new values and their 
expressions–can be seen and heard by all. To ignore or suppress the 
innovation or the proposal for change is as mindless as to accept that 
which is new because it is novel.”

Reading  Encyclopaedia Britannica. (n.d.). Forum. In 
Britannica. Retrieved from https://www.britannica.com/
topic/forum-ancient-Rome

NL Architects. (2019, December 15). Forum Groningen 
Multifunctional Building. ArchDaily. Retrieved from 
https://www.archdaily.com/930102/forum-groningen-
multifunctional-building-nl-architects

Cameron, D.F. (1971). The Museum, a Temple or the 
Forum. The Brooklyn Museum.
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Groninger Forum.School of  Athens by Renaissance painter Raphael.

The Museum’s Forum will become a place where residents and visitors of  the city of  Antwerp could gather for 
commercial, political, and cultural pursuits, ensuring that the new and challenging perceptions of  reality–the new values 
and their expressions–can be seen and heard by all.

?

Forum

Politcal CulturalCommercial
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The strategy for the main volume formulated into three 
different layers. The plinth, build up until the height 
of  the existing ninetheenth century layer; embedded in 
the urban structure, and consisting of  public functions 
and working spaces. The core, containing the museum 
overlooking, the neighbourhood and contemporary 
buildings. And a crown, which is an elevated public 
function, overlooking the city of  Antwerp.

Based on the previous reserach, I tried to make a first 
series of  volumes and program stacking. Three different 
studies were conducted. After building the first mock-up 
volume; giving a rough estimation on how the program 
of  the demand could be translated into a volume, I found 
the building height somewhat hostile to its surrounding.  
It was about three times higher than the neighbouring 
buildings. Personally, I found this to be a misfit, thus I 
want to distribute the volume into smaller pieces. This 
resulted in two different option than the first one. One 
with a main volume on the given site and a volume in the 
park, and another one with a main volume on the given 
site, one volume in the park and another one along the 
quay or possibly (floating) on the Schelde river.

Design.
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WaalsekaaiCockerillkaai

T.A.W. +8.50

Forum as an exterior extension through a colonnade

Forum as an exterior extension through a bridge

WaalsekaaiCockerillkaai

T.A.W. -1.70

Forum as an exterior extension through an overhang

Forum as an exterior extension through a bridge

Main building Park pavilionFloating pavilion

Floating pavilion

Forum

Forum

Forum space as a horizontal continuation between the three different buildings in section and sketch.



Project journal 087

ou
tli

ne
d 

w
ith

 e
xi

st
in

g

ex
is

tin
g 

bu
ild

in
g 

lin
e

ga
rd

en
 li

ne

ur
ba

n 
fa

br
ic

70 m²

LogisticsLogistics

Museum shop ForumLobby,

Restaurant

lockers, etc.

Forum

Terrace

6.73 m

10
.3

3 
m

Multifunctional space

Ground floor option 1.

Ground floor option 2.

ou
tli

ne
d 

w
ith

 e
xi

st
in

g

ex
is

tin
g 

bu
ild

in
g 

lin
e

ga
rd

en
 li

ne

ur
ba

n 
fa

br
ic

70 m²

LogisticsLogistics

Multifunctional space Museum shopLobby,

Restaurant

lockers, etc.

Forum

Terrace

6.73 m

10
.3

3 
m



088 Frank van Zelderen

Site plan.
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The redistribution of  the program into three different 
buildings was further explored, and resulted in a first set 
of  more detailed drawings.

Park pavilion.

Floating pavilion.

Main building.
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As I continued working on the history research, I came 
along two interesting master theses. One focused on 
what materials can be considered, and are used as, local 
materials. And the other was an in-depth research on 
material and building techniques in masonry buildings 
found in Belgium. These led to a series of  maps which 
show where a variety of  raw materials can be found in 
Belgium and where these are produced and processed 
into building materials. Combining these maps, and some 
literature, I did a study to show what the material culture 
of  Belgium and Antwerp looks like. In conclusion, with 
the natural resources of  which Belgium has access to, 
concrete, wood, brick, stone, marble and glass can be 
considered as local building materials (Van Cauwenberge, 
2018). Despite not mentioned in the sources, the resources 
used to manufacture the mentioned materials can also be 
used to create plaster, thus allowing it to be considered 
as a local material as well. The location of  the different 
materials form a direct correlation to Belgium’s building 
and material culture as well, as bricks are more common 
in Flanders than stone and vice versa in Wallonia.

Local resources require less emissions than importing 
resources and are in some cases of  a better aesthetic 
and quality compared to an equivalent product from 
somewhere else. That is why these maps might eventually 
be helpful in choosing the materialization of  for my own 
project. 

Building materials found in Antwerp.
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Building materials and their source found in Belgium.
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Naturalis Biodiversity Center As we approached
the building from the train station, it was hard to find 
the entrance, as the orientation of  the façade was hard 
to read (although the materialization felt proper, given 
the type of  the museum). Apparently there was one 
at the front and rear of  the building. Once we entered 
the building, we were somewhat stunned by the 
enormity of  the atrium. On the one hand a nice forum 
space, connecting all of  the different commercial and 
welcoming functions with a large staircase leading you 
to the actual museum. On the other hand it didn’t really 
feel like a public space for other activities than those of  
the museum. To sum up the museum itself, it was very 
scenographic and some sort of  sensation curation. I 
would say a perfect match to alure children and such for 
educating purposes, but not something to look after for 
in an art museum. Nonetheless, it did feel like a museum 
you could comfortably spend an afternoon at, as it had a 
cafe, toilets and occasionally workshops on the bottom, 
middle and top floor and the lazy stair, although you had 
to take the same one to go back or take the elevator once 
at the top, made circulation quite easy.

Excursion, Leiden.

Façade of  Naturalis.

Back entrance of  the building.
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With René.

The atrium and large staircase.

Coffee corner on the second floor.Scenography of  the prehistoric skeletons..



094 Frank van Zelderen

Museum De Lakenhal   All in all it was an 
interesting museum to see. Displaying a collection 
consisting of  contemporary and classical artworks in 
both renovated and newly build rooms. Some of  the 
personal favourite things about the museum were the 
interior finishes, furniture and façade of  the extension. 
The craftmanship of  the wooden furniture like benches, 
lockers, doors, tables and so on were stunning to see and 
the atmosphere that the different colours, not smoothly 
painted or plastered, of  the walls gave were impressive. 
The warm feeling that these materials and colours 
gave, made me feel very welcomed and warm. After a 
conversation with the lovely lady from the information 
desk, I was amazed by the fact that the building consisted 
of  so many different layers of  building and renovation 
periods. Not knowing this beforehand, it made complete 
sense why some spaces in terms of  materiality and scale 
felt so different. So, in a way, it was interesting to see what 
these different scale of  spaces could do and what kind 
of  artworks it could display; large rooms with different 
sizes of  paintings and objects, and small rooms or rather 
cabinets with fewer and in some cases smaller paintings 
or other objects like in one room fabrics spread out on a 
table. The former creating more distance to perceive the 
object, and the latter to get closer and more confronted 
with the object.

Entrace to the museum cafe.

Materiality, form and details of  the extension.

Main entrance.
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Roughly plastered or painted walls.

Some details of  ventilation in the old parts of  the museum.
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Exhibition spaces in the old part.

Wooden furniture.

Model and timeline of  the museum.
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Exhibition space of  the extension.

The atrium, connecting both old and new.

Detail of  the hallway leading to the older sections.
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Rijkmuseum Boerhaave  I probably
learned more scientifically than architecturally from 
this museum. It was truly super educative, but with a 
mishmashed façade of  three or more different building 
periods it felt somewhat strange to approach the building 
and walking around in the exhibition spaces we had the 
idea of  merely walking around in some sort of  poorly 
lighted attic. Perhaps that like Naturalis this fits well with 
the type of  collection one wants to curate, as it felt very 
scenographic as well. Especially some thematic rooms 
like the medicine section. Perhaps that the highlight was 
the collector’s cabinet, as it was a modern representation 
of  the cabinets of  curiosity.

Old Dutch saying.

Main entrance and its four different façades.
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Collection of  curiosities.

Exhibition space.
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Rijksmuseum van Oudheden  The 
entrance hall was enormous, with at the back the first 
collection object as this grandeur welcoming gesture, the 
information desk, lockers, cafe and museum shop on 
one side, and the entrance to the museum on the other. 
Like Naturalis, maybe even to a larger extend, it was 
publicly not so special, but it did give a first welcoming 
impression. The museum itself  had an interesting 
chronological story; displaying the most ancient pieces of  
Egypt first and those of  Greek and Roman afterwards. 
The only downside was that, once upstairs, you had to 
walk down the same stairs. In that sense, none of  the 
museums seemed to have an alternative approach to 
vertical circulation and movement. Also the way certain 
objects were curated and how the rooms were divided 
into smaller sections felt properly done. It was also heart-
warming to see some older ladies sitting on a chair and 
sketch Ancient Greece sculptures. Never have I ever seen 
such an interaction in a museum before.

Exhibition space.

Main entrance.

Scenography.
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Rijksmuseum Volkenkunde  Unfortunately 
we didn’t have much time to visit the final museum of  our 
trip. But by coincidentally the temporary exposition was 
located on the ground floor. Making use not only be able 
to visit the museum in a short amount of  time, although 
not seeing the entire collection, but also realizing that 
this is in a practical sense quite useful as well. This way 
returning guests can easily visit the museum again once 
the temporary exhibition changes. The only concern that 
we had, was the relation between the contemporary  and 
permanent exhibition, as it was not clear in both signage 
and circulation when one or the other began and ended.

Exhibition space.

Path leading towards the main entrance.
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Excursion, The Hague.
Louwman Museum   It was fun to 
experience the postmodernist architecture of  the 
Louwman Museum. I quite liked the spectacleof  the 
wooden ceiling. Despite that the façade and lobby were 
very disney-like and colorful, the cars were displayed in 
unfinished concrete showrooms. It was pleasant that 
you could take the elevator up and walk the stairs down, 
ending up in the cafe. An interesting detail we noticed 
during our arrival was that cars older than 40 years were 
allowed to park for free in front of  the door, which at the 
same time also functioned as a kind of  business card for 
the museum.

Postmodernistic façade. The unfinished concrete ceiling of  the showrooms.

Entrance showroom. Parking sign for 40+ year old cars.
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With Denzel and René.

Museum Voorlinden    The museum 
had a pleasant, homely, atmosphere, which seemed to be 
due to the laminated floor. It was also pleasant to see the 
involvement, with the use of  long corridors that ended 
with a window and through curation, of  the beautiful 
surroundings. It felt as if  the natural outside world was 
brought into the museum’s inner world. Just like Renzo 
Piano’s Beyeler Foundation. The light filter in the ceiling 
was interesting as well. Almost no direct sunlight was 
exposed onto the walls. As a result, the works of  art were 
equally shaded. The spaces also seemed to be rearranged, 
as not every wall went all the way up to the ceiling. This 
may also have been the cause of  the unclear routing, as 
the rooms were not logically connected.

Exterior of  the museum.

Exhibition spaces.

Homely feeling of  the interior.
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Stedelijk Museum Amsterdam   Aside from 
the weird bathtub shape of  the extension, I had higher 
expectations of  a museum with over 650.000 visitors a 
year. The forum space was enourmous, but had little to 
offer. It had just one bench, which was always taken, and 
a small corner for to the wardrobe and museum shop. I 
certainly think they could have dedicated more space to 
create a semi-public or make it much smaller with the 
current elements they offered. The exhibition spaces 
where alright, but not very special. I personally prefer 
the white walls combined with the wooden floor of  the 
Voorlinden Museum, as it felt more homely than in this 
case.

Ticketing part of  the forum.

Commercial and gathering part of  the forum.

Enfilade of  exhibition spaces. Exhibition space.

Excursion, Amsterdam.
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Individually.

Rijkmuseum   As probably my 
favourite museum in The Netherlands, the Rijksmuseum 
never stops to intrigue me; its fine arts, master pieces and 
astounding architecture. Some key things I noticed during 
the visit were the large forum space, library and spatial 
organisation of  the Gallery of  Honour. Interestingly 
the large forum space was devided into three sections. 
A space where you could gather on the one side, in the 
middle a space where you can drop off  your jacket and 
bag, and a space where you could get food and drinks 
and buy a souvenir on the other side. The library was, to 
my own surprise as I did not recall this at all, part of  the 
exhibition to a certain extend. As the final room after a 
series of  exhibition spaces, you could see people working 
and studying on the archive and library downstairs. Whilst 
this is usually a seperated or closed off  room, it now 
was able to integrate as part of  the museum. Lastly, the 
Gallery of  Honour, where some of  the best works of  the 
museum are put on the wall, I noticed something about 
the spatial organisation. Whilst often you find exhibition 
spaces as part of  a series, connected through a enfilade, 
it was not the case here. Instead there was a large space 
in the middle, which allowed movement and provided 
places to sit, but most importantly laid a focus on the 
masterpiece of  the museum, Rembrandt’s Nachtwacht. 
It both felt like one big room, but also the opposite. As 
this large middle part was connected to smaller rooms, 
before you would be able to see the Nachtwacht from 
closeby. Additionally it was nice to see, like in Naturalis, 
that there was a coffee corner somewhere between the 
first and second part of  the exhibition. Making it able to 
rest a bit, which is nice in an enormous museum like this.

Gathering part of  the forum.

Commercial part of  the forum.

Library.Gallery of  Honour.
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Excursion, Paris.

Centre Pompidou.

Center Pompidou, Musée du Louvre, Palace of  
Versailles, Musée de l’Orangerie  The Centre 
Pompidou had an inmense amount of  public space on 
the ground floor, especially when the piazza in front is 
included as well. It was somewhat of  a pitty that the large 
forum space was not entirely public, since you must go 
through a security check and the library was not freely 
accessible. Nonetheless, it offered much more than the 
average museum does, as it had an interactive installation 
for children, boutique shop, book shop, a cinema, and 
much more. Going up, the experience of  slowly looking 

over the city, with an outdoor balcony on the fifth floor, 
was phenomenal. The art spaces were far from a white 
cube, as they often displayed the installations through the 
ceiling and had a wooden floor. An interesting detail was 
the section between some of  the art spaces that led to 
toilets. Each exhibition space was connected to a long 
hallway in the middle. Something similar could be seen 
in classical museums like the Louvre and the palace of  
Versailles. Additionally, besides the impressive Water 
Lilies of  Monet, it was interesting to see the releationship 
of  a panorama rotunda exhibition space with modern art.
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The main forum space.

Centre Pompidou, ground floor..

View over Paris from the fifth floor.

Centre Georges Pompidou, Paris | Ground Floor with Piazza | 1:500

To Do List
- Stair cuts + notation
-Roof Detail
-Window Details
- Ground + 1st Floor Columns
-Doorways

Present Day Floor Plans

urban plan 1:1000urban plan 1:1000 Site Drawing with activities 1:600

Individually.
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Centre Pompidou, fourth floor.

Exhibition spaces.

Musée de l’Orangerie. Musée du Louvre.Palace of  Versailles.

Centre Georges Pompidou, Paris | Fourth floor with current exhibition layout | 1:500

To Do List
- Stair cuts + notation
-Roof Detail
-Window Details
- Ground + 1st Floor Columns
-Doorways

Present Day Floor Plans

urban plan 1:1000urban plan 1:1000 Site Drawing with activities 1:600
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Musée du Louvre   The Louvre was 
very special to visit. Aside from it enormous amount 
of  museum spaces and art works, it probably would 
take  an enormous amount of  pages to describe this 
museum as well. So, to summarize some of  the unique 
elements, it would match these three images. After a long 
walkthrough of  museum spaces, at some point you could 

encounter a place to rest or take your mind away from all 
of  the art works. Something like a museum shop or small 
cafe,  could be found in between the painting galleries. 
But the most unique encounter was the hidden atrium  in 
the sculpture wing, with some benches and trees, which 
made it personally very special.

Cafe. Museum shop.

Sculpture atrium.
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First floor

project

datum

paper size

scale 1 : 500

A3

KMSKA / KAAN architecten

11 11 2022

Public Exhibition Work

Denzel and I collaborated in redrawing the floor plans 
and sections of  the Koninklijk Museum voor Schone 
Kunsten Antwerpen (KMSKA), as part of  the drawing 
group for the collective research. We found a nice set 
of  drawings from KAAN’s intervention, and started to 
redraw them according to the same principle as we did 
for the precedents. What I personally found interesting 
finding out during the process of  redrawing, was the 
clear seperation in functions. Public functions at the 
front accesible through the main entrance, the exhibition 
spaces in the middle, and the offices at the back.

Reference Koninklijk Museum voor Schone Kunsten 
Antwerpen, founded by Napoleon Bonaparte in 1810. 
Designed by architects Frans van Dijk & Jean-Jacques 
Winders (1890), reconstructed by KAAN Architecten 
(2022).

Research.
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Koninklijk Museum voor Schone Kunsten Antwerpen | Ground floor | 1:200

Ground floor
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KMSKA / KAAN architecten

22 11 2022

Koninklijk Museum voor Schone Kunsten Antwerpen | First floor / Piano nobile | 1:200

First floor / Piano nobile
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Koninklijk Museum voor Schone Kunsten Antwerpen | Second floor | 1:200
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Koninklijk Museum voor Schone Kunsten Antwerpen | Second floor - Entresol blue cabinets | 1:200
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Koninklijk Museum voor Schone Kunsten Antwerpen | Second floor - Entresol technical spaces | 1:200
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Koninklijk Museum voor Schone Kunsten Antwerpen | Third floor | 1:200
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Koninklijk Museum voor Schone Kunsten Antwerpen | Longitudinal section | 1:200

Koninklijk Museum voor Schone Kunsten Antwerpen | Section | 1:200
0 2.5 5 10m

Koninklijk Museum voor Schone Kunsten Antwerpen | Cross section | 1:200

Koninklijk Museum voor Schone Kunsten Antwerpen | Section | 1:200
0 2.5 5 10m
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As part of  the history research, for the collective 
research, I did some research about the building and 
material culture of  Belgium and in particular Antwerp. 
The book Bouwen door de eeuwen heen, written by Van 
Aerschot-Van Haeverbeeck et al. (1989), focuses on the 
city of  Antwerp and its wide range of  different building 
styles. Through showing a selection of  the inventory 
of  the city its cultural property, a distinguish between 
the assets could be made. Thus marking a set of  four 
different building styles, namely Gothic, Renaissance, 
Traditional and Modern architecture. Additionally a 
fifth style; the Flemish Renaissance Revival, has been 
added as it had a major influence in Antwerp and the 
surroundings of  M HKA and played a role in influencing 
the international architecture stage. Additionally, the 
book gave an overview of  building characteristics found 
in Antwerp.

City centre of  Antwerp (photo taken by Brittany Varano).

Reading Van Aerschot-Van Haeverbeeck, et al. (1989).
Bouwen door de eeuwen heen.

Van Cauwenberge, E. (2018). Lokale bouwmaterialen in de 
Belgische context [Master’s thesis]. Universiteit Hasselt.
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Building characteristics found in Antwerp.
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Looking into the existing public spaces and future plans 
in Antwerp.

Along the Scheldt quay.

Droogdokkenpark
 Park,, hangars with workshops and hangars with 
 a Maritime Museum (which contains part of  the  
 MAS collection), tide park, and pavilions with a  
 cafe.
Kattendijksluis and Rijnkaai
 Remainders of  the former harbour activities
 (such as hangars and cranes), recreation, offices,
 and the Red Starline Museum.
Bonapartedok and Loodswezen
 WOII monument, offices, recreation, events 
 and ceremonies, and a park.
Schipperskwartier and centrum
 Noorder- en Zuiderterrassen, Kasteel het Steen, 
 pavilions with restaurants, cruise ship terminal.
Sint-Andries and Zuid
 Park, sports, open-air podium and a former
 atomic shelter.
Nieuw Zuid
 Park and water forest, three pavilions; viewpoint,
 technical, and (most likely to become) restaurant.
Petroleum Zuid
 Companies and greenery.

Other city projects.

Linkeroever
 Park and green landscape with pavilions, mainly
 restaurant and one art pavilion Kunstcentrum 
 aan de Stroom (KAS).
Stadspark
 Art in the park.
Park Brialmont.
 Pavilion with a visitor centre.

Brialmont pavilion (Cluster landschap & stedenbouw).

KAS pavilion (Studio Inarco).

Noorderterras pavilion (own image).
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Parks in Antwerp (Omgeving landscape architecture).

OMGEVING . 11 mei 2021 . 20031_TK_003_conceptnota_definitieve versie
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Getijdenpark

Maritime Museum, part
of  MAS collection

Park Cafes

Workshops

Site plan of  the Droogdokkenpark and the design proposal of  its Maritime Museum (Atelier Kempe Thill).
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Scheldt axis as a gesture, refering to the former connection 
between the docks and river. Some sort of  exit point 
from the park to the water, likewise to the former lock 

Zuiderdokkenpark at the heigh of  the project site (Tractebel, ADR Architects, Georges Descombes).
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Parks, museums and galleries located in Het Zuid.

After analyzing the site; the late nineteenth-century 
neighbourhood ‘Het Zuid’, I found out that the city 
district is also refered to as ‘Zuid-Museum’. This can be 
seen clearly as three of  the major museums of  Antwerp; 
FOMU, KMSKA and M HKA, are located in this area, 
along many smaller galleries. Perhaps you could say that it 
is the art and cultural scene of  Antwerp is emerging within 
this neighbourhood. Along its monumental axis’ you can 
see that some connect the museums Het Zuid with other 
museums of  Antwerp. Connecting the FOMU, KMSKA 
and M HKA with museums such as the MAS, Museum 
Plantin-Moretus, ModeMuseum, Museum De Reede and 
Red Star Line Museum.

One problem I do encounter in this area, is the 
genericness of  the park and quay, compared to the 
programming found in other parks and parts of  the quay. 
Nonetheless, this might bring an opportunity for the 
pavilions to improve the quality of  these public spaces. 
Especially with the new waterbus line connecting the 
neighbourhood with the Linkeroever and city centre.
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Waterbus line connecting the neighbourhood with other parts of  the city.

Culture axis.
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The concept for the floating pavilion, was further 
developed into a floating pavilion that is part of  a larger 
network; a collaboration with FRAC in Dunkirk, SMAK 
in Ghent, kunstmuseum in Basel, Museum Boijmans van 
Beuningen in Rotterdam, Kunstmuseum in Basel, and so 
on (as seen on the map). By using tugs it would be able 
to sail on the rivers and canals of  Europe, from city to 
city. Thus, instead of  people and art being transported 
to a museum, the museum comes to their city instead, 
in a more sustainable manner as well. The one concern 
that occurs, is what if  the pavilion is unable to go 
underneath lower fixed bridges. Like the Floating Office 
of  Powerhouse Company, it could be a possibility to 
make the pavilion, or a part of  it, demountable. Another 
solution would be setting a limit to its height, but also to 
its exhibition spaces, so it will be able to go underneath 
most of  the bridges.

It was a fun and interesting concept, but unfortunately 
the idea got ceased. Demountable construction by Powerhouse Company.

Map of  rivers and canals, which connects major cities with a contemporary art museum.



Project journal 121

Adapting to the overhead clearance of  European bridges 
(Leonard, R. & Working Group 9 of  the Permanent Technical Committee, 1990).

Landscape

Xavier Hufkens Gallery, by Robbrecht en 
Daem Architecten.

Cityscape

Centre Pompidou, by Richard Rogers & 
Renzo Piano

Waterscape

FRAC, by Lacaton & Vassal.

Tackling the genericness of  the quay and park allows 
for interesting curations with artworks. Using the three 
different scapes; waterscape, cityscape, landscape, found 
in the three different buildings. 
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Harrow New Civic Centre by Gort Scott.

After a discussion with Susanne, we came to the 
conclusion that the mid section of  the forum space lacked 
a proper strategy. She gave me tip to look at Toni-Areal 
by EM2N, who have this large staircase going all the way 
up, from ground floor to the top floor. This reminded 
me of  Aldo Rossi’s Bonnefantenmuseum as well. What I 
noticed in both plans, is that they have this forum space 
in front of  the staircase. Something that functions as a 
gathering place, or where other public functions were 
located. Given that the future VMHK desires to become 
more than a museum, and more like a public building, I 
think this concept aligns well with their desire. And as 
to imaging such a place, I think the forum space of  the 
Harrow New Civic Centre shows this the best. A public 
space where you can find an information desk, seatings, 
a cafe, and a rather open space connected to the upper 
floors (with a large staircase as well).

References Bonnefantenmuseum, designed by Aldo 
Rossi (1995).

Toni-Areal, designed by EM2N (2014).

Harrow New Civic Centre, designed by Gort Scott (in 
progress).
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Toni-Areal by EM2N.
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Bonnefantenmuseum by Aldo Rossi.
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Longitudinal section.

+8.50 m

+15.25 m

-6.50 m

-11.00 m

0.00 m

+24.25 m

+28.75 m

+35.50 m

+42.25 m

+46.75 m

+22.00 m

+19.75 m

+51.75 m

Vertical movement through the main building. Public spaces in front of  the escalators, private functions behind.
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P2 presentation.

Program stacked into one building.

Proposal of  three buildings.

Current situation.

Site plan.
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Drawings of  the quay pavilion.
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Drawings of  the main building.

Model images
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The remarks taken from P2 led to a further study 
on the redistribution concept. Looking back at the 
previous research and excursions it became clear that 
this redistribution of  the program over the site is 
similar to the MAS. Thus the design can be related as 
some sort of  a family museum. But unlike the MAS, it 
will be as smaller pavilions. Simultaneously, this created 
the concept of  creating a continuing path of  pavilions 
from the quay, through the ground floor (also as an exit 
point from the park to the water) of  the building, to the 
park. Something related to the pavilion-like floor plan 
of  SANAA’s Kanazawa Museum of  Contemporary Art. 
The ground floor, enclosed by an open plinth, carrying 
the heavy weight of  the mass that is above through a 
serie of  filigree columns. Similar to Atlas, who carries 
the heavens or sky for eternity, it carries the culture and 
knowledge of  the institution/museum.

Kanazawa Museum of  Contemporary Art.

Research. 
References Kanazawa Museum of  Contemporary Art, 
designed by SANAA (2004).
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Series of  pavilions.

Model study, testing different configurations of  the concept.
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References Het Nieuwe Instituut, designed by Jo 
Coenen (1993).

Neues Luzern Theater, designed by Cometti Truffer 
Hodel Architekten (2022 competition, unbuilt).

BOZAR, designed by Victor Horta (1928, currently 
renovated by Barbara van der Wee architects).

Fries Museum, Bierman Henket architecten (2012).

Centre Pompidou, designed by Renzo Piano & Richard 
Rogers (1977).
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Logistics
282 m²

Forum
575 m²

Lobby
370 m²

Cafe
135 m²

Forum
270 m²

Museum shop
160 m²

Lockers

To further develop the pavilion concept, I looked into 
a variety of  ground floor plans, regarding their spatial 
sequences, scales, and pavilion-like compartmentalizing.

I also looked into the fire safety regulations of  Flanders. 
For example evacuation: a room has to be within a range 
of  30m of  the evacuation route and 45m of  the nearest 
fire stair or exit. The second stair or exit has to be within 
an 80m reach. The current plans meet these requirements. 
This was found on the website of  Brandbeveiliging 
Vlaanderen, but is also mentioned in art. N4/1 KB of  
7 juli 1994.
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Neues Theater Luzern, Cometti Truffer Hodel Architekten.

Fries Museum, Bierman Henket architecten.

Centre Pompidou, Richard Rogers & Renzo Piano.Het Nieuwe Instituut, Jo Coenen.

BOZAR, Victor Horta & Barbara van der Wee architects.

Centre Georges Pompidou, Paris | Ground Floor with Piazza | 1:500

To Do List
- Stair cuts + notation
-Roof Detail
-Window Details
- Ground + 1st Floor Columns
-Doorways

Present Day Floor Plans

urban plan 1:1000urban plan 1:1000 Site Drawing with activities 1:600
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Ground floor plan.

In order to both match the architecture with the one of  
the main building and find a characteristic that matches 
the park and quay, a same column like approach was used 
for the design of  the pavilions.

Design.
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Pavilion plans.
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A difficult moment of  realization
The building and its concept started to look like, and 
align to the idea of, a warehouse. Although it might seem 
a bit unclear at this point in the journal, as there is not 
much mentioned about it yet, later on it will be due to its 
appearance, structure and flexibility. With this shift, the 
concept of  redistributing the program no longer made 
any sense, despite its introduction during P2. As sad as 
it was in the first place, since I truly liked the idea and all 
of  the effort that I put into it, I had to make the tough 
decision to focus on the new concept. But that is just the 
difficult reality you sometimes have to face as a designer, 
kill your darlings, and move on in order for it to become 
better...

Change.
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Art in the Zuiderdokken Park (vlaamsbouwmeester, Tractebel, ADR Architects).

Art in the Stadspark (Omgeving landscape architecture).

Sculpture on the Scheldt quay.

Looking back at the previous site and city analysis, I’ve 
noticed that some of  the design proposals, such as the 
Stadspark and Zuiderdokkenpark, consider including 
public artworks as part of  engaging with the public. 
Additionally, the quay recently added a sculpture next to 
the site. 

Finding out about the possibility of  public art displayed 
in the park, I got curious to know more about the impact  
of  this on the public.

OMGEVING . 11 mei 2021 . 20031_TK_003_conceptnota_definitieve versie
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Figuur 91 sfeerbeelden kunst in het Stadspark

Research.
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 WHAT THIS MEANS

Museums are uniquely positioned 
to blend education and recreation. 
Roundtable participants stressed 
the importance of taking risks 
in the creation of new programs 
and experiences, while avoiding 
“least common denominator” 
strategies. A key opportunity 
is to engage adults in more 
learning opportunities  
on-site while developing 
new strategies to meet 
younger constituents 
where they are.

Architecture must play a 
balancing act. Digitized 
collections and self-
directed experiences 
are on the rise, but 
museum leaders worry 
that over-emphasis on 
technology is displacing 
human interaction. The 
importance of welcoming, 
contemplative spaces must 
be balanced with the pull of 
iconic architecture and activity-
focused programming.

Clear, mission-aligned success 
metrics are necessary. Participants 
noted an increasing expectation for 
quantifying value and success from 
philanthropic donors, while stressing the 
pitfalls of unproductive metrics. They see a 
shift toward more mission-driven metrics in 
the future, along with a greater balance between 
public and private funding.

To attract and retain audiences, museums must strengthen 
their presence in their communities. Lifestyle and retail activities 
compete for visitors’ attention, but can also play a synergistic role. 
Museums must define their target audience(s) and tailor programming 
accordingly, including a comprehensive and often district-level approach  
to the visitor experience.

 “Museums should be enjoyable, curious, allow 
us to see beauty, and fill us with wonder.”
Maria Balshaw,  
Director, Whitworth Art Gallery

Gensler Research | Museum Futures4
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 WHAT THIS MEANS

Museums are uniquely positioned 
to blend education and recreation. 
Roundtable participants stressed 
the importance of taking risks 
in the creation of new programs 
and experiences, while avoiding 
“least common denominator” 
strategies. A key opportunity 
is to engage adults in more 
learning opportunities  
on-site while developing 
new strategies to meet 
younger constituents 
where they are.

Architecture must play a 
balancing act. Digitized 
collections and self-
directed experiences 
are on the rise, but 
museum leaders worry 
that over-emphasis on 
technology is displacing 
human interaction. The 
importance of welcoming, 
contemplative spaces must 
be balanced with the pull of 
iconic architecture and activity-
focused programming.

Clear, mission-aligned success 
metrics are necessary. Participants 
noted an increasing expectation for 
quantifying value and success from 
philanthropic donors, while stressing the 
pitfalls of unproductive metrics. They see a 
shift toward more mission-driven metrics in 
the future, along with a greater balance between 
public and private funding.

To attract and retain audiences, museums must strengthen 
their presence in their communities. Lifestyle and retail activities 
compete for visitors’ attention, but can also play a synergistic role. 
Museums must define their target audience(s) and tailor programming 
accordingly, including a comprehensive and often district-level approach  
to the visitor experience.

 “Museums should be enjoyable, curious, allow 
us to see beauty, and fill us with wonder.”
Maria Balshaw,  
Director, Whitworth Art Gallery

Gensler Research | Museum Futures4

Although this article focuses on the future of  the 
museum, especially regarding the digitilization of  art and 
the museum, there is some truths in how to reach and 
include the interests of  different audiences.

Reading Balshaw, M., et al. (2015). What is the future of  the 
museum? Gensler Research.
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Reading Sharp, J., Pollock, V., Paddison, R. (2005). Just 
Art for a Just City: Public Art and Social Inclusion in 
Urban Regeneration. In Urban Studies, Vol. 42 (no. 5–6), 
pp. 1001–1023. American Anthropological Association. 
https://doi.org/10.1080/00420980500106963
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Reading Zebracki, M., De Bekker, D. (2018). Public 
Art for an Inclusive City: Producers and Publics on the 
Social Potentials and Problems of  Flagships Vis-à-Vis 
Community Art. In City & Society, Vol. 30 (no. 1), pp. 
14–44. American Anthropological Association. https://
doi.org/10.1111/ciso.12153
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Taking the literature into consideration, the space that is 
leftover between the pavilions creates an in- and outdoor 
forum landscape, suitable for public art. Public art is 
something currently missing in the program of  demands, 
which offers great opportunities to include a wider range 
of  audience, such as communities and locals, include the 
environmental qualities of  the site while also improving 
the quality of  the quay and park, and to offer a possibility 
which goes beyond the privitisation of  art.

References Museum Arnhem sculpture garden, designed 
by Karres en Brands (2022).

Kröller-Müller Museum sculpture garden, designed by 
Bram Hammacher & Jan Bijhouwer (1961).

Teatro del Mondo, designed by Aldo Rossi (1979).

Rubber duck, designed by Florentijn Hofman (2007).
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Sculpture garden of  Museum Arnhem.

Sculpture garden, Kröller-Müller Museum in Otterlo.

Teatro del Mondo (Aldo Rossi). Rubber duck (Florentijn Hofman).
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200 m

0

50 10010

Proposed site section.

Current site section.

This addition to the program of  demands will be 
formulated as two outdoor forum spaces, one in the gap 
of  the quay with a floating artwork, and the other as a 
sculpture garden. The indoor forum space will consist of  
a gathering and event space which displays either local, 
community, amateur, or other types of  art works. 

As a reformed and simplified version of  the pavilions, 
instead of  adding more buildings than the main building 
to the site, it tries to fit in the public artworks into the 
design of  the quay and park. It uses what is already there, 
whilst still improving the overall quality of  the plans and 
marking the site as the art scene of  Antwerp with the 
addition of  the new museum and forum spaces.

Design.
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Landscape

Minneapolis Sculpture Garden, Spoonbridge 
and Cherry by Claes Oldenburg & Coosje van 

Bruggen.

Waterscape

Rubber duck by Florentijn Hofman.

Site plan.

Cityscape

Centre Pompidou, by Richard Rogers & 
Renzo Piano
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When it was decided in the first half  of  the 1980s that 
Antwerp would have a museum of  contemporary art, a 
building in the vicinity of  the Royal Museum of  Fine Arts 
(KMSKA) was sought. A former grain silo was purchased 
on Leuvenstraat, which had served as a storage facility 
until 1969 and later as the discotheque ‘The Palace’.

The renovation was entrusted to the Antwerp architect 
Michel Grandsard, who was known as a collector for 
his involvement in visual arts. He emptied the building, 
had it basements added, and adapted it to the needs of  
a contemporary museum. The art deco-style façade, the 
positioning of  the staircase in the tower, the numerous 
columns in the central space that had to bear the weight 
of  the grain, and the sloping ceiling of  the grain funnel 
in the reception area were preserved. To the left and right 
of  the main volume with its decorative façade, the old 
extensions of  the silo and some adjacent hangars were 
replaced by museum halls behind plain facades. On June 
20, 1987, the museum, with 1,500 m² of  exhibition space, 
was officially inaugurated.

Soon, it became apparent that the available exhibition 
space was insufficient, and there were also problems with 
other functions. In August 1992, a second renovation was 
initiated, and once again Michel Grandsard was appointed 
for the task. The exhibition space was expanded towards 
Wapenstraat with an additional hall, a cylindrical volume 
was added on Waalsekaai, and a series of  rooms extending 
towards the Scheldt River were constructed, tapering to a 
point like a gigantic piece of  cake. This way, 2,500 m² of  
exhibition space was added. On the remaining plots on 
Wapenstraat and Cockerillkaai, offices, a library, a storage 
facility, studios, and a loading dock were built. The first 
exhibition in the “new” M HKA opened on June 26, 
1993.

In September 2003, the entrance hall was renovated by 
the architectural firm Robbrecht and Daem to improve 
certain outdated or less functional aspects of  the interior 
architecture. Additionally, 165 m² of  extra exhibition 
space was created, and the two wings of  the museum 
were better connected on the ground floor.

After more than twenty years, the M HKA building 
was in need of  significant refurbishment. During the 
technical renovation in 2009, the museum’s exterior 
facade was renovated and painted in a new color. Artist 
Enrico David was invited to create an artwork for the 
exterior facade of  the museum.

Reading M HKA. (n.d.). Architectuur. Retrieved from 
https://www.muhka.be/nl/about-m-hka/architecture

Research.
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M HKA in 1969

Warehouse as starting point of  M HKA and 
disco The Palace.

M HKA now

Collage of  buildings.

VMHK

Flemish Museum of  
Contemporary Art.

Warehouse

Aerial view of  M HKA at its starting point.
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Reading Rossi, A. (1982). The architecture of  the city. 
Cambridge, Mass.: MIT Press.

References Surrounding buildings of  VMHK in Het 
Zuid.

Cadix harbour building designed by Sergison Bates 
architects (2021).

Stapelhuis Sint-Felix, designed by Felix Pauwels (1863).

Lecture Somers, D. (15 September, 2022). The Berlage 
Keynotes: Bovenbouw, Antwerp. Technische Universiteit 
Delft.

In his book Aldo Rossi writes the following:

“One can say that the city itself  is the collective memory of  its 
people, and like memory it is associated with objects and places. The 
city is the locus of  the collective memory. This relationship between 
the locus and the citizenry then becomes the city’s predominant 
image, both of  architecture and of  landscape, and as certain 
artifacts become part of  its memory, new ones emerge.”

By this, Aldo Rossi means that the collective memory 
exists not as an abstract category of  thought, unverifiable 
by scientific means, but it exists in the relation between 
the urban fabric of  the city and those who inhabit it. 
Given that the building height might be fifty to sixty 
meters, the new museum building will become a present 
object in a predominantly low-rise area and even city. 
Which means that a likely new artifact will emerge. Since 
the port city of  Antwerp, and the neighbourhood of  Het 
Zuid, has a centuries old history of  harbour activities 
and that the site is placed on top of  a former lock, the 
building typology of  a warehouse aligns with the genius 
loci, thus collective memory, of  the city. 

In his lecture, Dirk Somers also makes an interesting 
comparison between a former warehouse and 
contemporary interpretations of  a warehosue appearance.

Comparison between warehouse like architecture in 
Belgium taken from Dirk Somers’ lecture.
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Surrounding buildings of  VMHK.

Stapelhuis Sint-Felix (Felix pakhuis), located at the Godefriduskaai.
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Sir Nicholas Serota is captured in quite a contradictory 
discourse. Asked what ideas he had on what the museum 
building had to be, he postulates that they were not 
looking for an architect that would give them ‘what is 
commonly regarded as a neutral solution’. They were 
looking rather for ‘strong architecture’, for ‘spaces that 
are not neutral white cubes but that have identity’. The 
paradigm of  neutrality, which Serota identifies with 
the white cube, has too often led to a schizophrenic 
architecture, where the architectural pyrotechnics 
of  the exterior and the entrance hall are opposed to 
sterile and anonymous exhibition spaces. 

Simultaneously, Serota disapproves of  the flexible box. 
The highly equipped volume with moveable partitions 
results, in his estimation, in ‘a very transient, temporary 
feeling’ which does not allow art to ‘sit comfortably’. 
A flexible exhibition space risks being ultimately 
as characterless as a white cube. While Serota 
finds the precarious combination between identity 
and aloofness, or variety and standardization, difficult 
to achieve in an entirely new building, he considers it 
characteristic for converted industrial spaces, since 
they offer an alternative to each of  the three common 
presentational models: the white cube, the flexible 
container and the architecturally expressive room. 
An industrial space is neutral, but not as aseptic as a 
white cube; it is flexible, but it avoids the volatility of  
a flexible box; it has identity, but does not lose itself  
in architectural caprices. An industrial building has 
identity and history and therefore forces the architect to 
assume a respectful attitude. To argue this further, Serota 
cites the outcome of  the questionnaire, stating that ‘we 
know from the experience of  the last 20 years that 
some of  the best installations of  contemporary art 
have been made in converted warehouse buildings’. 
While initially speaking about museum space in terms of  
a showcase – ‘spaces in which we … want to focus on 
the objects’ – he suddenly switches to the museum as 
a workplace – as ‘artists have responded very positively 
to working with these former industrial spaces.’ When 
Davidson asks if  the typology of  the industrial space is 
‘parallel to work that’s being developed since the 1960s’, 
he immediately agrees. As the museum needs to be 
‘an instrument that can be played by artists’, the 
building needs to offer a context in which the artists 
like to move in and get to work. And for this, new 
buildings do not suffice, because they do not have 
patina. 

Reading Wouter, D. (2006). Art Factories: Museums 
of  Contemporary Art and the Promise of  Artistic 
Production, from Centre Pompidou to Tate Modern. In 
Fabrications (Vol. 16, pp. 23–42), DOI: https://doi.org/1
0.1080/10331867.2006.10539578.



Project journal 149

Personel notes on the article:

“The warehouse, as a typology, was not founded by the museum. 
On the contrary, the contemporary art museum found the 
warehouse.”

Within this typology, inherent qualities emerge as 
a response to the prevailing characterless neutrality 
exhibited by the white cube, the flexible container, 
and the architecturally expressive room. Rather than 
subscribing to the extremes embodied by these 
architectural elements, the warehouse typology offers a 
distinctive amalgamation of  neutrality, flexibility, and a 
sense of  identity and history*.

*It is worth considering whether the perception 
of  historicity pertains more to the typology of  the 
warehouse, as this shares a history of  development, or to 
the age of  the building in question.
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Similar to Aldo Rossi, Per Kirkeby, shares a similar 
conceptual perspective when it comes to the notion of  
collective memory. As Per Kirkeby himself  wrote:

“Why Bricks? I do not know. But I cannot do it with other 
materials. I have tried. I lie on the couch for a moment and am back 
in my childhood. Bricks everywhere. The Grundtvig church and its 
surroundings. The council housing from the thirties and forties—
which for me, still represent the peak of  Danish architectural 
achievement. Train journeys in the summer holidays with a ticket 
hanging around one’s neck. The brick station buildings. The 
railway towns… It is the mood, the brick’s load of  memories 
and stories… other gains were color, light, the concentration of  
the fantastic, organic material… aesthetic aspects of  a far too 
pleasurable character.”

What is so interesting about these works is the 
confrontation of  history with a newly made sculpture. 
One that is never realized, but one that allows you to 
sense history. History as an idea. It’s not historical this 
sculpture, but it allows you to think of  what history 
might be.

References Kirkeby, P. (1966-2017). Brick sculptures.

Images Taken from De Kanaal, Axel Vervoordt Gallery, 
designed by Bogdan & Van Broeck, Coussée & Goris, 
and Stéphane Beel (2017).
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Per Kirkeby’s brick sculptures from the Axel Vervoordt Gallery collection.
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Reading Koolhaas, R., Mau, B. (1997). Typical Plan. In S, 
M, L, XL (pp. 334–351). Köln: Benedikt Taschen Verlag.

Some notes from the typical plan.

• The typical plan does not demand a particular 
architecture, its only function is to exist.

• The typical plan is an architecture of  the rectangle; any 
other shape makes it atypical – even the square. ... At 
its best, it acquires a Platonic neutrality: it represents the 
point where pragmatism, through sheer rationality and 
efficiency, assumes an almost mystical status.

•  You can only be in the typical plan, not sleep, eat, or 
make love.

• The typical plan is gridded, through the development 
of  anti-ideological devices.

• The typical plan is neutral, not anonymous.

• Very understandable labyrinths organize the traffic 
between the exalted and the impare zones of  the typical 
plan. These spaces – restrooms, urinoirs, pantries, service 
chairs, tracking bays – are the sanctuaries for all those 
primitive aspects upon whose exclusion the correct 
unfolding of  business depends.

• The typical plan is as empty as possible: a floor, a core, 
a perimeter, and a minimum of  columns.

• The typical plan is about exclusion, evacuation, non-
event.

• By making no choices, the typical plan postpones 
it, keeps it open forever, while all other architecture 
preempts the future.

So, in my understanding of  what Koolhaas means by this, 
is that the typical plan is about the permanent elements 
of  the plan; structure and cores (elevators, stairs, toilets). I 
would say that this is somewhat related to the warehouse. 
A large open plan, for storing stuff, with some cores for 
basic needs and movement, and in some cases space for 
an office. For this reason, the typical plan will form the 
base for (most) of  the floor plans of  the museum.
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Elements of  the typical plan; skin, beams, columns and cores.

Implementation of  the typical plan in the museum’s floor plan.
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FRAC, Dunkirk | Longitudinal section | 1:200

The brief  is also analyzed again. The aim is still to give 
substance to the entire program of  demand, although 
the specificity of  the program, like the different types 
of  permanent and temporary collection, storage space, 
office spaces, is reinterpreted. Instead the distribution of  
the spaces should follow the logic of  a warehouse and 
should allow for flexibility. I do not follow the desired 
dimensions of  the spaces, but will be giving the total 
amount of  m², which allows for more modular spaces, 
thus flexibility.

In the final proposal I will give a designation for each 
m², but the building should allow for changes. Thus the 
typical floor plan will contain on each floor a general 
storage space for all material needed in order to change 
and facilitate different functions. Enabling the museum to 
decide the internal layout (rooms, heights, wall positions, 
lighting fixtures, etc.).

This approach shares the same sort of  idea that is found 
in the FRAC. In the museum’s extension, a storage space 
is situated on each floor. 

Design.

Longitudinal section of  the FRAC.

Storage spaces Exhibition spaces
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Analyzing the program of  demands.
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Reference Museum Küppersmühle, extension designed 
by Herzog & de Meuron (2021).

Shylight, at the Rijksmuseum, designed by Studio Drift 
(2019). Also suggest to look at https://www.youtube.com/
watch?v=giuhQuvG680&ab_channel=StudioDRIFT

As noticed during the visit of  the Wiels, the design for the 
VMHK is vertical as well. It is most likely that people will 
take the elevator up and go down by stairs or elevator). 
Herzog & de Meuron’s extension of  the Museum 
Küppersmühle created an inspiringly new staircase. The 
staircase itself  can be seen as an artwork on its own, thus 
creating an interesting vertical movement through the 
museum

In order to promote staircase usage and create an 
interesting experiencing while moving vertically through 
the building, the visitors can experience the city through 
the window openings in the staircase while moving 
downwards. Additionally, inspired by Studio Drift, 
artworks will be hanging in its shaft.

Staircase of  Museum Küppersmühle. Staircase of  Rijksmuseum.
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Cross section.
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03Material matters.
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Studio brief  4.
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Due to the different rates of  change of  its components, 
a building is always tearing itself  apart. Steven Brand 
adapted Duffy’s ‘four S’s’, which are oriented toward 
interior work in commercial buildings, into a revised 
general-purpose ‘six S’s’. Or in other words a building its  
shearing layers of  change.

Site  The site is eternal (although subject to 
alternation). Environment in which buildings are situated, 
which can be altered.

Structure 30 to 300 years. Primary structural 
systems of  buildings.

Skin  25 to 50 years. Building’s enclosure. If  
properly designed, repairs will be minimized.

Services 15 to 25 years. Various systems in 
buildings, including mechanical, electrical, and plumbing.

Space plan 5 to 15 years. Interior space alternations 
including walls, flooring, and ceilings.

Stuff  0 to 5 years. Various furniture, supplies, 
and storage place in buildings.

Since the shearing layers of  a building differ in their 
longevity the design will focus on their temporarity/
flexibility. The permanence of  the façade, the skin, is 
reflected in the rigid frame, which consists of  a firm 
stone/concrete base, which carries the filigree brick 
shape that is on top of  it. This framework will be filled-
in with lightweight panels, which will be made out of  
carbon responsible materials. The load-bearing structure 
will consist of  a hybrid concrete and timber construction. 
Typical for a warehouse, this structure will be presented 
in the form of  an open plan. Thus enabling a level of  
flexibility to change the interior and spatial plan.

Research.
Reading Brand, S. (1994). How Buildings Learn: What 
Happens After They’re Built. New York, NY: Viking.

The shearing layers of  change.
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Lock discussion.

The first class discussion about the lock took place with 
our building engineering teachers, Mauro Parravicini 
and Matthijs Klooster. After this discussion, a detailed 
digital version of  the lock was drawn, based on archive 
drawings. During the second discussion, an assistent 
professor of  structural design at our faculty, dr. Stijn 
Brancart, participated.

One of  the main structural issues we encountered during 
our research on the site, was the discovery of  the former 
lock that is undernearth it. As it connects the former dock 
to the river, and was part of  the former harbour labour 
it might has some heritage value. It was also untouched 
during the construction of  the Court of  Appeal, and 
will be very difficult to dig out of  the ground as well. A 
possible structural solution to avoid building on top of  
the lock is to design a cantilever hanging above the wall 
of  the lock, or a table construction that carries the outer 
load bearing structure. It is possible to drill a new pile 
foundation through the concrete slab of  the lock.

Photo of  the class discussion about the lock underneath the project site and archival drawings.

Cantilever.

Table construction.
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Later on it was also confirmed by Stijn Brancart, that 
it is possible to make cuts into the lock (likewise to the 
parking garage built inside the former dock), as long as 
the new structure will bear the forces. Meaning that it will 
require a thicker dimension.

Openings in the parking dock, source: Lucid.

The former lock, and current location of  the Court of  Appeal, source: Dok54.



166 Frank van Zelderen

Structural design.
Reading Marriage, G. (2020). Tall: The design and 
construction of  high-rise architecture. London: Routledge.
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A hybrid structure is often more suitable, as a mainly 
timber structure is not always economically possible and, 
likewise to high trees, a tall timber structure moves with 
the wind. Stability walls and crosses will be possible for 
a height of  circa forty metres, but above that a concrete 
core simply works better. The concrete core can be 
combined with solid timber floors, walls, columns and 
beams. Often seen is a timber structure, combined with a 
concrete core and concrete plinth and/or basement. This 
often saves about seventy percent of  concrete and steel 
usage.

Reading Urban Climate Architects, Vermeend, T., 
Hauer, D. (2021). Bouwen met CLT – zes lessen uit de praktijk 
van Urban Climate Architects. Architectenweb. Retrieved 
from https://architectenweb.nl/nieuws/artikel.
aspx?ID=47803

Different methods used for a hybrid strucuture of  timber and concrete.
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References UBC Brock Commons Tallwood House, 
designed by Acton Ostry Architects (2017).

Haut, designed by Team V Architecture (2022).

Timber Tower Research Project, researched and designed 
by SOM (2013). 

Three reference projects, made out of  a wood and 
concrete hybride structure, were taken into consideration 
for the structural design. Two practical; UBC and Haut, 
as they have been constructed, and one academical; 
SOM’s, to explore other posssibilities. 

Both the UBC and Haut consist of  a timber structure 
with a concrete base and cores. Although they have a lot 
of  similiraties, the projects differ in their joints. UBC uses 
a steel joint and rather glulam beams and columns, while 
Haut uses a composite floor joint with more often CLT 
walls than columns and beams.

Different to both the UBC and Haut, SOM’s Timber 
Tower Research Project applied its mainly wooden 
structure to a prototypical building based on an existing 
concrete benchmark for comparison. This benchmark 
building is the Dewitt-Chestnut Apartments; a 395 foot 
tall, 42 story building in Chicago designed by SOM and 
constructed in 1966. SOM’s solution to the tall wooden 
building problem is the “Concrete Jointed Timber 
Frame,” which relies on mass timber for main structural 
elements and supplementary reinforced concrete only 
at the highly stressed locations of  the structure: the 
connecting joints. 

The structural system proposed by SOM is the Concrete 
Jointed Timber Frame. It consists of  solid mass timber 
products for the primary members such as the floor 
panels, columns and shear walls, which are connected 
with steel reinforcing through concrete joints. 

Playing to the strengths of  both materials, the resulting 
structure could potentially compete with reinforced 
concrete and steel while reducing the carbon footprint 
by 60 - 75%. Although SOM believes the system to be 
feasible, additional research and physical testing would 
be necessary to verify the performance of  the system, 
especially in cases of  fire.

Despite the interesting solutions, in the end the more 
practical applied solutions of  the UBC and HAUT will 
be used instead.
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Haut structural diagram and composite joint.

UBC structural diagram and fixed steel joint. SOM’s structural diagram and fixed steel joint.
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In order to expose the glulam columns, they will be 
slightly thicker. In case of  a fire, this allows the additional 
layer to be burned off  first, before it burns the structural 
layer.

Structural plan.

50 1 10 m

N

50 1 10 m

N
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Structural diagram.

All of  this research led me to design this hybrid structure 
made out of  a concrete basement and plinth and cores, 
combined with glulam beams and columns. Stijn Brancart 
also confirmed that the structural solution would be 
viable.
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Climate design.

Lustenau office. Detail of  the Weston Gallery.

References The Weston Visitor Centre and Gallery, 
designed by Feilden Fowles (2019).

2226 Lustenau Office, designed by Baumschlager Eberle 
Architekten (2013).

Examining Feilden Fowles’s details, it becomes clear that 
they use quite a thick layer of  reinforced concrete as 
the finishing layer and about the same size of  insulation 
combined with poroton blockworks. This mass reduces 
the necessity of  heating and cooling. Thus reducing the 
energy. The building was almost able to match the RIBA 
2030 climate goals with their approach.

Looking further into the 22.26 concept, the likely origin 
for Feilden Fowles’s reinterpretation with a thick concrete 
layer, you often see a meter or so thick poroton brick 
wall without insulation. With a thick mass like this, the 
temperature of  the interior spaces will stay at a constant 
temperature of  22 to 26 degrees Celcius, with a limited 
ventilation requirement for temperature and oxygen. In 
the example of  the 2226 Lustenau Office by Baumschlager 
Eberle Architekten, they were able to reduce its annual 
energy consumption to one-third, reduce the amount of  
square meters required for building services by eighty 
percent, and made the Life Cycle Costs half  compared to 
a standard building.

The downside in both case, in terms of  applicability to 
my own design, is that the façade are heavy as they both 
use bricks and concrete. But after a conversation with 
Ietsen Bakker, project leader and climate expert at TBE-
ZA Architecten, it became clear that it is also possible to 
create a similar effect with using insulation such as hemp 
instead of  heavy materials. Since the value for thermal 
resistance is neglected anyways, it is rather about the 
thickness of  the façade.
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Presentation about the climate design (photos taken by Sam de Vocht).

Thick exterior wall.
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Reference Kunsthaus Zurich, extension designed by 
David Chipperfield Architects (2020).

Looking back at one of  the precedents, I was inspired to 
use elements of  their climate strategy. As shown in the 
diagram they make use of  a bottom-to-top ventilation 
system, ventilating through a shadow gap in the floor at 
the edge of  the space and extracting the air at the centre 
of  the ceiling. Combined with floor and wall heating and 
cooling it results in a habitable climate within the gallery 
spaces.
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Façade fragment.

Climate diagram.
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Climate consults.
• Floor heating and an ATES compelement eachother.

• Floor heating and cooling combined with a thick façade 
allows for a consistent temperature. Altough, be aware 
about the amount glass surface. 

• A floor heating and cooling is quite slow tho, so when 
this temperature needs to change fast, a ventilation 
system will suit best.

• The concrete of  the existing building can best be reused 
in-situ.

In a consultation with Leo Gommans, assistant professor 
Climate Design and Sustainability at our faculty, the 
following notes were made:

• Floor heating can also be used for cooling.

• Ventilation at the edge of  a room is the most optimal, 
especially at the side of  the façade. Ventilation from 
bottom to top, extracting it from the centre in the ceiling.

• The function will likely not make the energy use a net-
zero, and the subject of  energy won’t be as important as 
the other climate elements, so don’t focus too much on 
figuring this out.

Climate diagram..
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Climate diagram..

In another consultation with Laure Itard, Professor 
of  Building Energy Epidemiology at our faculty, the 
following things became clear:

• Using ground temperature is more favourable than the 
temperature of  the river. It also might add other problems 
due to the salt of  the river water. 

• She also confirmed a lot of  the design approaches and 
stated that combining the climate design of  Kunsthaus 
Zurich and a rather massive façade would make sense. 
Although it is prefered not to cool the building during 
the night, as this will cost more energy to heat in the 
following morning.

• Ventilating from both the bottom and the top is more 
favourable, creating an optimal air conditioning, whilst 
also making the spaces modular due to the potentionally 
added secundary floor between the primary floors.

• She disadvised using decentralized ventilation, as a 
centralized system would make more sense for a modular 
system, as it would regulate the required air supply per 
floor. Per room, with a decentralized ventilation system, 
would make it too complicated, thus inconvenient.

• Floor heating (radiant heating) seems to be the most 
optimal for the large gallery spaces.
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Technical design.
Reading Addis, B. (2006). Building with reclaimed 
components and materials : a design handbook for reuse and 
recycling. London: Routledge.

CINARK Centre for Industrialised Architecture & 
The Royal Danish Academy – Architecture, Design, 
Conservation. (2019). The Construction Material Pyramid 
[Interactive map]. Retrieved from https://www.
materialepyramiden.dk/

Ecoright. (2022). Eight benefits of  using lime mortar in building 
works. Retrieved from https://www.ecoright.co.uk/
benefits-of-lime-mortar-in-building-works/.

LEVS architecten. (2022). Carbon-based Design. NPN 
drukkers.
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Additionally, another improvement to the brick layer 
could be the use of  lime mortar instead of  cement 
mortar. Despite its higher costs, it does make the entire 
layer circular. Since the lime mortar bonds weaker to 
the bricker, it makes it easier to seperate them. Making 
it able to carve out the bricks, and possibly reuse them 
1:1 (especially in a non-load bearing wall), and reuse the  
limemortar to create new mortar. It also lowers the total 
carbon footprint of  the brick, as lime mortar uses less 
energy in the production process compared to cement 
mortar (Ecoright, 2022).

CINARK (2019) created an interesting chart, useful to 
take design choices into consideration. Thinking about 
transportation, locality of  materials. Thinking about the 
amount of  material, as heavier materials require more 
kilograms, thus more CO² emissions. This also means 
that the detail is crucial, as the amount of  material will 
rely on dimensions, how the joints connect materials, and 
so on. The properties of  the material is important as well. 
What can the material be used for, and is it thus reliable 
for its application? And finally whether the material is 
reuseable or will it become waste. Something to take into 
consideration here is whether the materials is biobased, 
recycleable, downgradable, and so on.

The small booklet about Carbon-based Design by 
LEVS architecten (2022) shows the importance and to a 
certain extend design choices to limit a building’s carbon 
footprint.

Some interesting materials mentioned were wood fibre 
insulation (houtvezelisolatie), timber inner wall of  the 
façade (HSB dragende binnenwand gevel), reducing 
concrete elements (reduceren betonelementen), flax-
wood-gypsum board (vlas-hout-gipswand). As shown 
in the image below, these are alternatives to present day 
standard and common materials. These materials are also 
shown in the image of  CINARK. Often having a carbon 
deficiency, which is necessary in order to lower the total 
carbon footprint to a possibly net zero.

Another interesting point was about the use of  bricks. 
Its usage is often problematized, and they think that this 
taboo should be lifted. In large urban projects, according 
to LEVS architecten, the use of  an exterior brick layer 
has a small carbon footprint. Roughly three percent of  
the total amount. Adjustments can of  course be made 
in the form of  a thinner layer or a different inner wall 
construction, but to completely write off  brick as a 
façade material is unnecessary.
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As part of  the warehouse character, the façade will be 
built with lightweight infill panels. These will be the 
changing face of  the façade, taken in and out by a crane 
(also used for maintenance and hoisting in large pieces of  
art), responding to the type of  function that the building 
represents at that time. The panels will be made out of  
carbon responsible materials; (removable) brick slips, 
wood fibre insulation, timber inner walls, flax-wood-
gypsum board. 

The technical implecations will later on become clear at 
the end of  the Form and Façades chapter.

A car hoisted out of  the MAS at a height of  25 meters.

Self-supporting facade panels, source: WEBO.
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Brick slips, source: Aquarian Cladding Systems. Mechanical brick slip system, source: Slipfast.
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Presenting the first façade fragment led to a discussion 
about architectural honesty. The brick slips were 
perceived as kitsch, fake. The corners should instead be 
a tectonic representation. This critique resulted into a 
further development of  the façade fragment and details.
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Façade fragment.



184 Frank van Zelderen

Since the brick slips were perceived as kitsch, I looked 
further into the design of  a brick building. Reading both 
Het Zinderend Oppervlak and Brick, I came along quite some 
interesting theories and details about brick architecture. 
Jan Peter Wingender and Hans Kollhoff  often talk about 
the permanence of  the façade and in the current time 
and age it is described as the three layer façade; interior 
wall/structure, insulation layer, and exterior wall/finish, 
and how this exterior layer is ‘liberated’ from the internal 
expression. The exterior wall is disconnected from the 
interior wall, as the façades are often self-supporting. 
This brings an architectural freedom to the expression of  
the exterior layer.

One in particular interesting detail is the joint between 
two self-supporting façade elements. Using masonry 
piers not only layers the façade, it also makes it able to 
hide the dilatation joint. This way of  layering inspired me 
in the design of  the elevations and façade details.

Reading Mulder, K. (2016). Het Zinderend 
Oppervlak: metselwerkverband als patroonkunst en 
compositiegereedschap. Delft: Koen Mulder architect & 
bouwtechnoloog.

Wingender, J.P. (2016). Brick: an extracting material. 
Amsterdam: Architectura & Natura Press
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Hiding a dilatation joint with the use masonry piers.
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With the critiques on the first façade fragment, I went 
back to the precedent study on the FRAC. Looking 
again at there modest approach of  doing a minimum 
of  designing the space, creating some sort of  hyper 
flexibility. With this in my mind it resulted in the further 
development of  the technical design and façade fragment. 
The building needed to become more functional, more 
flexible. But thinking of  doing a minimum in designing, 
led to designing even the smallest details.

The installations would be integrated into the wooden 
hollow core floor. Allowing for more flexibility and 
free height. Additionally, the climate approach of  the 
Kunsthaus Zurich also had an interesting approach in 
terms of  their ceiling design. Alsongside extracting the 
air at the centre of  the ceiling, it contains a 3-phase railing 
system. This architectural expression of  long lines offers 
a lot of  flexibility and makes it able to add and remove a 
variety of  lighting fixtures and install smoke alarms.

In a consultation and conversation with André van 
Zelderen, electrician and owner of  Van Zelderen 
Techniek, it became clear that these interventions would 
be the most suitable solution to offer flexibility. Flexibility 
in the practical sense of  installations, ventilations, 
electrical and lighting fixtures that can be found in the 
design of  a ceiling.
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Façade fragment.
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04Form and façades.
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Studio brief  5.
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Research.
Tony Fretton, renowned British architect, educator,  and 
Professor Emeritus of  the Chair Interiors Buildings Cities 
gave a lecture on 1 March entitled: Form and Façades. 

Some notes on the interesting points that were said 
during his lecture and meeting in our studio afterwards.

Windows in the façade, wrapped around art spaces. This 
doesn’t always work, but since art needs explaining, the 
explaining could be done in the spaces with windows and  
the art be put into the enclosed boxes.

Large building shaping, as a figure, and dealing with the 
absurdity of  the human scale (on ground floor level).

Whatever route you take, it is about making an argument.
 Show similar projects, or show precedents.

Test form making.

The building could be approach from exterior to interior, 
or from interior to exterior (the latter a functionalist 
approach).

North façade for gallery light, other façades perhaps 
more depth.

Try to understand what will remain, and some things 
might be demolished later on. Or in other words, don’t 
contextualize too much, as the context might disappear.

Civic monument of  Flanders that is the temple of  art, 
but what is civic? Flemish Contemporary Art Museum, 
or does really good architecture represent Flanders best?

Carefully test, sketch, redraw and maybe change things to 
get the correct façade.

Think about colour and proportion.

What is your position towards representing the function? 
Does it look like a museum, or like a public building?

What about the fifth façade, the roof?
 Classical three partition.
 Sloped roof.
 Flat roof.
 Cornice.
 Just a roof  terrace with installations, does not 
 make a good roof. 

Lecture Fretton, T. (1 March, 2023). Form and Façades. 
Technische Universiteit Delft.
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Schinkel’s journey to England inspired him for his design 
of  the Berliner Bauakademie. He combined the industrial 
characteristics of  England’s factories and warehouses 
with classical principles and translated it into a palazzo 
style institution, with refinements according to a tectonic 
logic. Simultaneously, Schinkel developed and sketched 
his architectural theory that is different from the 
Renaissance tractate. In this theory, he does not want to 
tell someone how thick and high the columns should be. 
Instead he would ask, based on his sketches, whether you 
would think that it is rather heavy or too filigree. Thus 
liberating architecture from rules and giving the authority 
of  judging and developing architecture freely, as shown 
in his design of  the Bauakademie.

Reading Schinkel, K. F., Riemann, G., & Bindman, D. 
(1986). Reise nach England, Schottland und Paris, im Jahre 
1826. Berlin: Henschelverlag Kunst und Gesellschaft.

Schinkel, K. F., & Peschken, G. (1979). Das Architektonische 
Lehrbuch. München: Deutscher Kunstverlag

Reference Berliner Bauakademie, designed by Karl 
Friedrich Schinkel (1836, demolished in 1962 due to 
World War II damages but currently reconstructed).
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Notes from Schinkel’s journey to England in 1826. Notes from Schinkel’s Architektonische Lehrbuch.

Bauakademie, painted by Eduard Gaertner (1868). Bauakademie, painted by Carl Daniel Freydanck (1838).
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In the search of  designing a building with a strong 
verticality, yet something that would align to the idea of  
a warehouse, I looked into the high-rise brick buildings 
of  the Chicago School and Sullivan. Recognizable by 
their classical three partition with a rustica or highly 
ornamented base followed by a continuous column-
like projection and alternation rising to a large cornice 
often with a gently outward flare at the top. Or in other 
words, the concept of  a palazzo translated into a high-
rise building. 

Referring back to Rossi’s theory of  collective memory, 
the brick artworks of  Kirkeby, and aligning those with 
Schinkel’s inspiration and the buildings of  the Chicago 
Style, some of  these characteristics and principles were 
implied in the design for the façades of  the museum. But 
rather with less of  a focus on the (somewhat extreme) 
verticality of  the column-like brick pilasters of  Sullivan 
and the bay windows of  the Monadnock building.

References Guaranty Building, designed by Louis Henry 
Sullivan & Dankmar Adler (1896).

Monadnock building, the northern half  designed by 
Birdman & Root and the southern half  by Holabird & 
Roche (1893).

Images Taken from Adam Caruso’s ETH Zürich 
website.
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North elevation of  the Monadnock building.

East elevation of  the Monadnock building, left part designed by Holabird & Roche, and right part by Burnham & Root.

Elevation of  the Guaranty Building.
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Another inspiration for the façade design are the paper 
mache artworks of  Jan Schoonhoven, of  which some 
are also part of  M HKA’s current collection. The works 
are often named with meaningless titles like ‘R71-36’ 
and have repetitive forms and strict schemes, free of  any 
subject matter or highlights. The timeless and abstract 
reliefs have an elegant shadow play. Sometimes there is a 
stronger plasticity due to its depth and texture.

Reference Paper mache artworks, designed by Jan 
Schoonhoven (1914 - 1994).
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Some of  Schoonhoven’s paper mache artworks.
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References MOCA Toronto, designed by John W. 
Woodman & Claude Allen Porter Turner (1920), 
reconstructed by ERA Architects & architectsAlliance 
(2018). Images and archive drawings received from Janice 
Quieta, senior associate at ERA Architects.

As the façade reflects the idea of  a warehouse, yet looked 
more like a residential building and some of  the proportions 
felt slightly off, I searched for some warehouses. One 
particular warehouse that deals with extreme verticality, 
is the MOCA Toronto. A former warehouse, currently 
hosting the Museum of  Contemporary Art Toronto. 
It has a height of  about 43/45 meters (excluding the 
concrete block on the roof), with floors of  about 4.26 
meters on average. The plot size is circa 48 by 20 meters, 
which means that it is smaller than VMHK’s future site. 
Similar to the Chicago Style buildings, it has a classical 
tripartite, with a column-like middle part.

Archival drawings. Archival drawings.
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Exhibition space.

Archive and recent image of  the building.
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Design.
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West elevationHorizontally cut verticals.

Long verticals. Vertically stacked pillars, cut by each floor.

The first couple of  façade design, as seen on the next 
page, focused on the vertical and horizontal orientation 
of  the stacked floors. Since the vertically orientated 
façades made the building unnecessarily longer than it 
already is, and looked more hotel-like.
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Series of  façade studies.

As the first version included a 2:3 partition in floors, which 
was not very helpful in making a logical construction 
and façade composition, it changed. I tried to play 
with different heights that would create both a viable 
exhibition space and a viable office space in the split part. 
The latter was also of  importance, in order to change the 
function, after its life cycle, into smaller compartments 
like apartments. After playing with the play of  lines, 
depths, compositions, figures, and different dimensions, 
eventually I ended up with the version on the right.

4.50
3.50
3.00

6.00

9.00

0 10 m

A3

VMHK

50 1 10 m

project

paper size

scale 1 : 300

A3

VMHK

West elevation

Forum

Work

Museum

Library

Docu.
centre

Forum

Work

Museum

Library

Docu.
centre

TerraceTerrace

Forum

Work

Museum

Library

Docu.
centre

Terrace

4.00
3.00

1.00

5.00

10.50

Docu.
centre

Museum

Work

Forum

Museum

Work

Forum

Museum

Work

Forum

0 10 m

A3

VMHK

50 1 10 m

project

paper size

scale 1 : 300

A3

VMHK

West elevation

Library

Docu.
centre

Library

Docu.
centre

Library

TerraceTerraceTerrace

6.50

8.00

4.00
3.00

0 10 m

A3

VMHK

50 1 10 m

project

paper size

scale 1 : 300

A3

VMHK

West elevation

4.50
3.50
3.00

6.00

9.00

0 10 m

A3

VMHK

50 1 10 m

project

paper size

scale 1 : 300

A3

VMHK

West elevation

Forum

Work

Museum

Library

Docu.
centre

Forum

Work

Museum

Library

Docu.
centre

TerraceTerrace

Forum

Work

Museum

Library

Docu.
centre

Terrace

Museum

Work

Forum

Museum

Work

Forum

Museum

Work

Forum

4.00
3.00

1.00

5.00

10.50

0 10 m

A3

VMHK

50 1 10 m

project

paper size

scale 1 : 300

A3

VMHK

West elevation

Library

Docu.
centre

Library

Docu.
centre

Terrace

6.50

8.00

4.00
3.00

0 10 m

A3

VMHK

50 1 10 m

project

paper size

scale 1 : 300

A3

VMHK

West elevation

50 10 m

project

paper size

scale 1 : 250

A3

VMHK

50 1 10 m

project

paper size

scale 1 : 250

A3

VMHK

West elevation



202 Frank van Zelderen

Further developping the façade resulted in the following  
elevations. A model was made for P3 to see what the 
building would feel and look like within its urban context.
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P3 presentation.

P3 presentation setup.

Some of  the remarks from P3 were about monumentalism 
of  the floor plans, which do not suit a warehouse and 
the total height of  the building. It was too tall, which 
made the composition and scale do no justice to the 
appearance of  a warehouse. As a solution, the spatial 
design would be optimized in order to reduce the total 
height of  the building. With some minor adjustments it 
was also possible to even further reduce it. These final 
improvements led to the final design of  the façade. This 
resulted in lowering the height from 58.50m to 44.50m 
and eventually even below 40 meters (38.30m).
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P3 classroom exhibition of  the models.
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Looking further into some Chicago warehouses from 
the twentieth century, it became clear that this three 
partition was quite common. But instead of  embracing 
the verticality in its middle part, they would often focus 
more on the monolithic brick façade with perforations 
for windows and doors. Often with deeper niches, thus a 
stronger plasticity, in the plinth. The plinth in some cases 
engages with the street, and in others not. But for my 
own design it is likely to have a rather transparent plinth 
to expresses the public character of  the building.

Research.
References Stapelhuis Sint-Felix, designed by Felix 
Pauwels (1863).

United Warehouse Company, architect and year of  
construction unknown.

Walker Warehouse, designed by Adler & Sullivan (1889).

Marshall Field’s Wholesale Store, designed by Henry 
Hobson Richardson (1887).
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Walker Warehouse.

Stapelhuis Sint-Felix.

Marshall Field’s Wholesale Store.

United Warehouse Company.
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Design.

Elevations.

Some of  the remarks from P4 were that the building 
appeared too literally as a warehouse and solution created 
out of  the reference projects. Instead it should aspire 
to be something unique and appear as contemporary 
architecture, instead of  pursuing something nostalgic. 
The clerestory windows also needed some more attention, 
as a visitor would also like to orientate itself  within the 
building and look outside.
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Model images.
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References Cadix, designed by Happel Cornelisse 
Verhoeven Architecten & Stephen Taylor Architects 
(2018).

Hotel Grote Markt, designed by Müller Reimann 
Architekten (2021).

Kanonnenplein Den Helder, designed by Geurt & 
Schulze Architecten (2020).

Christelijk Lyceum Delft, designed by Geurt & Schulze 
Architecten (2016).

Hotel Grote Markt, Müller Reimann Architekten.

Research.
With the remarks from P4 in mind, I looked back at the 
earlier research conducted, contemporary examples and 
the surrounding buildings of  the project in order to create 
something that is more unique and related to its context, 
rather than striving to be something else or nostalgic. 
Instead the focus shifted to the details, materiality and 
material expression, and overall appearance.
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Cadix, Happel Cornelisse Verhoeven.

Kanonnenplein Den Helder & Christelijk Lyceum Delft, Geurst & Schulze Architecten.

Horizontality found in the surrounding buildings.
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This redesign of  the façade led to the following outcome.
Additionally a balcony on the park and quay façades were 
added to engage and perhaps interact with the outdoor 
public artworks from within the building.

Design.
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Model images.
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05Curating the museum.
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Studio brief  6.



216 Frank van Zelderen
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Interior spaces of  Palais d’Iéna, revealing the columns.

Auguste Perret’s famous ethical credo became 
the moral attitude of  the constructivists: 
“Construction is the mother tongue of  the 
architect. The architect is a poet who thinks 
and speaks in terms of  construction. The 
larger buildings of  our time presuppose a 
framework... The framework is to a building 
what a skeleton is to an animal... He who 
hides any part of  the framework not only 
deprives architecture of  its sole legitimacy 
but also deprives from it its most beautiful
ornament. He who hides a column makes 
a blunder, he who makes a false column 
commits a crime.”

Research.
Reading Auguste Perret, “Contribution à une théorie 
de l’architecture.” First published in Das Werk 34-35 
(February 1947). As quoted in Frampton, K. (1995). 
Studies in Tectonic Culture: The Poetics of  Construction in 
Nineteenth and Twentieth Century Architecture. MIT Press, 
Cambridge, Mass. and London, pp. 153–154.

Reference Palais d’Iéna, desgined by Auguste Perret 
(1946).
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In the search of  designing interior spaces that are related 
to the typology of  the warehouse, I looked into a variety 
of  (former) warehouses. Allowing to design according to 
a logic that the characteristics of  the typology needs. One 
of  these projects is the former sail manufacturer in Den 
Helder. The design is based on the characteristic concrete 
structure, whereas the space in-between the column and 
beams are either empty or filled in with a different material 
expresion. This expression seperates the structure from 
the interior, making the interior appear more temporary. 
The originally pragmatic composition of  the façades 
are replaced by a transparent interpretation that instead 
expresses the public character of  the building.

Reference Stadhuis Den Helder, designed by Office 
Winhov & Van Hoogevest Architecten (2021, under 
construction).
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Building before (left) and after (right).



220 Frank van Zelderen

References Dia Chelsea, reconstructed by ARO 
Architecture Research Office (2021).

Dia Beacon, reconstructed by Rice+Lipka Architects 
(2003).

Both the Dia Chelsea and Dia Beacon are located 
in a former industrial building. The atmosphere and 
materialization were elements that led to the inspiration 
and design of  both the forum and gallery space. 
The visible structure, interior brick walls and steel or 
aluminium window frames. Although both are formerly 
used buildings, the design of  the forum and gallery 
spaces will of  course be new, thus more neat and clean 
rather than used and unfinished. 
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Images of  the Dia Chelsea.

Images of  the Dia Beacon.
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Different configurations of  the forum main space; displaying public art, local amateurs art and a public event.

Design.
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Alongside the forum main space, the forum also contains a space for ticketing, cloakroom, museum shop and a cafe.
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Not only do the spaces found in the warehouse typology 
show that a column and beam structure allows for ultimate 
flexibility, it also offers a variety of  configurations. As 
shown in the references, the walls can be placed in-
between columns and beams, wrapped around them or 
can even be seperated and positioned completely free 
of  any structural element. Depending on the goal of  
the curator, the gallery space of  the museum cannot be 
interpreted in one way or the other. Instead it should 
show that this space is flexible. This often results in a 
present structure within the gallery spaces.

References FRAC Dunkirk, designed by Lacaton & 
Vassal (2013).

Museum de Pont, reconstructed by Benthem Crouwel 
Architekten (1992).

Art Scence Warehouse, designer and year of  completion 
unknown.

KANAL, designed by Sergison Bates, noAarchitecten, 
and EM2N (2018, under construction).

Dia Chelsea, reconstructed by ARO Architecture 
Research Office (2021).

Research.
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Gallery space of  the FRAC.

Gallery space of  the KANAL.

Gallery space of  the Dia Chelsea.

Gallery space of  the Art Scene Warehouse.

Gallery space of  Museum de Pont.
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Reference Kunsthaus Zurich, extension designed by 
David Chipperfield Architects (2020).

FRAC Dunkirk, designed by Lacaton & Vassal (2013).

Besides the climate approach, the Kunsthaus Zurich 
also had an interesting approach in terms of  their ceiling 
design. Alsongside extracting the air at the centre of  
the ceiling, it contains a 3-phase railing system. This 
architectural expression of  long lines offers a lot of  
flexibility and makes it able to add and remove a variety 
of  lighting fixtures and install smoke alarms. The railing 
can either be integrated into the surface of  the ceiling, 
like the Kunsthaus Zurich does. Or it be attached at the 
bottom, making it more present, like in the gallery space 
of  the FRAC.

In a consultation and conversation with André van 
Zelderen, electrician and owner of  Van Zelderen 
Techniek, it became clear that these interventions would 
be the most suitable solution to offer flexibility. Flexibility 
in the practical sense of  installations, ventilations, 
electrical and lighting fixtures that can be found in the 
design of  a ceiling.

Gallery space render showing the integration of  the railing system.
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Gallery space of  Kunsthaus Zurich’s extension.

Gallery space of  the FRAC.
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Design.
Non-u-mental
M HKA
2021

Temporary exhibition of  M HKA’s archive that shows 
the history of  the museum.

To the right with the setup of  a 
new exhibition by Allan Sekula, 
adding a window frame to show 
the “awkwardness of  labour” and 
Sekula is known for addressing the 
question of  class and conditions 
of  labour.

To the left a setup of  a recent exhibition 
curated by M HKA.

First rendering of  the gallery space.

1.
2.

3.
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Ships of  fools
Allan Sekula
2010

“Ship of  Fools continues Allan Sekula’s investigation into 
the sea as a forgotten space that binds together shifting 
sites of  production with markets and consumers around 
the world. It features the voyage of  the Global Mariner, 
a ship that circumnavigated the globe between 1998 and 
2000, carrying an exhibition detailing the conditions of  
workers in the shipping industry. Sekula documented this 
journey with portraits of  seafarers, dock workers and 
port cities, which register the affects of  globalisation on 
people’s lives. With these works, the artist counters the 
myth that underpins neoliberal ideology of  painless flows 
of  goods and capital that constitute international trade.”

Source: M HKA

Scaffolds and workers to show 
the construction scene.

Different configurations of  wall setups to 
show the temporarity of  the space:
1. The constructiono of  a timber stud wall.
2. Large wall wrapped around the columns.
3. Staircase and baluster.

Allan Sekula 
1951 - 2013

“Principally working with photography, Allan Sekula is 
also widely recognised as a filmmaker, writer, teacher 
and activist. Coming from a background in conceptual 
art, and like many of  his generation politicised by the 
Vietnam War, he has gone on to substantially extend the 
repertoire of  documentary photography. In his practice 
Sekula has consistently addressed questions of  
class and the conditions of  labour, in tandem with 
a spirited and rigorous critique of  contemporary 
capitalism. His work avoids the heroic, favouring instead 
sequences of  images which plot complex economic and 
social processes. During his career, Sekula has repeatedly 
returned to the theme of  maritime space, through a 
number of  interrelated books, films and exhibitions 
including Fish Story, TITANIC’s wake and Lottery of  
the Sea.”
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As the forum space showed how the typical plan can be 
spatially organized, the final image of  the gallery space 
shows how the warehouse and its ultimate flexibility 
operates. It shows a scenario as if  the gallery space is 
under construction. Lighting fixtures are positioned, new 
wall are built and others demolished. Simulatenously, it 
displays two different exhibitions, which require different 
curatoral elements. Such as the window to show labour as 
part of  Allan Sekula’s exhibition, a baluster and staircase 
to see are from different angles and elevations, and 
different configurations of  wall positionings.

Alongside showing the potential of  the warehouse 
typology, the visualisation also brings together the 
different interior elements architectural, climate, technical, 
and structural design; shadow gaps for ventilation, 
materialization, glulam structure, 3-phase railings and 
lighting fixtures, floor sockets, and so on.
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Render after editing.

Render before editing.
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06Conclusion.
cube and does not lose itself  in architectural caprices. 
Moreover, the design creates spaces within the indoor 
and outdoor public spaces to integrate freely accessible 
public art among other public programming. These 
public artworks, claiming unused and empty spaces next 
to the side, include a floating artwork in the Zuidersluis, 
sculptures in the Zuiderdokkenpark, and public events, 
local or community art works or selected pieces from the 
collection in the forum main space of  the building.

Furthermore, in the contemporary context it is imperative 
to conscientiously acknowledge the influence of  a 
building on its immediate surroundings, the environment 
and its resources. In this regard, the hybrid wood and 
concrete structure offers immense opportunities with 
its flexibility. Making the building adaptable for its 
upcoming function as a museum and the ones after, 
thus future-proof. Consequently, this results in a timeless 
architecture. Simultaneously, the design questions the 
conventional notion of  a contemporary museum, 
aiming to transcend its exclusive institutional character 
and function as a public building instead. Within this 
pursuit of  an “anti-museum,” the warehouse exemplifies 
a departure from the typical museum typology. Instead 
it represents a typology that contemporary art museums 
have discovered in industrial heritage and can fit into 
newly constructed buildings of  the twenty-first century 
as well.

This year’s graduation project of  the Interiors 
Buildings Cities chair focused on designing a modern 
and contemporary art museum in Antwerp, currently 
known as M HKA. As the future Flemish Museum of  
Contemporary Art (VMHK), M HKA aims to expand 
into a larger museum, comparable in size to KMSKA 
and MAS. Through a series of  precedent studies and 
research on the museum’s collection at the outset of  
the graduation studio, the question arose regarding the 
significance of  a museum in this era, aiming to grasp the 
intricate nature of  a contemporary art museum beyond 
mere technical resolutions and situating the institution 
within a wider socio-political and economic framework. 
It is conceivable that it may even assume some form of  
an anti-museum. Hence, the research question emerged: 
“What does a museum of  contemporary art look like in the twenty-
first century?”.

The answer that this project endeavoured to provide 
to the aforementioned question is a contemporary 
interpretation of  the nineteenth and twentieth century 
warehouse architecture, translated into a contemporary 
art museum. The warehouse symbolizes its role as a 
repository for the museum’s knowledge and art, while 
at the same time identifying with the genius loci of  the 
former port identity found along the Scheldt and its 
surrounding brick buildings. This industrial character 
is neutral, but not as aseptic as a characterless white 
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Reflection.
As seen throughout the project journal, this year’s 
graduation studio encompassed six distinct briefs 
provided by our tutors, each offering guidance on 
various research and design aspects. It all began with the 
first brief, which entailed engaging in a series of  reading 
responses and conducting a precedent study. For the 
precedent study, we were tasked with recreating a physical 
model, using paper, of  the FRAC designed by Lacaton & 
Vassal. This exercise allowed us to grasp the intricacies 
and nuances involved in designing exhibition spaces, as 
we meticulously reconstructed the details and sought to 
understand the original designers’ intentions. Moving on 
to the second brief, we embarked on a spatial ensemble 
project. This particular endeavour proved valuable in 
two significant ways. Firstly, it acquainted us with the M 
HKA’s collection, providing insights into the artworks 
and their display requirements. Secondly, it afforded us 
the opportunity to experiment with our initial foray into 
designing an exhibition space, applying our newfound 
knowledge and skills.

The third brief  brought us to the point of  the P2 
presentation, where we delved into researching and 
analysing the project’s site and the surrounding city. 
Concurrently, we undertook our own independent 
research and embarked on the initial conceptual design of  
the museum. In addition to the research materials provided 
by our tutors, I personally conducted supplementary 
research and visited other museums throughout the design 
process. These endeavours proved invaluable in acquiring 
a deeper understanding of  the fundamental and intricate 
elements that constitute a museum. Upon successfully 
completing the P2 presentation, we received the fourth 
brief, which centred on material matters. Throughout 
this phase, we explored ways to make conscientious 
and responsible choices regarding the building materials 
for our contemporary museum design. Additionally, we 
delved into structural and climate design considerations.

While I initially presented a concept involving the 
redistribution of  the program’s demands across the site, 
I eventually realized that this approach rendered the 
project overly complex and unwieldy. It was during the 
subsequent design of  the façades, as part of  the fifth 
brief, that the concept of  a warehouse emerged as a 
more suitable design approach for a contemporary art 
museum. Initially, accepting this shift was challenging, 
but it proved to be an invaluable lesson as a designer. 
Sometimes, one must acknowledge when something isn’t 
working and be willing to “kill your darlings.” Feedback 
regarding the design of  the warehouse primarily focused 
on its height and proportion, as they did not conform 
to the typical dimensions of  a warehouse. Additionally, 
there were concerns about the interpretation of  the 
typology and the translation into a contemporary design. 
Regrettably, the conceptualization occurred shortly prior 
to P3, resulting in a relatively condensed timeline for the 
project’s comprehensive development. This temporal 
constraint is indeed lamentable. 

Currently, we are immersed in the final brief, which 
involves designing the interior spaces, specifically 
the gallery and forum main space. With the feedback 
received during P4 and as I approach the forthcoming 
P5 presentation, I am currently addressing several 
design modifications stemming from the belated 
conceptualization phase. Nonetheless, I take immense 
contentment and appreciation in the overall outcome, 
and I express profound gratitude towards my mentors, 
peers, friends, and family for their invaluable assistance 
and support. Despite its inherent challenges, this moment 
signifies the pinnacle of  my graduation journey, as I am 
integrating all of  the knowledge, valuable feedbacks, and 
experiences received throughout the year into a final 
comprehensive design proposal.
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