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CHAPTER I 

INTRODUCTION AND METHODOLOGY 

Significance of the Study 

A common topic in the field of architecture is the value of meaning in architecture. 

There are certain situations that need to precede the creation of an object with meaning 

or the observer sensing meaning in an object. Before the user can appreciate an object or 

the designer can produce a work with meaning, the two separate acts have to involve an 

experience. This means the artist and the user have to directly engage or experience 

something.' Active involvement is required for an experience to take place which pre

cedes appreciation or the creation of an object with meaning. Berlyne, through his re

search in experimental aesthetics, finds a connection between an individual experiencing 

an object and the need for directed thinking. The act of directed thinking does not occur 

when things follow a smooth, harmonious and accustomed path." Yet, in traditional ar

chitectural design with a Classical base, harmony balanced with a little variety was con

sidered the essence of good design. In today's world, would a "little" variety cause 

directed thinking or simply mirror a socially and politically disjointed, multilayered 

society? 

Christian Norberg-Schulz states that architecture in the past decades since World 

War I I , " . . . seems to have exploded, and the resulting multitude of scattered parts is 

usually described as visual chaos. When order is encountered, it consists mostly of a mo

notonous repetition of unarticulated elements."^ He identifies the world of architecture 



as two extremes—either in discord or in monotony. The obvious question is: Can a built 

environment have meaning for today's society and designers and at the same time bridge 

the gap between "visual chaos" and boring concordance? More specifically, the issue 

under investigation is the boundary challenging potential for architecture to encourage 

directed thinking and thus have meaning through the use of such variables as novelty, 

contradiction, conflict, uncertainty, and discordance while maintaining a certain degree 

of aesthetic and functional order. 

Purpose and Intention of the Study 

The purpose of this thesis was to investigate the role of and rationale for 

complexity/discord in theory, process and product of architecture. During the design 

phase, the intention was to explore workable means to utilize complexity/discord without 

intervention of traditional aesthetic and functional limits. 

Objectives 

Specific objectives were: 

1. To identify some of the reasons why complexity is an integral part of architec

tural design if the designer's intent is to motivate thinking through the meaning 

inherant in or added to the architecture. 

2. To provide a limited overview of complexity/discord relative to research and 

theory in specific disciplines, and to the field of architecture. 



3. To compare some of the philosophical and theoretical bases of 

complexity/discord to the architectural process and product as supported by 

published research and studio investigation. 

Hypotheses 

The null hypotheses were evaluated utilizing the prototypical role of aesthetic and 

functional values in architecture against the proposed role of complexity/discord ex

plored in theory and the experimental project. For evaluation purposes, the product from 

the studio experiment was viewed as an abstraction (see discussion on Hekkert) and not 

as a prototype. 

1. Null Hypothesis: There is no apparent difference in process and product of ar

chitecture designed which purposefully incorporates or manages 

complexity/discord and that which purposefully adheres to past styles and tradi

tional rules of aesthetics and function. 

2. Null Hypothesis: There is no apparent difference in the possibility for motiva

tion of directed thinking between architecture designed for obvious order and 

that designed to incorporate complexity/discord. 

Definition of Terms and Delimitation of Study 

The term complexits\ used alone and relative to architecture, means there is a struc

tural whole with a multiple assemblage of independent parts. These parts show an inter-

connectedness that is not static as a rock or a snowflake, but rather the complex system is 

3 



more spontaneous and disorderly than the static objects without being unpredictably cha

otic. Dr. Mitchell Waldrop, a physicist, explains the definition of complexity: 

Instead, all these complex systems have somehow acquired the ability to 
bring order and chaos into a special kind of balance. This balance point-
often called the edge of chaos—is where the components of a system never 
quite lock into place, and yet never quite dissolve into turbulence, either. 
The edge of chaos is where life has enough stability to sustain itself and 
enough creativity to deserve the name of life. The edge of chaos is where 
new ideas and innovative genotypes are forever nibbling away at the edges 
of the status quo, and where even the most entrenched old guard will 
eventually be overthrown. . . .The edge of chaos is the constantly shifting 
battle zone between stagnation and anarchy, the one place where a complex 
system can be spontaneous, adaptive, and alive.^ 

To the observer/user of architectural forms who has varied experiences and possibly 

biased values, the assemblage of parts may or may not possess the quality of intercon-

nectedness which defines complexity. Therefore, it is difficult from the user's viewpoint 

to distinguish between the intricacy of complexity and the dissonance of discord. For 

this reason and the user's inability to understand the abstraction of a studio presentation, 

this study did not deal directly with the lay person as user but rather with experts in the 

field of architecture. With the exception of the discussion and analysis of research in 

experimental aesthetics, complexity/discord was used in a generic sense to bridge the 

zone of uncertainty between harmony and chaos. 

Methods and Procedures 

The information for this study was obtained through (I) library research of relevant 

data: (2) mental reflection, intuition and logical deduction: and (3) the studio experiment, 

interviews and analyses of findings of related, built examples. For purposes of validation 

of materials discussed, documentations were cited throughout the presentation with 



Notes. Findings from the theoretical presentation. Chapter II, were tested against a spe

cific studio experiment presented in Chapters III and IV. 
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Notes 

'L. Dudley and A. Faricy, The Humanities (New York: McGraw-Hill Book 
Company, 1973), 8-10. 

" D. E. Berlyne, Structure and Direction in Thinking (New York: John Wiley & 
Sons, Inc., 1965), 279. 

'Christian Norberg-Schulz, Meaning in Western Architecture (New York: Rizzoli, 
1980), 203. 

^ M. Mitchell Waldrop, Complexity, The Emerging Science at the Edge of Order 
and Chaos (New York: Simon & Schuster, 1992), 12. 



CHAPTER II 

RELEVANCY OF COMPLEXITY/DISCORD 

TO ARCHITECTURE 

To test by critical analysis the first three objectives and the hypotheses of the study, 

a process of determining relevancy of complexity to architecture advanced through a 

review of ad rem literature on experimental aesthetics, phenomonology, chaos and com

plexity theories, and existing theories and practices in architecture and other art forms 

was carried out. Conclusions were derived after the completion of the studio project 

described in Chapter III. It was necessary to interlace findings from the personal re

search of the studio component with the philosophical and theoretical findings presented 

in this chapter. Therefore, the summary and conclusions were presented in Chapter IV, 

following the project description. 

Psychological Relevance of Complexity 

Scientific research with statistical analyses on the subject of complexity probably 

has been explored more in depth by D. E. Berlyne than anyone else. His years of re

search and many publications revolve around the study of motivation and structure of 

directed thinking with implications for behavioral aesthetics. The phrase, directed think

ing, means the process for determining solutions to problems. One of Berlyne's primary 

theories which he validated with much experimental research was: For a person to gain 

meaning from an experience, conflict, arousal, and curiosity must occur rather than or

dered sequencing that tums-on habitual or instinctive responses. Berlyne helped to 
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clarify the relation of the aesthetic experience to arousal and to curiosity or to explora

tion evoked by collative stimulus variables." 

Studying human beings as creators and spectators of art is not a new or peculiar 

approach to psychology nor architecture. As an approach it has been a part of aesthetic 

theories of the greatest philosophers of the past and the writers and scientists of today. 

The four major theories of this century are psychoanalysis, Gestalt psychology, behavior

ism, and information theory. Berlyne's work falls mainly in the last two categories. It 

may seem strange that the study of the same phenomenon can be interpreted in so many 

diverse ways; yet according to Kreitler and Kreitler, a strain of commonalty runs among 

the theories as well as the obvious diversity. The common principles in the theories are: 

the explanation of the aesthetic experience is based on valid processes and concepts in 

psychology; a reliance on a homeostatic model of behavior; and "the assumption that 

tension and relief or changes in arousal are an integral part of an art experience."^ It is the 

last principle that is given importance in trying to understand the psychological role of 

complexity/discord in architecture. 

According to the informational theory in animal life and from the biological and 

psychological standpoints, the role of information gathering is contingent on conflict, 

which in behavioral terms is the equivalent of uncertainty. In other words for human 

beings, information will be valuable when it prevents or relieves conflict, or when unre-

solvable chaos of competing responses will occur in absence of the information. Another 

way to look at this principle is that individuals will seek information when they know 

they will suffer without it."* Conflict or uncertainty becomes a priority to directed 
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thinking evolving into meaning for an individual whether one is experiencing art, archi

tecture or film. 

In 1974, Berlyne reported an experimental study dealing with an "interestingness" 

scale based on the subjects' judgment of patterns ranging from less to more complex. 

The findings indicated as the patterns increased in complexity the ratings increased in 

interestingness. Patterns were judged more interesting that contained information that 

was not readily absorbed. The most important revelation of the study was that with con

tinued exposure over a period of time the value judgement of interestingness did not 

decrease. Berlyne concluded: "Interestingness tends to increase with arousal potential, 

whether arousal stems from novelty or from complexity.. .There is, in sum, further 

support for the view that the arousal potential of a stimulus pattern, of which novelty and 

its complexity are two of many determinants, is a decisive variable."' In this experimen

tal research project, he did not generalize about whether representational patterns were 

deemed more interesting than nonrepresentational ones. 

In a cross-cultural study, Berlyne, Robins and Thompson found a great deal of simi

larity between Canadian and Ugandan subjects regarding exploratory and verbal re

sponses to visual patterns varying in complexity. The fact that there were more 

similarities than differences was a surprise to the researchers. The results were espe

cially surprising considering the Ugandans had the same visual patterns but the verbal 

translations on the test sheets could not be exactly the same due to extreme language 

differences. There were clearly ethnic differences, but the researchers generalized, 

". . . that aesthetic reactions all over the world depend on common variables, notably the 



collative or informational variables that the patterns used in our experiments were de

signed to sample, even if the preferred values of these variables fluctuates."^ The length 

of time for viewing more complex patterns started with the shortest time for the rural 

Ugandans and progressed through intermediate to urban areas and the longest time for 

viewing by the Canadian subjects. It was generalized that the more a group of people are 

westernized and urbanized the longer they will observe the more complex patterns, even 

though human beings generally study more complex patterns longer than less complex.^ 

Another experimental aesthetic study which explores more in depth Berlyne's psy

chological theory of aesthetics. His theory being that the hedonic (pleasant) effects of 

visual stimulus patterns are due to the patterns' arousal potential. Of the collative vari

ables contributing to this arousal potential, complexity is the one that seems to interest 

most investigators. 

Hekkert and van Wieringen in their 1990 study found significant correlations be

tween complexity and aesthetic preference for abstract paintings and between prototypi-

cality and preference for representational works. Their study brought into the aesthetic 

theory of preference the idea of categorizability of the stimulus. The attributes determin

ing aesthetic evaluation of stimuli did change according to categorizability of those par

ticular characteristics. The evaluation of a representational stimulus depended on its 

closeness to a known prototype. However, if the object was abstract or going in the di

rection of abstraction, then the observer established the evaluation on degree of complex

ity of the design.* 
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In the Hekkert study there were 22 inexperienced observers who scored 40 black and 

white slides of cubist paintings on a seven point rating scale. Depending on the time it 

took subjects to identify the depicted human figure, the slides were classified as low 

(LC), intermediate (IC), and high (HC) categorizability. 

For the LC slides "beauty" scores revealed an inverted U-shaped relation 
with "complexity." No significant relation between these two variables 
could be demonstrated, however, for the HC slides. "Beauty" ratings of the 
latter stimuli increased linearly with the degree of prototypicality. For the 
IC slides "beauty" showed a (nearly significant) inverted U-shaped relation 
to "complexity," as well as a significant linear relation to "prototypicality." 
The results of this study suggest that, whereas "complexity" determines 
aesthetic preference for abstract paintings, "prototypicality" determines 
preference for representational works.^ 

Hekkert and van Wieringen state explicitly that their research findings cannot be 

generalized to fit a sophisUcated audience; "It is, therefore, improbable that the results 

of the present experiment, demonstrating the importance of prototypicality (in the sense 

of photographic likeness) and complexity for the aesthetic judgement of, respectively, 

representational and abstract paintings, can be generalized to more sophisticated audi-

ences."'° In addition, it is their belief that generalizations from this study cannot be made 

to other art forms that deal with the possible interactions of such variables as color, sub

ject matter, and style. Hekkert and van Wieringen state explicitly that their research 

findings cannot be generalized to fit a sophisticated audience; "It is, therefore, improb

able that the results of the present experiment, demonstrating the importance of proto

typicality (in the sense of photographic likeness) and complexity for the aesthetic 

judgement of, respectively, representational and abstract paintings, can be generalized to 

more sophisticated audiences."" In addition, it is their belief that generalizations from 
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complexity, and the response to the built form of architecture. Further, it is assumed that 

the forms of architecture may be categorized as abstract in nature; notwithstanding the 

idea that some people have a preset image, prototypicality, of the attributes of a church, 

house, city hall, or school house. There is a connection between the behavioral theories 

of aesthetics and the design and appreciation of the architectural form. Therefore, utiliz

ing these assumptions, a psychological case is made that architecture through the charac

teristic of complexity, controlled by a knowing designer, has the potential to create 

directed thinking, thus giving meaning to the receptive observer/user. 

When the observer asks "What is it?" the evolution of meaning establishes the an

swer to the question. If no clear answer follows the question, then "the subsequent 

behavior—exploration and investigation in the external or internal spheres—can be 

viewed as means for procuring enough information for the establishment of meaning and 

orientafion. Berlyne (1958a, 1958b) and others (Smock & Holt, 1962; Wohlwill, 1968) 

have shown that the more complex and unusual the presented stimuli, the more explora

tion they evoke in adults, children, and even infants"" According to Kreitler and Kreit

ler, the art experience has the dual function of elicifing arousal and meaning-form and 

content are inseparable. 

Vincent Scully in his introduction to Complexity and Contradiction in Architecture 

states. 

There is no way to separate form from meaning; one cannot exist without 
the other. There can only be different critical assessments of the major ways 
through which form transmits meaning to the viewer: through empathy, said 
the nineteenth century, it embodies it; through the recognition of signs, say 
the linguists, it conveys it. Each side would agree that the relevant function
ing agent in this process of the human brain is the memory: empathy and 
the identification of signs are both learned responses, the result of specific 
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cultural experiences. The two modes of knowing and of deriving meaning 
from outside reality complement each other and are both at work in varying 
degrees in the shaping and the perception of all works of art.'" 

Scully further elucidates the meaning of architecture as dependent on the quality 

of knowledge that the designer and spectator bring to the experience. He emphatically 

says,". . .it is obvious that knowledge instead of learning is the word which has to be 

employed here."'^ He does not view architecture as a motivator of diinking (learning) 

which is one way of giving new knowledge; "and it is through thinking, the manipulation 

of sequences of symbolic responses, that knowledge, once obtained, is utilized."'^ Ber

lyne sees knowledge derived from epistemic behavior which includes observation, think

ing, and consultation with other individuals. Knowledge can represent past and future 

properties of the object (form) or obscure properties that may appear if the form were 

viewed from another side or from the inside.'^ Therefore, it is possible to contradict, in 

part, Scully's definition of meaning in architecture. Knowledge for purposes of giving 

meaning can deal with future and hidden properties of a form and not derived just from 

history: and conflict, which may be derived through complex stimuli, can play the role 

of motivator for thinking, leading toward the evolution of knowledge. Thereby, the ac

quisition of knowledge gives a means for the reduction of conflict which motivated the 

original thinking process.'^ 

A different type of research, done by S. D. Moeser in 1988, dealt with how the 

individual best processes and resolves complex spatial issues in architectural environ

ments. The interior spaces were located in a five-story hospital in which each floor had a 

totally different configuration. It was found that naive subjects, beginning student 



nurses, who memorized floor plans performed significantly better on objective measures 

of cognitive mapping than did nurses with two years work experience in the environ

ment. The research conclusion was ". . .that mental representations of survey maps [floor 

plans] do not develop automatically in the complex spatial environments."'^ 

Such spatial complexity required a condensed picture of the whole unit, showing 

the assemblage of parts and interconnections before a cognitive map could be formed. 

The conclusion drawn by Moeser did not imply that the spaces were truly at the point of 

discord or lacked order, but rather the individual simply needed help in perceiving the 

whole unit and its interconnecfing parts. Undoubtedly, the complex spatial environment 

presented unresolved conflict for the users, and they did not know how to decrease their 

conflict and thereby gain knowledge and control over the environment. 

Complexity and the Sciences of Today 

Even the pure sciences of today are admitting to the existence of paradox and to a 

new science called chaos and to the theory of complexity. There may be a reality that is 

not answerable in math. James Gleick says,". . .randomness with direction can produce 

surprising complexity. And as [Edward] Lorenz discovered so long ago, dissipation is an 

agent of order."'* 

Complexity as an emerging science has its nerve center in Santa Fe, New Mexico. 

During the mid-1980s a number of scienfists were convinced that complexity, adaptation, 

and commotions at the edge of chaos were more than a series of accidents, explained by 

nice analogies. Waldrop in his book. Complexity, The Emergmg Science at the Edge of 
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Order and Chaos, explains the beliefs that motivated the founding of the Santa Fe 

Insfitute: 

The researchers who gather there are an eclectic bunch, ranging from pony-
tailed graduate students to Nobel laureates such as Murray Gell-Mann and 
Philip Anderson in physics and Kenneth Arrow in Economics. But they all 
share the vision of an underlying unity, a common theoretical framework for 
complexity that would illuminate nature and humankind alike. They believe 
that they have in hand the mathematical tools to create such a framework, 
drawing from the past twenty years of intellectual ferment in such fields as 
neural networks, ecology, artificial intelligence, and chaos theory. They 
believe that their application of these ideas is allowing them to understand 
the spontaneous, self-organizing dynamics of the world in a way that no one 
ever has before-with the potential for immense impact on the conduct of 
economics, business, and even politics. They believe that they are forging 
the first rigorous alternative to the kind of linear, reductionist thinking that 
has now gone about as far as it can go in addressing the problems of our 
modem world. They believe they are creating, in the words of Santa Fe 
Institute founder George Cowan, 'the sciences of the twenty-first century.''^ 

Brian Arthur, economist from Stanford, began in the late 1970s to evolve a new 

economics that included the problem solving approaches of the scientist investigating 

complexity who were coming from the fields of micro-biology and physics. He coined 

the phase, "them that has gets," and introduced the workable method of analyzing eco

nomic movements by increasing returns which takes into account the unpredictability of 

events. He sees the world of economics as negative and positive feedbacks that cannot 

help but produce patterns. A small event can trigger a major counterpart. For example, 

did the British colonists land on the rocky shores of Massachusetts Bay because of the 

great soil for farming? No. They came to Massachusetts Bay because the Pilgrims 

landed on that shore for the reason the Mayflower got lost while looking for Virginia. 

After that event, nobody was going to move Boston to another place. The example 
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demonstrates the principle them that has gets. Arthur's acceptance and utilization of 

complexity in the world of economics helped him to write a manifesto. The new eco

nomics is viewed: 

. . .as increasing returns [positive feedback] instead of decreasing returns 
[negative feedback]; as based on biology (structure, pattern, self 
organization, life cycle) instead of 19th-century physics (equilibrium, stabil
ity, deterministic dynamics); as focus on individual life, people separate and 
different instead of people as identical; as externalities and differences be
come driving force, no Nirvana, system constantly unfolding instead of if 
only there were no externalities and all had equal abilities. Nirvana is reach
able; as elements are patterns and possibilities instead of elements are quan
tities and prices; as economy is constantly on the edge of time, constantly 
coalescing, decaying, changing instead of no real dynamics in the sense that 
everything is at equilibrium; as subject is inherently complex instead of 
subject as structurally simple; and as a high-complexity science instead of 
soft physics.^^ 

The science of complexity is in unknown territory, but everyday the foundation is 

being built piece by piece for the theory of complexity and supporting knowledge. There 

are already enough pieces to suggest it has a place in redefining evolution in terms of the 

patterns of nature and cultural processes, substantiating the importance of emergence 

from dynamical systems whether in the realms of biology or physics, and redefining 

anything or process that can be explained as a complex adaptive system with patterns."' 

Roger Lewin in his book Complexity: Life at the edge of Chaos summarizes his view 

of the state of the science of complexity as being: 

The notion of emergence, so antithetical to much of modem biology, is 
the principal message of the science of Complexity and its role in illuminat
ing pattems in nature. Emergence of self-organizing dynamics, which if 
tme, will force a reformulation of Darwinian theory. Emergence of a crea
tivity in the dynamics of complex systems in nature, which, if tme, will 
force a reassessment of the way complexity arises. Emergence of control 
within ecosystems, which, if tme, implies the existence of an "invisible 
hand" that brings stability from the lowest to the highest level in the 
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ecological hierarchy, culminating in Gaia herself And the emergence of an 
inexorable drive toward ever greater complexity and ever greater informa
tion processing in nature, which, if tme, suggests the evolution of an intelli
gence sufficiently powerful to contemplate it all was inevitable. Life, at all 
its levels, is not one damn thing after another, but the result of a common 
fundamental internal dynamic . . . 

I asked Norman Packard how our view of the world would be altered by 
these implications of the new science of Complexity . . . He thought for a 
while, and then in a succinct phrase captured the message at its most 
appealing: 

"We would see the world as having more unity.""" 

The science of complexity includes the modeling of the rises and falls of cultural 

societies. Joseph Tainter, an archaeologist who spoke at a conference at the Santa Fe 

Institute in 1990, identifies several recognizable characteristics in the collapse of com

plex societies. One feature is a stir of collective activity, usually involving architecture 

and general constmction, prior to the collapse of a state or society. It appears to be an 

effort to counter the rising stress of some internal and/or external conflict. Tainter de

tects this phenomenon in the terminal stages of the Roman Empire, the Mayan civiliza

tion, and at Chaco Canyon in New Mexico. "̂  

Does the science of complexity have the potential for application in the design, exe

cution , and crificism of architecture? Of course the potential is there. Today, the design 

process requires analysis and of the issues of society-multi-layered-cultures, economics, 

integrating technology, ecology, ergonomics, aesthetics, health, safety, politics, and 

resources. Whatever sfimuli are affecting an immediate society, they impact the design 

process, constmcfion, public acceptability, and eventual criticism of the resultant archi

tectural form. Therefore, if the science of complexity and its belief in emergence of 
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selforganizing dynamics in complex adaptive systems are tme, then the design and criti

cism of shelters for human beings, one of society's essential requirements along with 

food and clothing, are compatible with the science that resides at the edge of order and 

chaos. 

At this point in time, the science of complexity may seem too general and difficult 

to adapt its not quite devised principles to the problem solving aspects of a single build

ing or large urban development project. However, if a new approach to designing, even 

in the beginning stage, helps the design team to utilize pattems and interconnectors too 

complex to imagine before, it is worth consideration. Meaning in both the designing 

experience and the user's experience evolves from a better understanding of the process 

and product, and this is what the people in the science of complexity are trying to pro

duce and offer—a means for using models with built-in complexity, nonlinearity, and 

adaptability instead of models that insists on an artificial equilibrium along a linear path. 

It is the latter model for problem solving, reductionism, that has been at the forefront of 

scientific investigation since Newton's time. The science of complexity is not taking the 

place of the Newtonian mathematics that put humankind into space, but rather it aug

ments and fills in the large gaps left by complex patterning and what has in the past been 

attributed to uncontrolled randomness or to the hands of a supreme being. 

It is difficult to apply findings from the sciences and expenmental psychology di

rectly to the architectural design process and product. It is easier to reveal the past and 

present role of complexity/discord in architecture and related arts through critical 

analyses. 
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Complexity in Philosophies and Works of Architects and Other Artists 

Bernard Tschumi 

In the practice of architecture, the work of Bernard Tschumi looms forward for con

sideration when discussing complexity/discord, especially in terms of organizing pat

tems. Tschumi states, "The idea of order is constantly questioned, challenged, pushed to 

the edge.""^ In the process of pushing and pulling order he employs the concept of dis

junction in his analysis and theory of architecture, yet he says disjunction is not an archi

tectural concept. He explains the use of disjunction in this way: 

. . . it has effects which are impressed upon the site, the building, even the 
programme, according to the dislocative logic goveming the work. If one 
were to define disjunction, moving beyond its dictionary meaning, one 
would insist on the idea] of limit, of intermption. . . This strategy takes the 
form of systematic exploration of one or more themes: for example, frames 
and sequences in the case of the Transcripts, and super[im]position and 
repetition in La Villette. Such explorations can never be conducted in the 
abstract, ex nihilo: one works within the discipline of architecture-though 
with an awareness of other fields: literature, philosophy, or even film 
theory. T"; 

He is speaking of the essential sensitivity to all the complex interconnections, those 

apparent and not so apparent, which have an impact on the design process. To know 

these entities are connections between and among component parts of the design process 

requires pulling the essence apart to see the junctions, therefore the concept is one of 

disjunction. 

To Tschumi disjuncfion includes limits which means analyzing extemal and intemal 

concepts regarding sign, signifier, and signified relationships. He sees Jacques Derrida's 

deconstmctive approach to analysis as working at the edge, the limit, in philosophy and 
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in practice. He gains pleasure from looking at buildings and mentally dismantling 

them.'' 

Without giving credit, Tschumi apparently uses Lacan's theory of sign and signifier 

when he says, "La Villette, then, aims at an architecture that means nothing, an architec

ture of the signifier rather than the signified-one that is pure trace or play of language.""^ 

Jacques Lacan goes to great length to explain the importance of the signifier over what is 

signified. He uses as an example two small signs designating men's and women's rest 

rooms beside two identical doors. To the observer the signs, signifiers, are of more value 

than what is signified, the rest rooms. His rationale involves the importance of language 

and how the two identical doors opening into the public rest rooms are worthless to the 

potential user unless the observer understands the meaning of the signifier, the small sign 

identifying gender beside the appropriate door."^ In terms of meaning emanating from the 

built form as signifier and the signified, Tschumi's Pare de la Villette takes issue with the 

traditional idea in architecture, which is ". . . its obsession with presence, with the idea of 

a meaning immanent in architectural stmctures and forms which directs its signifying 

capacity. . . Its [Post-Modemism] nostalgic pursuit of coherence, which ignores today's 

social, political and cultural dissociation, is frequently the avatar of a particularly conser

vative architectural milieu."'^ The La Villette work rejects the idea of universal meaning: 

because an object is named something, a specific form or attribute must follow, such as a 

church must have a steeple or a fire tmck must be red. Through the use of superimposed, 

autonomous systems and endless changes of impressions for the observer, Tschumi actu

ally challenges and morivates the user to interpret, to think, and to finally give meaning 
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to the park in his/her own way. Meaning is not derived from memories of an ideal park 

nor from a preexisting functional or formal plan or content, but rather from an immediate 

interpretation of complex relationships. As Tschumi states it, "La Villette looks out on 

new social and historical circumstances: a dispersed and differentiated reality that marks 

an end to the Utopia of unity. "̂ " His approach encourages " . . . conflict over synthesis, 

fragmentation over unity, madness and play over careful management."^' 

Tschumi's rebellion against tradifional approaches to architecture, in particular his 

stand on an architecture without meaning, opens the field to a possibility of creating 

meaning when or if the user experiences directed thinking (the process of finding poten

tial solutions for a problem). An architecture that resists the autonomy of the Modem 

Movement, the superficial nostalgia of Post Modernism, and the delimitation of tradi

tional order in architecture projects the potential for meaning derived from interpretation 

of an abstraction, exegesis, or in some way based on today's complex cultural compo

nents. La Villette, probably, does not mark an end to the desire to have unity in architec

ture as Tschumi indicates, but rather it does cause the questioning of unity in the 

traditional manner. Critical analysis of his projects combined with related theories and 

practices may induce a change toward seeing complexity and discord as an acceptable 

component of theory and language of architecture. 

Cubism. Fragmentation, Juxtapositon. and Today's Architect 

Tschumi's process of jutaposiuoning is similar to the once revolutionary cubist's 

method of simultaneous presentation of differing aspects and views of form. In the early 
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part of the century, the Cubist philosophy and process produced a dramatic change in 

painting and sculpture vocabulary that later became common and accepted by critics and 

the public. Yet, Cubism deals direcfly with complexity and discord of pattem and the 

relationship of parts to each other and to the whole. 

A characteristic of Cubism is the feeling of simultaneity of action, pattem, and im

ages. The illusionistic perspective with one viewpoint started by Filippo Bmnelleschi of 

the Italian Renaissance period no longer exists, but rather the artist simultaneously seizes 

multi-viewpoints of an object and then fuses them into one composition. The only thing 

simple about Cubism is its assault on convention. The final image is the result of a frag

mented extemal reality controlled intemally by the artist. 

It was Pablo Picasso in 1907 with the painting, Demoiselles d'Avignon, who out

raged the art world. At first, one critic said that the canvas looked like a field of broken 

glass. Later this painting became one of the comerstones of twentieth-century art. He 

continued to insult convention with such works as Girl With a Mandolin (1910), Violin 

and Guitar {{913), and the Green Still Life (1914). He challenged and broke the bounda

ries set forth by the classical concepts of beauty, order, and unity by exploring, practic

ing, and developing his own theories of Cubism. As Picasso destroyed what was thought 

at the time to be the integrity of traditional painting, he built new ideas of pictorial form 

and space on canvas and in sculpture. Picasso's cubist art no longer used the language or 

images of the extemal world, but nestled restlessly in the intemal worid of the artist 

along with his environment and cultural heritage.''- Tschumi, also, said his work evolved 

from an intemal worid and not the extemal. By 1910, Cubism was well established, and 
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Picasso was joined in the movement by Georges Braque. The following year a Spaniard, 

Juan Gris, also joined the cubist group. Some critics were still referring to cubism as 

fragmented, harsh, cold, and calculating. However, as a result of the cubist influence, 

every element of painting was revised and reinterpreted, thereby creating a new pictorial 

language; and it affected almost all twentieth-century painting." Even though Cubism 

spread rapidly in the Western world, it never became an international style. Many artists 

used Cubism as a stepping stone for reinterpretation, and in some cases for misinterpreta

tion. This is exactly what happened when the futurist saw in the pictorial images of Cub

ism their own violent ideologies that had nothing to do with the original ideas of 

breaking down an object and analyzing and distilling the elements of its stmcture. How

ever, the general interpretation of the Cubism that emerged between 1909 and 1914 does 

connect in concept to Tschumi's project; Pare de la Villette, and the idea of disjunction 

and the joy of dismantling a building. 

During the first decade of the twentieth century, a few Italian artists and architects 

took from the Cubist movement the idea of geometric accuracy, an engineering compo

nent, and its relationship to modem times. The result of this influence was the short

lived Futurist movement. It emerged in 1910 using an eleven-point Futurist Manifesto 

by Filippo Tomaso Marinetfi. The manifesto exalted the virtues of the machine, includ

ing beauty, and fiercely rejected former ideals and aesthetic forms. The sculptor, Um-

berto Boccioni, in 1910 interjected the anti-cultural tenets of futurism into his work. 

Two years later he published his doctrines. Technical Manifesto of Futurist Sculpture. 

At the time, the message of his manifesto could have applied to the post-1904 projects of 
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Secessionist architects, Joseph Olbrich and Alfred Messei. In 1913 he declared that 

sculpture did not seek naturalistic form but rather it gained essence from a dynamic, 

non-static architecture: meaning a direct interconnection between environment and ob

ject by the use of penetrating planes. Frampton explains Boccioni's and Marinetti's influ

ence in this way: 

To achieve this sculptural simultaneity, Boccioni had already recommended, 
in his sculpture manifesto of 1912, that sculptors henceforth exclude the 
nude and exalted subject matter and the use of honorific materials such as 
marble or bronze in favor of heterogeneous media: 'Transparent planes of 
class or celluloid, strips of metal, wire, interior or exterior electric lights can 
indicate the planes, the tendencies, the tones and half tones of a new reality.' 
Paradoxically, this concept of a spirally stmctured, non-monumental, 
mixed-media object to be extended into the immediate environment was to 
have more influence on Russian Post-Revolutionary Cubo-Futurist Con-
stmctivism than on the evolution of Futurist architecmre. Nevertheless, 
Boccioni's sculpture manifesto of 1912 and Marinetti's La Spleruieur Geo-
metrique et Mecanique (Geometric and Mechanical Splendour and the Nu
merical Sensibility) of 1914 jointly gave the intellectual and aesthetic frame 
of reference with which a Futurist architecture could be postulated... This 
pristine vision of mechanical splendour was fittingly paralleled by the young 
Italian architect Antonio Sant'Elia's power-station designs of the same 
date." 

When both Boccioni and Sant'Elia died in 1919, ironically because of the first indus

trialized war, the Futurist Movement ended abmptly. After that time the militant flag for 

the futurists (modemists) was not in the hands of Italians, but rather it was carried on the 

shoulders of the revolufionary Russian Constmctivists. The short-lived Futurist Move

ment (1909-14) changed from the original concepts of Picasso and Braque, yet it was a 

time when architecture was influenced by Cubism. However, today the connection be

tween Cubism and architecture rests closer to the original precepts dealing with the 

analization of complex pattems and interconnections on many different levels. 
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There were few instances of the real influence of Cubism in architecture except in 

Czechoslovakia (Bohemia) and France from 1910 until the end of Worid War I (WWI). 

Jiri Kroha was the only person to extend Cubism in architecture past WWI. After the 

war. Cubism in Czechoslovakia changed into a National Decorative style and Rondo-

Cubism.̂ ^ The architects involved in this small Cubist movement tried seriously to 

interpret the emotions and composition of the Cubist art works, but in a three-

dimensional architectural stmcture. Ivan Margolis spoke of the influence of Cubism on 

architecture, "In Cubism there is always a dialogue between the reality and the work of 

art; the ambiguous playing of one against the other which confuses the observer... The 

Cubist method of work based on spatial exploration resulted in making the architects 

think in terms of volumes, that is of space defined by planes, instead of in terms of mass 

and solidity which was what they had been taught until then."^^ Some of the houses of the 

architectural Cubist were difficult to inhabit for the reason spaces were obliquely con

toured with warped surfaces, and distorted projections pushed forward based on pyrami

dal and prismatic shapes. Margolius summarized the Cubist influence in the following 

way: 

Cubist architecture came as a reaction against the positivist materialism of 
the nineteenth century, and the functionalist traditions of the teachings of G. 
Semper and O. Wagner, which were defined by their belief in a synthesis of 
function, constmction and poetry. The Cubists rejected the rationalism and 
utilitarianism that was based on Renaissance theories and tended rather 
towards the late Gothic and late Baroque compositions. 

The oblique, conical, cut, dynamic forms of Cubist architecture are related 
to the Art Nouveau style but the relafionship with the Baroque forms is 
closer. The heavy almost mystical configurations of single-colour facades, 
railings, recesses and folds casting shadows over the surfaces present a very 
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late-seventeenth-century feeling of exuberant decoration, spafially complex 
composition and expansive moving form.̂ ** 

Alan Colquhoun in Essays in Architectural Criticism attributes to coincidence the 

use of Cubist spatial principles by the American architects Frank Lloyd Wright and Mi

chael Graves. However, he concludes that modem architecture, in general, combines 

Cubist devices with anecdotal and episodic elaboration of the program.̂ ^ 

It is a possibility that Mannerist architecture of the sixteenth century affected Cubist 

architecture. The influence may have resulted from the Mannerist's attitude of the push

ing of boundaries. Colquhoun attributes the complexity and ambiguity in Mannerist 

architecture to historical conditions that depended on the existence of a prior style.^" 

Cubist artists sought to destroy previous styles, yet the products of both movements re

flected fragmentation, complexity and ambiguity of design. 

Claude Bergeron in his article. Mannerism, Then and Now, suggests there is a strik

ing resemblance between the disjuncture of sixteenth-century mannerists and the archi

tecture of today, in particular the New Modemists. "Architects no longer feel bound by 

any mles, with the result that their architecture is full of contradictions and complex, 

irrational and subjective solutions.'"'^ 

Instead of emphasizing unity and harmony, they delighted in contrasts. In a 
sketch of a portal, published in his treatise, Seriio destroys the classical 
order by breaking up the columns, the entablamre and the pediment 
Certain stones in the frieze push through the comice and into the pediment. 
Giulio Romano, a great master of Mannerism who trained in Raphael's stu
dio, made similar use of contrasts above the portal of the Palazzo del Te. 
. . . the keystones above the windows appear to be slipping from their places, 
pushing outwards and upwards. At the top of the wall, triglyphs appear to 
be coming loose from the entablature, suggesting the danger of collapse. 
Giulio Romano, who was also a painter, took this theme of destmction (or 
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de-constmction) still much further inside the villa in his famous fresco of 
The Fall of the Giants.^-

Some of today's architects, Eisenmann,'' Tschumi,"*' and Gehry,'- who design with 

complex issues, concepts, and systems, aptly demonstrate their projects are more pro

found in theory, process, and planning than the facade of a building. Apparently. 

Bergeron does not realize that the loss of exacting historical styles naturally gives rise to 

uncertainty in architecture, but at the same time it means a new language is being devel

oped that hopefully is representative of a contemporary way of life. This new language 

may very well have started with the small Cubist movement occuring in a small country 

named Czechoslovakia. 

The first indication of a Cubist architecture is demonstrated by the Wenke Depart

ment Store (1909-1910) in Jaromer, designed by Josef Gocar. It is also one of the first 

applications of a curtain wall. The third story of the building shows characteristics of 

Cubism. The trend toward Cubism becomes evident in "the thick fluted columns with 

dark spaces in between and the light railings with the diamond and triangular motif. . 

In spite of the two different treatments on the facade, the composition works. In an 

apartment for Dr. J. Gregr, Gocar experimented with interior sloping planes, cut with 

diamond and pyramid pattems. This was a totally new way of interpreting interior 

components. 

Pavel Janak was the other major personality involved in Cubist architecture. His 

creative milestone is the Hlavka Bridge in Prague (1909-1911). It acknowledges his 

break from the Art Nouveau influence and the later rationalistic, functional approach. 

"46 
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There is dynamic movement in the wavy form of the edges of the arches, the 
motifs of the pylons, and in the obliquely formed walls where the bridge 
leaves the riverbanks. The basic composition is strictly founded in the ra
tional approach but Cubist tendencies are already present in the detailing of 
the pylons, arches and the positioning of sculptures. 

Janak argued that the present rational, functional, constmctional and stmc-
tural concepts were too narrow and without compromise, and that they dis
played a character which was too clean and almost anti-social. . . He called 
for a creativity in which artistic thinking and abstraction would take a lead 
over the functional concept and would progress further in trying to put for
ward plastic form and plastic realization of architectural concepts.^^ 

In 1912, the completion of the Sanitarium in Bohdanec actualized a Cubist building 

for Gocar. The general arrangement of the interior was traditional; but the long low 

elevations allowed Gocar to distort and to create an optical illusion with multiple French 

windows on the first level. It was difficult to identify the direction of the projected win

dows, or if they project at all. The sloped railings of the lower panes of glass created a 

dynamic sense of rhythm across the front. His next work, completed the same year, was 

the apartment. House of the Black Virgin Mary. An infill site in a historical district was 

the location for the project. He succeeded in designing a contextual entity, without re

sorting to the application of past styles. The exterior broken surfaces and crisscross rail

ings were continued on the front doors and into the interior. An unexpected rhythm was 

created by a graduated double Mansard-like roof, showing geometrically capped dormer 

windows puncturing the double-tiered roofs. 

There were three cubist architectural projects by Josef Chochol in 1913: a villa and 

two apartment blocks in Prague. In the villa. Cubist forms extend into the plan, interior, 

garden, and fencing. Distortion was Mongolius' favorite word in describing the grounds 

and villa.'^ However, distortion as a descriptor seems imprecise when the pictures and 
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drawings of the buildings are examined. The jambs and heads of windows and doors are 

on a diagonal and present a chiseled appearance. The left side of the garden set at an 

acute angle to the house contains oblique triangular forms for green spaces. Edges of 

walking lanes are not always parallel to each other. To the eye, the apartments had the 

same chiseled windows as the villa, and projections over and beneath openings were 

forged multifaceted forms. 

The Cubist architecture in France was even less in built products and participants 

than in Czechoslovakia. Raymond Duchamp-Villon executed a facade called Maison 

Cubiste for the 1912 Salon d'Automne Mare exhibition. The facade was based on a tra

ditional style but the significant aspect was the plastic treatment of certain parts. Certain 

forms were inspired by natural phenomena such as the pattem of icicles and the abstract 

interpretation of the sun and its rays. He designed in 1914 a sculptural ornament for a 

college dormitory in the United States. Unfortunately, the project was rejected by the 

college. The plaster model showed an attempt to relate modem omamentation with prin

ciples of Gothic architecture. At this time in France, Cubist architecture reached only to 

the facade. However, the Czechs had pushed traditional boundaries somewhat further, 

even to the point of freeing themselves from past architectural styles. 

Cubist architecture did not extend much past Worid War I. It seems somewhat un

believable that the movement that gave birth to modem architecture escapes credit, for 

the most part, in westem architectural history. The consequence of this short-lived 

movement is its originality; its anticipation of what was to come in technologic develop

ments; and its visualization of architecture composed of the interplay of planes and 
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spaces rather than static masses. It is to some extent unexpected that Cubist painting, 

which was representational at least in the beginning, influenced such an expansive non-

representational field as architecture and fumiture design. 

Today, there is a group of architects similar in attitude to the eariy cubists. They are 

not promoting the cerebral and linguisUc Derrida model as does Tschumi, but rather 

prefer an associative building type with narrative implications. Admittedly, they intro

duce new meaning by inserting illogical fragments and dematerialized elements. Some 

of these designers are: Tatsuhiko Kuramoto, Morphosis, Eric Moss and SITE.̂ ^ 

In the proposal for the Pershing Square, Los Angeles (1988), SITE created a theme 

of a metaphorical magic carpet. The radial geometry on a flat plane undulates in an 

uneven vertical pattem similar to an envisioned magic carpet. It certainly contradicts the 

existing scene of dmg addicts lying on the dirt in a visually depraved environment which 

rises from one of Los Angeles' most prestigious business districts. SITE placed the 

Frankfurt Museum of Modem Art, a rectangular building, on a triangular site. The por

tion of the rectangle that would have overlapped the diagonal street was ripped away, 

leaving the side as a cutaway covered with a glass wall, which heightens the inside and 

outside theme.^' 

Continuing the thought of creating meaning by inserting illogical fragments, Mor

phosis (Thomas Mayne and Michael Rotondi) designed a house on 6th Street in Los 

Angeles. Mayne relates the design process as continuing their "investigation of the im

pacted building; a metaphor for veils and walls that we use to protect ourselves from the 

world and the secrets and mysteries that are so much part of the human condition."^" 

30 



Peter Cook recounts the house and other projects in poetic terms based his analysis of the 

drawings and on Mayne's descriptions: 

The available drawings push out into a twitching, restless condition where 
odd pieces of machine and roof and frame and stair are all exploding off the 
carcass. So not only is the impacted cage evolving, but is (at least theoreti
cally) engaged in a wrestling match with specially invited parts. The orrery 
and the play stmcture from the larger works have their progeny here, but 
seem to be mulfiplying. Along with the assured quality of the overall car
cass there is the restlessness of these small parts. At this moment, one starts 
to question the role of the model. If the eventual building feels like that 
object, it will have the compositional resolution of, say, Frank Lloyd 
Wright's better houses or of a De StijI piece." 

Cook further sees their works as coming together poetically in spite of and because 

of the unexpected and the restless condition. In an essay by George Rand, he connects 

the designs of Morphosis to their phenomenological program and philosophy (see phe

nomenology discussion latter in this chapter). Rand, too, sees their work as a poem: a 

coherent narrative that describes the building and the forces which motivated it.̂ "* 

Mayne and Rotondi describe their philosophy of designing in this manner: 

Architecture is, finally, a means of communication, a way to describe things 
for which words are inappropriate or inaccurate, and to speak about the 
culture from which it comes. We take a point of view. Our work concre
tizes the ephemerality of feeling. It transcribes the complexities of the 
world and the fragmented, disbursed, and detached nature of existence. Our 
work reiterates the unfinished nature of things. We hope it unmasks the 
deceptions of first appearance and explores what we don't see.'''̂  

Morphosis has reached a point of balance in their work that never relaxes into bore

dom nor the monotonous harmony discussed by Norberg-Schulz in the Significance of 

the Study, Chapter I. They have developed the ability to execute projects that are visu

ally and psychologically anchored but simultaneously explode. They add or take away 

31 



something from the expected. This type of presence definitely has its roots in eariy 

Cubism. 

There were other fields in the arts that were influenced by the eariy Cubist move

ment or were an integral part. One of these was music. 

An immigrant from Russia and contemporary of Picasso before World War I, Igor 

Stravinsky, created a new musical logic. His earliest works were ballet scores: The 

Firebird (1910), Petrouchka (1911), and The Rite of Spring (1913). Weiss and Tamskin 

describe the latter work as, "Its freedom of dissonance, the crashing force of its 'barbaric' 

orchestration, and above all its hugely resourceful innovations in asymmetrical rhythm, 

made the work at once bewildering and irresistibly exciting to its early audiences."^^ The 

first performance caused a near-riot in Paris. At the same time, a caricature by Jean 

Cocteau was published, showing Stravinsky banging out his music on a piano while an

cient elders, youths, and virgins were conjured up in the background. The subjects were 

depicted in Cubist angularity, which coincided with the dissonant primitivism of the 

music.̂ ^ Janson states, "Stravinsky's rhythmic writing gave his music a curiously dispas

sionate, flat quality, and allowed him to juxtapose level-sounding musical sections in a 

way that recalls Picasso in his Cubist phase."^^ 

Other comparisons to Picasso can be drawn in that both would dramatically change 

styles or theorefical basis of work. Both went through a Neoclassic period, except Strav

insky's lasted longer. Essenfially, Stravinsky spent his life rebelling against Romanti

cism and overreacting against critics who charged he was a musical anarchist and 
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revolutionary, which resulted in a strong objectivist side to his creative production and in 

particular his writing.̂ '̂  

Rebellion in the arts continued after Worid War I as a result of the organized mass 

killings during the war. The Frenchman Marcel Duchamp launched a movement called 

Dada. The name was picked at random from the French dictionary and means hobby

horse. Its purpose was clearly to show that all established values, morals, and mles of 

aesthetics were meaningless because of what the war meant. Dada was nihilistic and 

proponents preached anti-art with a vengeance. The only principles respected by Dada-

ists were those of chance and the reality of the imagination. This message is clearly seen 

in Duchamp's Ready-Mades and The Brides. Erik Satie participated in the rebellious 

anti-art movement from the music side, while Stravinsky experimented with jazz and 

went through a rather inauthentic Neoclassic phase.^° 

The polemic opposite of Stravinsky was Amold Schoenberg who held on to the last 

fragment of Romanticism called Expressionism. He upheld the movement's ideal, ". . . to 

write music of such unprecedented and 'irrational' complexity that he confessed himself 

as little able as anyone else to 'analyze' his works—a remarkable avowal of the 'uncon

scious' wellsprings of inspiration."^' Around 1923, Schoenberg began to use a twelve-

tone system that he discovered. Its purpose was to achieve extended coherence during 

the absence of laws goveming tonality's harmonic relationships. In the beginning his 

atonal works created a crisis in the music worid. The death of the mles of tonality left 

too many choices for the composers.^" 
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A simple explanation of how the twelve-tone system works is: The music piece 

continues through a series of variations on a single theme, when suddenly from a section, 

such as the hom section, an atonal sound appears just twelve notes long. This sound is 

created from all the twelve different notes played in an irregular order. The purpose of 

this twelve-tone system is to give as much disconnectedness among the notes as possible 

and present a lack of centrality. Every twelve-tone composition can create its own lan

guage. It can sound artificial and contrived, yet most contemporary composers have 

adopted it to some degree. This kind of disjointed spirit can be seen in the work of Coc

teau and Satie in the 1920s.̂ ^ Boundary pushers in both the visual and auditory arts of the 

first quarter century employed dissonance, contrast, and discord to create a complex 

whole. 

A few of today's architects who have published works, both written and projects, 

show various degrees of influence by early 20th Century movements in the arts; espe

cially those that integrated complexity as a natural component of the design process. A 

more purely philosophical movement that shows signs of impact on the architectural 

design process and product is phenomenology and the theory of variations. 

Phenomenology. Theory of Variations, and Architecture 

From the standpoints of architectural criticism and education there exists a battle 

between those who prefer the dominance of natural science models for evaluation and 

criticism and those who say that at least the social science models should hold equal 

weight. In simpler terms, is architecture a fine art or is it a quantitative science? Many 
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questions arise. Is it necessary to choose sides? Is the ideology of the Romantics, John 

Ruskin and William Morris, less valuable than the process and product of science and 

technology?^"* Is architectural content separate from form? 

Through a series of essays on phenomenology, the Pratt Journal of Architecture 

addressed the above described paradox. This puzzle was analyzed beyond what is em

pirical or what externally is perceived as real. The architectural form represents a par

ticipation in reality by the designer and the user, and it may not have "polis" or a central 

reality.̂ ^ 

In Rainer Maria Rilke's description of an exposed wall, one is able to see a previous 

relationship and life with this wall, even though it no longer exists in the concrete world. 

He describes the imprint on the wall (revealed after pictures and mirrors were removed) 

and the smells associated with the wall through the ages. The things he describes are not 

imagined into the wall, but rather an interpretation of what is real in the wall. Martin 

Heidegger writes that to understand Rilke's prose one must accept the idea of existence 

as being-in-the-world.^ 

In the story of the exposed wall, the real wall exists because of the essential rela

tionship between what remains and what is tom away. What is real acts as trigger for the 

response and is also the actual response. The signifier and the signified keep exchanging 

places. The writer used descriptive, emotion evoking words to appeal to the senses and 

communicate feeling pictures of the few remains of being - of a wall - of a life. 

Under the cover of phenomenology is the theory of variations that elevates imagina

tion (images that are not present to the senses) over perception. Don Ibde used the 
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Necker cube, a transparent two-dimensional representation of a three-dimensional object, 

to demonstrate the theory of variations. The two empirical variants of the cube are that 

it appears to reverse itself either upward or downward. In the field of psychology, some

times a third variant is accepted — it is not a cube but a hexagonal opening with a 

stretched-out, six-legged insect inside. It is a break from seeing in habitual and empirical 

thinking modes. This revelation changes the meaning of the object and opens the door to 

a range of possibilities. One is that the form is a gem with a hexagonal shape, the trans

parency of the gem indicates it too can be reversed the same of the cube. When the lim

ited empirical view of an object is expanded and deconstmcted, it is referenced as 

phenomenological variations. It is the first step toward directed fantasy or directed 

imagination, even directed thinking. 

The existenfialist approach to the cube is that the jumps in perspective in relation to 

body movement excites the imagination. This brings into the arena of ideas the relation

ship of both the muUidimensional cube and the human environment. 

Finding the essence in a phenomenological way requires taking directions that lead 

toward possibilities for stmcturing and stmctures. Whimsy, novelty, contradiction and 

discord have essential elements for discovery in phenomenological analyses. It becomes 

a valuable part of programming for such design teams as Morphosis. Their work mixes 

the worids of myth, society and the physical. Morphosis finds essence and meaning not 

just in associations but from human-social-physical encounters. It appears at first that 

phenomenological criticism or programming lends itself to art and to architecmre better 

than the functional-stmcturalism viewpoint, in particular, if the goal is to try to 
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understand current architectural works such as that of Morphosis, SITE, Bemard 

Tschumi and even Frank Gehry. 

The philosophy of phenomenology was founded by Edmund Husseri in the eariy part 

of the century. However, it was not interpreted for architecture until the 1970s and 80s 

by David Canter and Christian Norberg-Schulz. They were among the first to apply it to 

architecture. Urban planning also has jumped on the movement. Presently, there is a 

tug-of-war between those who support phenomenological criticism and education and 

those who support models from the natural sciences.^^ Gary Steven from the University 

of Sydney describes the phenomenological movement in this manner: 

[It] seeks to infuse the social sciences with all the qualities it believes posi
tivism has foreswom. Adherents concentrate their efforts on the study and 
description of concrete incidents in everyday life, abjuring abstract theoris
ing. Quite unlike the methods and complex statistical analysis characteristic 
of stmctural-functionalism, phenomenology typically involves the descrip
tion of individual social encounter, or the explication of the stmcture of 
those encounters.. .Phenomenology is thus concemed with the individual 
and the concrete, a pre-occupation with the microsociological quite different 
to positivism's sweeping theorisation about society at large.̂ ^ 

Phenomenology as a philosophy has and is having an impact in architectural practice 

and education. Yet, it does not produce a classifiable style in architecture. However, it 

allows designers freedom from the constraints and evaluative retribution of the scientific 

methodology, and at the same time the designer remains accountable in the best sense — 

user satisfaction, codes, economics and so forth. 

With the emphasis on the imaginative praxis, there is a good fit between architecture 

and phenomenology. The act of designing a built environment requires acceptance of as 

well as a relationship with a pluralisdc society. Partial or whole design resolutions 
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require multidisciplinary tacfics. For resolution and fit of the being to occur, perception 

has to rise to the level of imagination. Complexity and discord become a realistic part 

of the problem and the resolution. 

Summary 

Even diough the more formal summary is located in Chapter IV, a brief summary 

pointing in the direction of conclusions is presented at this time. Each paragraph relates 

the material to die purpose and objectives (page 2) of this study. 

D. E. Berlyne's empirical research over many years connected in a statistical way 

motivation for leaming and directed thinking to behavioral aesthetics. One simplified 

means of relating his basic theory to architecmre was to show in parentheses the explana

tion of the architectural relationship against the written theory: For a person to gain 

meaning from an experience (the standard is for architecture to have meaning), conflict, 

arousal, and curiosity (complexity in architectural stmcture, form and/or content) must 

occur rather than ordered sequencing (ordered sequencing has been a traditional mle for 

meeting the goal of unity) that tums-on habitual or instinctive response. Human beings 

seek information when they know they will suffer without it; hence conflict in the form 

of complexity becomes a priority to directed thinking, gathering of information and thus 

the potential for meaning. 

If the research by Kekkert and van Wieringen conceming complexity and aesthetic 

judgment were applied to architecture, it would indicate that complexity could play an 

important role in determining aesthetic preferences about architecture. However, the 

38 



work of architecture would need to be viewed as an abstract form not as a prototype, 

otherwise the observer would evaluate the object with how close it looked like the pre

conceived image. 

Recently, a movement from the pure science fields is starting to accept that complex 

patteming and uncontrolled randomness exist, and that the concepts should be used 

rather than ignoring or dismissing the phenomena. The science of complexity acknowl

edges the existence of paradox and chaos. The recognition of this new science shows 

potential application to architecture because whatever stimulates society affects the built 

environment. It deals with complex pattems in nature and cultural processes, including 

economics, aesthetics, and resources. The science of complexity has the potential to help 

designers and users of the built environment to understand better difficult pattems, rela

tionships and subsequent interconnections that were once too inconceivable to imagine. 

People in this field see it as a means for using models with built-in complexity, nonline

arity, and adaptability instead of present-day linear models. 

Complexity takes on the function of a stimulus, content, or a response. Through the 

years it is found in the philosophy and products of artists and architects. At times it ap

pears ephemeral, as a metaphor, or concrete with the juxtapositioning of angles or shapes 

within a view. Sometimes it hides within such diverse classifications as deconstmction. 

Mannerism, Cubism, New Modernism, phenomenology, and other boundary changing 

movements. Most recently complexity establishes itself as an integral part of the process 

and products of such architects as Eric Owen Moss, Frank Gehry, Peter Eisenmann, 

Bemard Tshumi, Morphosis, and SITE. 

39 



These architects seem to accept complexity/discord as a natural component of their 

theory and language of communication. Tschumi says his works purposefully lack 

meaning, though in the final analysis it really is in the experiences and eyes of the be

holder. He believes La Villette marks an end to the desire to have unity in architecture, 

but it may simply encourage others to rethink how unity is created and does the program 

make it a top priority. Much of the recent controversy in architecture revolves around 

the traditional criteria for order and unity, and the belief that complexity/discord and 

ambiguity is to be avoided at all costs. 

Cubist architecture was short-lived (1909-13) and contained within a small geo

graphical area in Europe, yet it influenced in some ways the international style of Mod

ernism. Fragmentation; juxtaposition; simultaneity of action, pattem, and images: and 

floating planes characterize Cubism. These characteristics are used by more architects 

today than at any time during this century based on those who receive publications. 

Phenomenology coalesces with architects in the way they respond to issues. When 

SITE created a metaphorical magic carpet for resolving the problem of a depraved envi

ronment in Pershing Square and when Morphosis designed a house based on the human 

need to veil problems and to keep secrets, these approaches, representive of a group of 

architects working from a similar philosophy, mandated the need for new criteria for 

acceptance and analyses. It also raises questions in the field of education: can this 

approach be integrated into the curriculum at a time when central administrators and the 

taxpayers are demanding methodic accountability. 
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CHAPTER III 

PROJECT: LLANO ESTACADO ARTS CENTER 

Complexity/Discord as a concept, a perception, or as an image pervaded the entire 

design process for this project. Amid creafive episodes, complexity subsided more into 

the subconscious, influencing indirectly. However, during necessary periods of objective 

evaluafion, the purpose, objecfives, and hypotheses (all dealing with complexity/discord) 

came into appliance. As stated in Chapter I during the design phase, the intention was to 

explore workable means to utilize complexity/discord without intervention of traditional 

aesthetic and functional limits. This chapter elucidates the programming of the project 

and includes text references to the purpose of this research. 

The selection of the hypothetical project was based (1) on the art center as subject 

matter naturally lending itself to experimentation with complexity; (2) on its lack of a 

strong recognizable typology, such as a church or a court house; and (3) on existing facil

ity and community assessments which indicated a need for such a facility. In this chapter 

an effort was made to concisely state the programming for the hypothetical project: 

Llano Estacado Arts Center, Lubbock, Texas. 

Context for Lubbock Visual Arts: Community Needs 

Some of the citizens and city officials recognized that Lubbock needed a facility to 

support exisfing and future visual art activities. In 1990, members of city govemment 

reviewed a proposal for a visual arts building project as a part of a fumre capital im

provement's program.' However, in 1994 the City Council, Mayor, directors of the 
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Culture and Leisure Services and the Lubbock Fine Arts Center had sfill not actualized 

any plans for an optimum facility for the visual arts. The city officials had commis

sioned a feasibility study for a fine arts center which was published in the fall of 1994. 

The recommendation was to choose one of two existing sites in the central business dis

trict that could be renovated to fit the needs of a fine arts facility. This study only looked 

at limited improvement of existing services offered by the fine arts center. It did not 

study the visual arts from a total perspective. The need to support community artists and 

visiting artists with resources for continued education (workshops from one to several 

weeks), their own sales space, exhibition spaces and areas for social interactions was not 

addressed in this feasibility study. A site for the fine arts center was selected in the cen

tral business district to contribute to the revitalization of the downtown area. Selecting a 

site that embodied the image of the aesthetic and environmental components of the vis

ual arts was not a consideration, and neither was the need for artists to have a protected 

environment during the creative process. Storage space for a permanent collection was 

not included in the goals for a future Fine Arts Center.^ The assessment of needs for this 

preliminary study did appear limited and lacking in vision. 

Lubbock County, including the City, has an estimated population of 224,748.' From 

a govemment viewpoint, the visual arts responsibilities are administered through the de

partment of Culture and Leisure Services. Under this department is the Director of the 

Fine Arts Center who also has the the Garden and Arts Center under her authority. 

The program at the Lubbock Fine Arts Center opened in 1984 in a small, 2500 

square foot building composed originally of two box cars sited on the property at 2600 
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Avenue P in 1940. A 1200 square foot room was added in 1947, and today about 1000 

square feet of this space serves as the gallery. This single gallery has provided exhibifion 

space for approximately 400 artists since its opening. The total square footage is ap

proximately 3700. Nearly one-half the remaining space functions as a photography stu

dio with separate areas for black and white and color darkrooms and respective 

workspaces. There are spaces for an entry, restrooms, a storage, and one office. The ad

joining parking lot is small and unpaved. Access to the facility is by a residential street 

in a lower socio-economic neighborhood.' In 1988-89, the Fine Arts Center recorded a 

total of 5,612 users,^ whereas the Municipal Garden and Arts Center, 4215 University 

Avenue, recorded 66,432 users for the same time.' 

The Municipal Garden and Arts Center serves as a meefing place for over 50 clubs 

that have cultural arts and educational goals. The outreach is to all regions of the Texas 

South Plains. The building is a modem, brick-veneer building. It adjoins the Lubbock 

Arboretum with an off-street paved parking area. The facility has one gallery with a 

large pafio, an ecologically designed entry and gift sales space, a studio, meeting room, 

storage, kitchen, and a small library. The shows in the gallery are less contemporary 

than those at the Fine Arts Center, but the space does lend itself to receptions and exhibi

tions better than the house on Avenue P. 

Both of the above described programs do an admirable job considering the inade

quate facilities, staff, and resources. However, neither of the programs addresses the 

comprehensive visual arts needs of a community the size of Lubbock County, and cer

tainly they do not if the surrounding mral counties are included in the scope of services. 
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Other facilities that support the visual arts to a certain degree, but are not under the 

govemance of the City are the Museum of Texas Tech University and the Godbold Cul

tural Center. The Museum of Texas Tech University has a range of services that it man

ages, such as educational, research, cultural and natural science. The physical facilities 

include the main museum building, the Moody Planetarium, the Ranching Heritage Cen

ter, the Natural Science Research Laboratory, the Val Verde County Research Site, the 

Goodman Cotton Gin, and the Lubbock Lake Landmark. The problem with the main 

museum and the visual arts is that resources are spread too thin. Besides visual arts, the 

museum tries to cover the social and natural sciences with research, collection, preserva

tion, and dissemination of information to the public. Because of finite resources, the mu

seum could provide better services if it limited its scope — either natural sciences or 

visual arts. 

The Godbold Cultural Center is a commercial community arts center that is located 

in the renovated University City Club. It feamres a variety of types of artworks, and pro

vides spaces for banquets, meetings, and receptions. In addition, there are a few studio 

spaces and specialty shops. There are definite problems with sound control, in particular, 

when the narrow stage area is used for musical performances. The emanating sounds 

dominate the meeting rooms in proximity. 

In the last half of 1994, the City Council selected ten members for each of ten com

mittees to develop goals and objectives for the City to have as guidelines going into the 

21st Century. The author was appointed by the City Council to serve on the Goals for 

Lubbock: A Vision Into the 21st Century, subcommittee Recreation, Parks, 
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Entertainment, and Cultural Affairs. The public was first asked through the local news

paper to respond to twelve visual and performing arts goals. The committee considered 

public in-put, and then listened to the public directly at a town meeting. Afterwards, the 

subcommittee made recommendafions to the City Council. These recommendations 

contained four goals with nine objecfives. This was more attention to the area of visual 

arts than it had received at anytime previously. The four goals were: 

(1) Build/renovate/relocate Cultural and Fine Arts facilifies which support the 
visual and performing arts and artists, actively integrate community arts, and 
provide an appropriate community image. 

(2) Enact a long-term commitment to public art through policy and resources. 

(3) Create community support systems to recognize and develop artists in the 
area. 

(4) Secure a large performing arts facility which may function within the multi
purpose arena.^ 

There is a community need for a visual arts center that serves not only the city of 

Lubbock but the entire South Plains - the mral Llano Estacado. The previous discussion 

illustrated the micro-context of the visual arts in Lubbock. The following statements are 

descriptions of selected cases that show a relevance to the research purpose and the fields 

of design for museums, art centers, and small art educational facilities. 

Context Relative to Thesis Perspective: Case Studies 

During the exploration and analysis stages of the design process and before synthe

sis, an investigation was made of other designers' approaches and products for the design 

of museums, visual arts centers, and studio workshops. These examples were analyzed 

for integration of complexity and how they might influence the design process and 
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product. Four cases were selected: (1) The High Museum of Art, Richard Meier and 

Partners; (2) Wexner Center for the Visual Arts, Eisenman Architects; (3) Vitra Design 

Museum, Frank O. Gehry & Associates; and (4) Haystack Mountain School of Crafts, 

Edward Larrabee Bames. Each case was analyzed by its program, site, and context; 

parti; architectural description; stmcture and materials; and analysis and relevancy to 

proposed project. 

The High Museum of Art, Atianta. Georgia, 1980-1983 
Architects: Richard Meier & Partners 

Program, Site and Context 

The client was the High Museum of Art and the Atianta Arts Alliance. The project 

was the design of a new museum of 130,000 square feet. Of the total square footage, 

52,000 square feet was devoted to gallery space for the largest public owned permanent 

collection in the Southeast and for temporary exhibitions.^ 

The site is a comer at the crossing of Peachtree and Sixteenth streets, almost two 

miles from downtown Atlanta. It is adjacent to the Atlanta Memorial Arts Center and 

across the street from the First Presbyterian Church. This is a historically significant 

area. It is in a neighborhood oriented for pedestrians with the MARTA rapid-transit sys

tem and the Colony Square commercial district within one block of the High Museum.*̂  

51 



Parti 

The parti is a square with four quadrants. The quadrant next to the Memorial Arts 

Center and Peachtree Street is carved out and becomes the large atrium, lobby and orien

tation point within the gallery section of the building. 

Architectural Description 

The typical pedestrian path to the High Museum is from the Colony Square commer

cial district up Peachtree Street past the Memorial Arts Center. One enters on a long 

ramp projecting at a diagonal across the site, past a screenwall and a portico into the 

main level of the building (see Fig. 3.1). The formality of the four quadrants is broken 

by the quarter circle of the atrium and the ramp that plunges into it. There is a sixty-

degree angled cubic form which one passes on the left when entering. It is a two-

hundred seat auditorium. At the end of the ramp on the right is a grand piano shaped ele

ment that is the entry and reception area. The role of the atrium is for orientation and 

circulation using a ramp on the curved wall side. Meier separates circulation from gal

lery space for the reasons of (1) admitting natural light to die galleries but with control if 

a particular exhibition prohibits natural light, (2) the open area acts as mediator between 

the ramped wall and the four stories of galleries, and (3) the ramped wall has continuous 

glazing for admitting natural light and offering die user views of the city. 10 

Stmcture and Materials 

Reinforced concrete is used as stmctural frame and slabs. The support facilities are 

sheathed in a granite base with porcelain-enameled steel panels on upper portions. 
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Interior walls and ceilings are a painted gypsum wallboard with a plywood backup in ex

hibition areas. Flooring is granite on the main level and wood on upper floors. II 

Figure 3.1. Axonometric view. High Museum of Art (Meier, 1984, p. 296). 
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Analysis of High Museum of Art and Relevancy to Studio Project 

Even with warm sunlight penetrating the skylight and casting shadows across the 

atrium, the spatially monumental lobby is psychologically cold because of its carefully 

chiseled edges, tall vacant volume in the center, and totally white surfaces except for the 

flooring of the ramp. According to Michael J. Bednar, AIA, there was no programmed 

or suggested use for the main level floor other than for circulation purposes.'" This is in 

contrast to I. M. Pel's atrium design for the East Building of the National Gallery. The 

atrium's floor and walls are sheathed in Tennessee pink granite. The skylight, sunscreen 

louvers, and space frame constmction create a dynamic environment that changes with 

the time of day and the season. Natural foliage in the form of small vines spills-over its 

boundaries onto the half wall that forms the vertical access area near the lobby. The mix 

of dynamic light, texture, people, bridges, a gigantic Alexander Calder mobile, and other 

art works create a warm and magnificent people and art atrium in the East Building of 

the National Gallery. The High Museum atrium is visually dull when the two areas are 

compared. The reason one is uninteresting and the other seemingly is choreographed for 

action is not the difference in size of the two spaces, but rather it is the difference in sub-

tieties of the architectural language, program used, sensitivity to behavior of people, and 

why they come to a museum. 

People come to a museum for an exciting experience and not for contemplation or 

repose as was the historical reason for attending a museum. Today the museum com

petes with the shopping mall in offering the consumer an uplifting encounter.'' 
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Functionally and psychologically, the 200 seat auditorium seems a disaster. The 

stage area lacks the depth needed for seminar sessions and certain types of visual arts 

demonstrations. The distance between the front of the seat and the back of the next seat 

is less than 17 inches which means the rows need to fill from the center to either aisle. 

The tiny balcony seating is painted wood planks (less than 12 inches in depth) and they 

have no back rest. There is no up-to-date projection room. Therefore, the auditorium 

does not appear to support optimally its activities. Psychologically, the space appears 

small (even though it is painted white), yet it does not evoke a feeling of intimacy. 

Rather, the image and subsequent feeling come together to form a sense of bareness and 

remoteness. 

The major functional issues with the auditorium could have been resolved by using 

more space to meet minimum requirements for anticipated activities. A projection room 

and stage controls for the presenter would solve two problems. Counting hard benches 

as part of the seating for two hundred people is cheating the late comers to a presenta

tion. The use of rich textures and a sloped ceiling could control sound reverberation and 

general noise. Muted hues instead of chalk white could help to create a sense of inti

macy for a small area temporarily housing 200 people. 

Circulation through the galleries is easy and there is no problem with disorientation. 

The layout of the galleries does not take attention away from the art works. The wood 

flooring enriches and warms the interior environment of the gallery areas. 

As a resource, much of the influence from the High Museum was negative - what 

not to do. The fact that the auditorium was treated as a separate building (actually it was 

55 



not detached completely) for reasons of access and security offered an application for the 

studio project, Llano Estacado Arts Center. The use of the interior and exterior ramps as 

a dismptive element offered possibilities for influence and adaptation. In the studio pro

ject, the main public access was a ramp paved in subtie pink stone, serpentineing from 

the front parking lot to the second-level entry. Metaphorically, this ramp became a 

friendly snake crawling, winding across the West Texas red dirt without recognizable 

order and formality. 

Wexner Center for the Visual Arts, The Ohio State University, Columbus 
Architects: Eisenman Architects, New York 

Program, Site, and Context 

The client was The Ohio State University. The site specified for the project was a 

level area between the central campus Oval and the main gateway from the city at Fif

teenth Avenue. Eisenman drew a red line across a map of The Ohio State University 

campus. The line originated from the grid of die city, and became the major axis of the 

Wexner Center. The overall performance objective for the project was to design spaces 

to accommodate exhibitions, performance productions, instmction, a library, and curato

rial and administrative activities, and storage space for film, experimental art, and other 

activities." 

Henry Cobb of 1. M. Pei & Partners, New York, was chairperson of the competition 

for this project. His comments on the selection of Eisenman were: "This proposal best 

captured the spirit, dynamism and open-endedness of the new center's programmatic 

needs."'- For the reason that the proposed design combined abstract grids and 
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reconstmcted shapes of the old armory, Cobb concluded: "The design proposal affirms 

the interactive roles of memory and invention as a catalysts for the visual arts." 16 

The building permeates its immediate context. There is no lone building, but rather 

a series of infiltrations. A line of galleries is squeezed between existing stmctures and a 

large portion of the center is below grade. The vertical brick elements are a visual re

minder that an armory once stood in the same place. The scaffolding expresses the un

derlying and complex grid system used by Eisenman (see Fig. 3.2). 

Fig. 3.2. Axonometric View, Wexner Center for the Visual Arts (Amell, 1984, p. 118). 
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Parti 

The architect did not designate a parti. However, it would seem the stmctures were 

organized around the complex grid system. 

Architectural Description 

Eisenman tilts and curves the terrain besides rotafing the campus grid. At the art 

center's main entry he has deep wells in the ground around the armory elements. The 

white steel scaffolding also marks the pedestrian entrance (see Fig. 3.3). There are two 

skewed pattems of trees with granite marking the two grids. Along the north-south walk

way, one sees tilted planes, defined by square steel tubes. Curtainwalled areas protmde 

above head level along the walk. Scaffolding is superimposed over the curtainwalls and 

over the empty metal clad volumes (see Fig. 3.4). Cast shadows from the protmsions and 

scaffolding add more pattems that allude to movement. There are also different types of 

glass pattems interspersed along the curtainwall. 

Interior passages are organized around the long north-south walk. The interior spine 

is not at ground level but ramps upward from south to north. Lining this passage are the 

galleries which share the same overhead natural lighting components. 

Behind the armory towers are a two-story lobby, a cafe, and a bookstore at basement 

level. Adjacent to this area are the administrafive offices on the second floor. Many of 

the windows in the offices mn along the floor level, never reaching conventional heights. 

The library is below grade and has no natural light penetration. 
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Fig. 3.4. Scaffolding superimposed over curtainwall (Dixon, 1989. p. 75). 
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Stmcture and Materials 

The building has a basic steel frame with cast-in-place concrete floors. It has ex

posed painted steel, steel-framed skylights, and translucent and tinted glass curtainwalls. 

Some walls were made of brick and others of limestone, and the floors change from 

granite to hardwood and then to precast pavers. 

Analysis of Wexner Center and Relevancy to Studio Project 

Eisenman believes architecture must constantiy change to be relevant. Eisenman's 

goal for this project was to shatter conventional perceptions, not only in the product but 

in the design process. He breaks conventionality in the obvious by placing columns in 

the stairs, windows at the floor, walls that lean, and beams that angle. Yet, the building 

is sensuous in spite of the extremes in abstraction and intellectualism surrounding the de

sign process. 

The overall sensuality of the Wexner Center derives from the contiguity of many 

things coming together simultaneously - perception, imagination, and intellect. All 

these channels work as one participates in this built environment. With this much com

plexity and abstraction, it seems likely that directed thinking occurs. The physical as

pects that trigger the mind are: the juxtaposition of various stones and kinds of glass, 

types of line and direcfions, and of solids and voids; the intricate pattems of light and 

shadow; deceptive use of perspective; play of history and memory against a new lan

guage; and repetition of the same geometric pattem at different scales. This level of 
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enrichment for the user goes beyond what traditionally is programmed and is in the de

sign process. 

It is philosophy, theory and process and not specific forms and materials that had 

application and subconscious influence on the studio project, except for possibly the long 

hall in the Wexner building. In the Llano Estacado Arts Center, there is a continuous 

east-west corridor. It changes character, function, and size as it moves from the educa

tional facility on the East, through the front entry, to views of the setting sun in the West. 

Another similarity is having a wide variety of activities occurring within one continuous 

complex. Pushing the boundaries of traditional unity and order without losing it all to

gether was what had implication for the studio research project. 

Vitra Design Museum, Weil am Rhein, .Germany 
Architects: Frank O. Gehry & Associates 

Program, Site, and Context 

The client was Vitra Intemational. The president, Rolf Fehlbaum, at first wanted a 

little shed to house a 300-chair collection and to include a small conference area. 

Fehlbaum hired a chair curator and Frank Gehry, next the collection became 1200 chairs 

and the shed became 8,000 square feet with two floors of strangely twisted volumes. 

The site is part of a complex of manufacturing buildings (see Fig. 3.5). Gehry's of 

fice added 90,000 square feet to the original factory. The specific site of the museum 

was once a fmit orchard. Gehry refers to the site as urban, yet it is really on the outskirts 

of a small town just over the Swiss border. 
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Fig. 3.5. Vitra Design Museum, Site Plan and Section A-A (Viladas, 1990, p. 96). 

Parti 

Gehry did not articulate a parti during the post-design publicity. When viewed from 

the roof, it appears there are four adjacent cubes of various sizes. These cubes have a 

twisted cross slightly off center, and there are five appendages jutting or darting around 

and through the outside edges of the cubes. (This description is based on published pho

tographs and not on-site observations.) 

Architectural Description 

The appendage-type forms are found also on two comers of the new factory and of 

fices (see Site Plan in Fig. 3.5). There is an obvious visual and stmctural communication 
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between the factory addition and the museum. The curvilinear and jutting forms have 

various types of skylights in both the factory addition and the museum. In the museum 

only overhead lighting is used. Interior floor levels vary, and ceilings' shapes change ac

cording to what is happening with the exterior forms. 

Stmcture and Materials 

The columns and beams are precast concrete with decks cast on-site. Cast-in-place 

and reinforced concrete are used for infill and walls. The finish is stucco and titanium 

zinc roofing.'*^ 

Analysis of Vitra Design Museum and Relevancy to Studio Project 

In 1990 when this project was completed, it was unique for Gehry's work. The rea

son is the building has the same materials and color for all its parts - smooth white plas

ter and a titanium zinc roof. The cmciform skylight appears to twist and tilt as it crashes 

through the barrel-vaulted roof Even with the obvious connection to the dynamic exte

rior forms, the interiors are scaled for chair viewing by human beings (see Fig. 3.6). The 

interior is light and uplifting. Plains ascend and descend. Curves compete with straight 

lines. Suspended walls surround volumes that somewhere become a ceiling. There is a 

mysterious stairwell that spirals its way to the second floor gallery. Its graceful appear

ance is as strong on the inside as it is on the outside (see Fig. 3. 7). It is simply sensuous. 

The project may show a translation from the fish and snake forms Gehry investi

gated for many years. Also, there are the strong rhythmical forms found in Le Corbus-

ier's chapel at Ronchamp that is nearby. Many experiences probably had an influence. 
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Fig. 3.6. Vitra Design Museum, interior view beneath cmciform (Viladas. 1990, p. 98). 
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Fig. \ 7 Gehry's sculptural stairwell intertaces with Oldenburg and van Brugecn 
sculpture - Balancing Tools (Boissiere. 1990. p. 57)."" 

66 



As a result of his explorations, Gehry's building comes close to an expressive sculp

ture. Philip Arcidi compares Gehry's Vitra Museum with the works of the German Ex

pressionist, Hans Scharoun (1893-1972). Scharoun employed cantilevered staircases, 

white stucco enclosures, and projecting roofs similar to Gehry's overhanging room at the 

museum entry. Arcidi explains, "Gehry and Scharoun are kindred in spirit; they balance 

the functional and the intuitive in buildings that are both emotionally and rationally 

expressive.""' 

The key link between Gehry's Vitra Museum and the design process of the studio 

project was the effort to balance the functional with the intuitive and the emotional with 

the rational. A more concrete comparison occurs between Gehry's projecting stairwell 

and the Llano Estacado Arts Center's cylindrical lightwell on the Northeast side of the 

main exhibition area (see Chapter IV). The lead-coated copper roof spills and curves 

downward from 43 feet to an overhang at the entry to the sculpture garden. It continues 

to drop as it tums into a vertical backsplash fanned-out on the exterior wall. The built 

stmcture and the hypothetical one mix unconventional and abstract masses with region

ally accepted forms. 

Haystack Mountain School of Crafts, Dear Isle, Maine, 1963 
Architect: Edward Larrabee Bames 

Program, Site, and Context 

This built environment was reviewed before starting the studio project because the 

program required a small school for arts and crafts activities (see subheading: Mission 

Statement). Of note, it was designed before Bames became famous for museum designs. 
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To approach Haystack, one must drive several miles through thinly populated vil

lages and coves, and then into a dense spmce forest on a road that requires risk-taking. A 

sign tells you to stop, park, and what direction to walk. For the first time, after a short 

walk over spmce needles, you see what Edward Bames designed. It is the dynamic or

dering element at Haystack - a long, straight staircase gently drops 80 feet to the ocean. 

One officially enters die school at die top of die steps and descends South, always 

keeping the ocean in view (see Fig. 3.8)." The first platform leads to public spaces for 

dining, exhibitions, and a store. The progression down the granite slope is from public to 

private areas. At the bottom of the stairs is a place for contemplation and a quiet look

out. The ground is thickly covered with mosses and lichen that are charged with an elec

tric green. The buildings, platforms, and staircase seem to float over the ground. 23 

Fig. 3.8. West Elevation, Haystack Mountain School of Crafts (Campbell, 1989, p. 61). 

The program was to design an arts workshop for 80 people to use only in die sum

mer. The complex was to have housing for smdents and faculty, dining facilities, store, 

wash house, administrative offices, and four workshop spaces. Since die original com

pletion date, several stmctures were added in die woods: an auditorium, metal and glass 
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forge, and an art supply shop. Paths on the hillside lead to informal sculpture gardens 

and picknicking areas. 

Parti 

The central stair points like an arrow to the ocean or an arrow to the forrested hill

top. At the large landings on the central stair, walkways peel-off right and left toward 

workshops or dorms. The built walkways are angular, and they do not meander. 

Architectural Description 

Bames' concept for Haystack was a village of 20 some-odd, shingled cottages con

nected by a system of wooden walkways. The village was to hover over the ground with 

only supporting posts meeting the ground.^' 

There are two building types that have 45-degree shed roofs. One type serves as 

dormitories and the other is workshops and the dining hall. The slope of the roofs is ei

ther up or down the hill but never to the side. In the workshops, roofs point North with 

large expansive windows and ribbon windows on the South offering a view of the sea. 

Stmcture and Materials 

Balloon frame constmction was used in all the original buildings. Wood shingles 

covered walls and the steep sloped roofs (see Fig. 3.9). It was the first time Bames used 

the same material for both walls and roofs. The results were clean-cut, block-like vol

umes that jutted from the rich environment. Since the eariy sixties, the lumber substruc

ture that held the cottages above ground has racked and the new bracing was pooriy 
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done. A forge and auditorium were added in recent years with different stmcture materi

als, but visually they work with the other buildings. 

Fig. 3.9. A gathering place (Campbell, 1989, p. 62). 

Analysis of Haystack Mountain School of Crafts and Relevancy to Studio Project 

Haystack balances polar opposites - the luxuriant organic slope against the chiseled 

geometric stmctures. There is nothing organic about the building shapes, yet there is a 

dynamic and sensitive relationship between die rational and die complexity of nature. 

The choice of unpainted wood for the decks and buildings binds the alien forms to the 

natural setting (see Fig. 3.10). This research studio project also contrasted forms, direc

tion of plains, and materials with the environment. 

The central stair with large landings at intersections encourages communication 

among worshop participants. The stair and decks are Haystack's agora." The central 

passageway in the hypothetical project has a total of diree landings on the inside and a 

protected courtyard at the East end. These informal settings offer the opportunity for the 

exchange of ideas. In Lubbock, it is necessary to protect the artists from the bmtal 
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environment. The studio project accomplished this with a two-story water fountain, pro

tected courtyards against the dry wind, and building orientation for shading. The site for 

Haystack is isolated. The studio facility of the Arts Center has the allusion of a com

pound away from the public. 

Fig. 3.10. Cottage surrounded by granite and spmce (Campbell. 1989. p. 63.) 
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Project Description 

The studio project addressed the contextual issues surrounding the physical facility 

for a visual arts center and the relationship of the thesis purpose and hypotheses. It did 

not become greatly bound by the issue of limited community resources. The Lubbock 

community has a history of not financially supporting the visual arts, both privately and 

publicly. Therefore, the leadership, govemment workers, has a problem envisioning the 

possibilities for an optimum program and corresponding facility. This conclusion was 

noted after several interviews with directors and supervisors of existing programs. 

Major community issues surrounding a visual arts facility were : 

1. Scarcity of parking at the Fine Arts Center. 

2. Inadequate exhibition rooms in regards to size of space, number of spaces, 

height of spaces, lighting, flexibility, appropriate display cabinets. 

3. Inadequate ventilation system. 

4. Inadequate space for administration. 

5. Lack of workshop space at Fine Arts Center and Garden Arts Center. 

6. Inadequate loading dock and display preparation space. 

7. Inadequate library and resource space at Garden Arts Center and no library at 

the Fine Arts Center. 

8. Inadequate number of staff to support existing programs. 

9. Poor location for the Fine Arts Center and the image of the facility shows the 

community does not value the visual arts. 
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After the identification of issues the next step was to develop a project statement and 

goals. In the reporting of this thesis, it appears the process was linear. However, many 

parts occured almost simultaneuouly or there was a moving back and forth between 

phases. 

Mission Statement for Studio Project 

The mission statement and goals for the project resulted from information gathered 

from the community (context), thesis purpose (see Chapter I), theoretical sources (see 

Chapter II), and the author's professional experience and education in the field of visual 

arts. The project title was: Llano Estacado Arts Center, Lubbock, Texas. The mission 

statement was: Create an arts center for the people of the South Plains which (1) pro

vides spaces for community education in the visual arts, including the development and 

support of visual artists; (2) provides an environment (physically and socially) for enrich

ment of an individual's aesthetic growth; and (3) generally provides a meaningful and 

stimulating visual environment for the user. 

Selected Goals for Studio Project 

Selected goals were: 

• Stimulate directed thinking by incorporating complexity/discord into the 

architectural design without strictiy adhering to traditional mles of aesthetics. 

• Create an exciting image representative of the visual arts and contextual to the 

South Plains. 
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Select site with easy access for residents of the City and of the larger community. 

Provide parking for easy access to all functions within the visual arts center. 

Establish interior circulation patterns that subtly encourage independent thinking 

and logic. 

Focus vistas on the Yellow House Draw and the City of Lubbock. 

Provide a facility which helps bridge the gap in the public's eye between fine arts 

and crafts. 

Provide a facility appropriate for the display and production of a variety of high 

quality fine arts and crafts. 

Provide appropriate spaces for exhibition and storage of a permanent collection. 

Provide spaces for receiving and preparation of exhibitions. 

Promote the study of arts and crafts in various media, both small and large scale. 

Provide appropriate sales and exhibition spaces for community artists. 

Provide a variety of spaces for showcasing regional, national, and intemational 

shows. 

Provide reasonable security for works of art on exhibition and in storage. 

Provide integrated spaces for outdoor exhibifions and sales. 

Provide a general atmosphere that encourages exploration. 

Provide a flexible workshop/studio facility. 

Provide a working environment for artists that inspires creativity, yet provides 

physical and psycological protection when needed from the climate and 

non-artists. 
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Provide spaces for informal exchange of ideas among artists. 

Create an environment which stimulates posifive interaction among artists, 

guests, and members of the community. 

Provide multi-use spaces for lecmres, critiques, readings, and small musical 

ensembles. 

Provide spaces for separate administration of the workshop/studio facility and the 

exhibition/curating areas. 

Provide space for efficient use of community volunteers. 

Provide space for research of written and published materials related to the visual 

arts. 

Provide appropriate climate control for various needs thoughtout the facility. 

Provide functional and ambient lighting for interior and exterior environments. 

Provide adequate loading docks to meet functional needs. 

Context and Site Analysis 

The site selected for this hypothetical project was in northwest Lubbock: east-south

east of the Interpretive Center at the Lubbock Lake Landmark, south of the Beri Huff

man Athletic Complex and north of Loop 289 (see Fig. 3.11). The site is on the southern 

edge of Yellowhouse Draw. The rationale for this site included: 

• Easy access via Loop 289 from all parts of the City and the surrounding South 

Plains. 

• High activity area for families with children. 
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Fig. 3.11. Context for site of Llano Estacado Arts Center. 
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• Typology offered an exciting landscape compared to other available areas for 

new constmction. (This attribute fit within the requirements of the thesis 

purpose.) 

• The hill area of die site offered space (about seven acres) for high visibility from 

all directions, yet the possibility existed for a protected environment promoting 

creativity. 

• Since this was a specific area where human beings first lived over 11,000 years 

ago (Lubbock Lake Landmark),'^ it seemed fitting to continue with an active 

cultural presence on the site. 

If a visual arts facility does not receive use by a high percentage of the available pa

trons its value is questioned. Therefore, it is important to select a site that already has 

high usage by the target population. Both the Lubbock Lake Landmark State Historical 

Park and the Berl Huffman Athletic Complex generate a tremendous amount of traffic 

each year. Based on past attendence figures to these facilities, it is predicted attendance 

will increase."^ 

Visiting groups, conference attendees and schools, schedule times to visit the Inter

pretive Center (museum) and to have guided tours of the dig site. When the Lubbock 

Lake Landmark museum opened in 1989, over 10,000 people visited the site in the first 

week. The average attendance per year is about 13,000. Most of the visitors (not 

groups) are from overseas and the east and west coast areas."*̂  Rusty Black, Superinten

dent of Parks, stated that there are approximately 307,000 Lubbock users per year at the 

Beri Huffman Athletic Complex. An additional 20,000 toumament users come from 
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across the state. These figures are based on repeat usage during a soccer and softball 

season.-^ The parks along the canyon have a high use and improvements for those parks 

are underway. The Goals for Lubbock: A Vision into the 21st Century, Recreation, 

Parks, Entertainment, & Cultural Affairs Subcommittee recommended that the complete 

development of the canyon lakes system of parks was a top priority. One of the objec

tives under this goal was to have an amphitheater located in the canyon lakes system.'° 

Also, the amphitheater shows further public interest in the cultural and visual arts in this 

location. This certainly places plenty of traffic by all age and ethnic groups in the vacin-

ity of the project site. 

Besides the excellent traffic pattem to this area, the site offered contrast and even 

discord in levels and directions compared to the dominant flat terrain of the South Plains. 

The uniqueness of the site is shown by a 35 foot change in levels from 3220 feet at the 

top of the draw to 3185 at the bottom. In Fig. 3.12 the view is from the East looking to

ward the site. The view in Fig. 3.13 is from the West on Landmark Lane looking toward 

the northem part of the site. The picmre in Fig. 3.14 shows a northwestem exposure 

looking from the site toward the Interpretive Center and the Beri Huffman Athletic Com

plex. The view in Fig. 3.15 from the area east of the Interpretive Center is directed 

southeast toward the most northem point of the site. 

In the final project. Fig. 3.13 would be showing the access road to the Art Center 

from the West. In Fig. 3.14 the view would be as if a photograph were taken from the 

large, north window in the main exhibifion area. 

78 



Fig. 3.12. West-south-west view of site. 

Fig. 3.13. East view of die site from Landmark Lane. 
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Fig. 3.14. Northwest view from the central part of the site. 

Fig. 3.15. View of northem point of site. 
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Climatology of the Site 

The constant, inescapable, hot or cold, sandy wind on the South Plains is the most 

troublesome factor regarding die climate. Lubbock is known for its dust storms. The 

mean velocity is 12.4 mph. It has a tendency to hold for one minute or more speeds 

greater than 30 mph. The climate is classified as semi-arid. Other pertinent facts are: 

• Elevation for the city is 3,041 feet. 

• Lafitude is 33^39' N and Longitude is 101°49'W. 

• Average annual precipitation is 17.76 inches, however in 1991 it rained 24.04 

inches. 

• Prevailing winds are from the Southwest January through April, South May 

through October, and West-south-west in November and December. 

• Normal heating degree-days (base 65*̂ F.) are 3516. Normal cooling degree-days 

(base 65'F.) are 1676. 

• Average daily temperature in July is 79.8°F., and in January it is 38.8^F. 

The wind and overheating factors were taken into considerafion when designing the 

project. Infiltration was limited by the prefilter and filter method for the HVAC system, 

double air lock entry, and by the minimum use of glazing on the south and southwest 

sides of the building. The last strategy also helped ameliorate overheating on the south 

side. Another strategy to make outdoor art production more comfortable was the sinking 

of the courtyard on the east side, including protective walls and green space. 

) 0 c 31 
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Architectural Considerations 

The nearest building to the project site is the Robert A. Nash Interpretive Center 

with adjacent parking and picnicking areas on a higher level to the north of the building 

(see Fig. 3.11). Interesting concrete steps and ramp wrap around a naturally landscaped 

area and they descend from parking to a contemporary concrete building. The image is 

one of strength, permanence, and integration with the physical site. The solid appearing 

interior wall at the gift shop and entry extends to the outside. On the exterior it identifies 

the building, and on the interior it orients the visitor to the exhibitions and the education 

center. The scale of the building makes it inconspicuous. It works well with the size of 

the Russian elms on the south side and with the elevated parking site on the north. The 

view to the northwest from the parking area is panoramic, beautiful and not flat and bor

ing. Except for the landscape and the access to the parking spaces, the overall appear

ance of the building is one of extreme harmony, close to the point of monotony. 

The plan view of the Berl Huffman Athletic Complex is a square with four squares 

inside. The four intemal squares are each soccer and softball fields. In the center is a 

small, blue, two-story, concrete block building. The spectator stands are minimal in ap

pearance. It seems that function and minimal finances dictated form. 

South, across the ravine from the Athletic Complex is the project site. At the time 

the hypothetical project was started the City of Lubbock owned this property. A trade 

with the State of Texas occurred and the property is now under the directorship of the 

Texas Parks and Wildlife Department. They have built a small woodframe house on the 

northem point for park staff and a fenced yard for equipment storage. For the purpose of 
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this research project, the south property line was considered to mn with the northside 

service road to Loop 289. 

Vistas 

The best views from the site are to the Northwest. This wide-ranging vista will 

probably remain visually enticing since it is classified as a national and state archaeo

logical preserve. The ravine with the old Lubbock Lake site and the imported Russian 

elms mns West to East of the site. Only a small road. Landmark Lane, modulates be

tween the ravine and the site on the north. The north side of the site is exploited visually 

in the final project (see Chapter IV). 

With Loop 289 on the south side, the passerby has a view of the facility. The Arts 

Center is located in the central area of the site with winding access roads from the west 

and east ends of Landmark Lane. Thereby, it is possible to view the building in-the-

round from a car. 

Before continuing further with the analysis process, the conclusion was drawn that 

this location presented an excellent fit between site and the proposed arts center and be

tween site and thesis purpose. The four most enticing aspects were: ease of access, inter

esting topography, vistas and high visibility, and cultural background of the area. 

Spatial and Activity Analysis 

In space planning, relationships are the first factors to investigate. Amount of space 

allocated to certain funfions is second. In this subsection, relationships are explored 
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within the museum and studio areas and between the two areas. To bring together a 

great deal of information and to increase understanding, five matrix tables are used to 

show spatial and activity relationships. 

In Table 3.1, the matrix shows degree of the relationship, strong, medium, or weak, 

between designated museum spaces and a visitor's activities. Strong relationships are 

found between parking and the lobby, parking and auditorium, orienting and lobby, en

tertaining and exhibitions, and entertaining and the restaurant. Weak relationships exist 

between orienfing and public restrooms, orienting and the restaurant, and listening and 

the lobby. 

The next matrix. Table 3.2, demonstrates the degree of relationship, strong, medium, 

or weak, between certain studio spaces and user's activities. There are strong relation

ships between parking and the coffee room, parking and the lobby/lounge, leaming and 

the lobby/lounge, leaming and studios, communicating and lobby/lounge, and communi

cating and outdoor spaces. There is a weak relationship between entering and the direc

tor's office, the library, and supply sales. 

Within the studio and workshop area. Table 3.3 explains specific user activities rela

tive to each other according to time and place. These three relationships are: (1) at the 

same time and in the same place, (2) at the same fime but in a different space, and (3) at 

a different time but in the same space. Activities that can occur at the same time and in 

the same place are: critiqueing and exhibiting, relaxing and exhibiting, relaxing and 

reading, and drawing, painting, and pastel working. Some activities can happen at the 

same time but not in the same space, such as buying supplies and working in studios. 
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Table 3.3. Comparison of Specific User Activities in the StudioAVorkshop Area Accord
ing to Time and Place (Aristotle's Three Unities: Time, Place, and Action). 
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A comparison of acoustical privacy, visual privacy, and physical security between 

two designated spaces in the museum facihty is presented in Table 3.4. It is important to 

have acoustical privacy, visual privacy, and physical security between the lobby and the 

auditorium. Acoustical privacy and physical security are essential between the lobby and 

the main exhibition area. However visual access between the two is desirable. 

Table 3.4. Comparison of Acoustical Privacy, Visual Privacy, and Physical Security Be
tween Two Designated Spaces in the Museum Facility. 
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Public Restrooms 2 
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In Table 3.5 a compari.son is made of acoustical privacy, visual privacy, and physi

cal security between two designated spaces in the studio facility. It is essential to have 

acoustical privacy, visual privacy, and physical security between library and 

coffee/vending. Public restrooms and the studios require acoustical and visual privacy. 

Other comparisons can be noted in the following table. 

Table 3.5. Comparison of Acoustical Privacy, Visual Privacy, and Physical Security Be
tween Two Designated Spaces in the Studio Facility. 
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The following method of spatial analysis (1) identifies a specific space and function, 

(2) lists space requirements, (3) suggests environment and refinements, (4) states the op

erational flow, and (5) concludes with a small schematic to illustrate the relevant space 

relationships. The environment and refinements described are not checklists for sched

ules, but rather descriptors to present an idea or evoke a feeling. This information was 

originally a part of the programming phase. Therefore, the verbs "should be" are main

tained in the subheading called operational flow. For brevity, the outline style is used. 

Space: 

o Entrance/Lobby to Museum 

Function: 

o Provide public space for (I) orientation, (2) storage of personal packages, (3) 

access to restrooms and public phones, and (4) a double-lock entry, 

o Create initial image for total facility. 

Space Requirements: 

o Maximum occupancy: 75 lobby. 

o Total space: 675 square feet (SF). 

Environment and Refinements: 

o Atmosphere: pleasant yet * dramatic, warm yet efficient, enticing yet comfort

able. (* relates to thesis purpose) 
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o Fumiture and materials: polished stone flooring with an etched building con

figuration; walls of copper and stucco; stairs use wrought iron, wood and 

stone. 

Operational Flow: 

o The lobby should be in proximity to the restrooms, water fountains, main exhi

bition area, and the gift shop. 

Schematic Relationships: 

"kKHJyV 
PESrRM5 

E^WIBTIONS 

ADM 

Space: 

o Public Restrooms for Two Levels of Exhibitions, Telephones, and Water 

Fountains. 

Function: 

o Provide separate hygiene areas for males and females. 

o Provide space for telephoning and securing drinking water 



o Provide handicap access. 

Space Requirements: 

o Maximum occupancy for men: 10 for restrooms on two levels, 

o Maximum occupancy for women: 10 for restrooms on two levels, 

o Space for four telephones and four water fountains: 96 SF 

o Total space: 960 SF 

Environment and Refinements: 

o Atmosphere: * dramatic lighting and contrasting textures, * curved walls at 

entry to restrooms, easy to clean and maintain. 

o Fumiture and materials: men - 2 toilets, 4 urinals, 4 lavatories with mirrors, 2 

waste receptacles, and 2 paper towel dispensers; women - 6 toilets, 4 lavatories 

with mirrors, 2 waste receptacles, and 2 paper towel dispensers. 

Operational Flow: 

o The public restrooms should be in proximity to lobby, exhibition spaces, and 

auditorium. Telephones and water fountains should be close or adjacent to 

restrooms. 
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Schematic Relationships: 

LOBBY 

space: 

.,'-.. .'̂  >^\ 

^•p?E57RO0/v(5 -

y\UD/TOR|b'rv] 

o Main Exhibition Area 

Function: 

o Provide space for (1) vertical and horizontal surfaces for display of art works 

with interesting viewing areas for patrons, (2) contemplation and orientation, 

(3) augmentation of visual arts by auditory art, and (4) flexibility to accommo

date a variety of types of art works, i.e., large scale metal sculpture to small 

pieces of jewelry. 

Space Requirements: 

o Maximum occupancy: 175 

o Total space: 7,000 SF 

Environment and Refinements: 

o Atmosphere: spacious in general yet intimate in selected areas, * unusual 

natural lighting, * extraordinary visual interaction with the exterior environ

ment, * an unexpected volume, easy orientation from lobby. 
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o Fumiture and materials: hard wood fiooring, body support systems for 25; 

moveable wall systems for hanging 500 linear feet of art works; direct access 

to loading dock; wall, ceiling, and floor electrical outlets, directional lighting; 

and modular cases of various sizes. 

Operational Flow: 

o The main exhibition area may contain more than one show at a time, including 

portions of the permanent collection. It is in proximity to the lobby, restrooms, 

outdoor sculpture garden, administrative area, receiving and storage, loading 

dock, secondary exhibition areas, and security station. This space should be 

physically secured when not in use. 

Schematic Relationships: 

-• /vv\iN .:-
! FXHlBlTldN. l-CADINiG-

D O C K 
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Space: 

o Secondary Exhibition Areas 

Function: 

o Provide display areas suitable for traveling shows, textiles, watercolors, en

gravings, drawings, and small showcase items, 

o Provide a tall space for art works that do not deteriorate in natural light, 

o Provide flexibility in size of some spaces, 

o Provide space with precise control over humidity. 

o Provide exterior spaces for exhibitions and one should have controlled access, 

o Provide physical security for interior exhibition spaces. 

Space Requirements: 

o Maximum occupancy: 20 in outdoor controlled environment, 50 in outdoor 

semi-controlled space, 10 to 30 in flexible sized interior space, 50 in two 

specified interior spaces, and 15 in sun penetrated space. 

o Total space: 3500 SF plus one-half acre for sculpture garden. 

Environment and Refinements: 

o Atmosphere: intimate and tranquil with something * unexpected, e.g. cylindri

cal volumes, 45 and 25 degree angles, custom designed wood and metal sup

port systems, multi-vistas from multi-levels; psychologically a more closed 
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feeling than the voluminous main exhibition area; controlled artificial lighting 

in moveable wall areas. 

o Fumiture and materials: modular and moveable secure cases of various sizes 

and four with intemal humidity control; 1600 linear feet of wall space for 

hanging art works; ceiling and floor electrical outlets; floors will be hardwood 

in those spaces attached to the main exhibition space; outdoor floor spaces will 

be poured concrete, rough cut stone, and existing soil combined with pea size 

gravel and small stone chips; and outdoor fumiture will be commissioned by 

artists. 

Operational Flow: 

o The patron should be able to move succinctly throughout the interior exhibi

tions with easy retums to a main corridor or the main exhibition space. 

Schematic Relationships 

> VISTAS 

VISTAS 
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Space: 

o Gift Shop 

Function: 

o Provide space for sale of items that are related to the Arts Center's collection 

and purpose. 

o Provide space for a small adjacent stockroom and office, 

o It may provide retail staff for art supply sales. 

Space Requirements: 

o Maximum occupancy 25. 

o Total space: 700 SF 

Environment and Refinements: 

o Atmosphere: create an environment that arouses and maintains customer 

interest, e.g., * curved walls, * walls at angles other than 90 degrees, small 

nooks and crannies with spotlighted pieces of merchandise; highly reflective, 

mirrored surfaces contrasted against rich, textured plains; and interior 

windows. 

o Fumiture and materials: cash and wrap cabinet, class showcase counters, wall 

showcases, hanging fixtures, and adjustable shelving with desk and chair in 

stockroom. 
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Operational Flow: 

o The gift shop should be adjacent to the museum lobby. 

Schematic Relationships: 

LOSSY 

Space: 

o Auditorium 

Function: 

o Provide space for (1) formal presentations using state of the art audio visual 

equipment, (2) demonstrations, and (3) limited activities from the performance 

arts. 

Space Requirements: 

o Maximum occupancy: 199. 

o Total space: 4,000 SF for seating, stage, and projection room. Point-of-arrival 

and lobby spaces require 1,000 SF 
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Environment and Refinements: 

o Atmosphere: intimate, * dramatic, acoustically sensitive, lighting vanability 

and control, luxuriousness, and * uncommon point-of-arrival, lobby. 

o Fumiture and materials: 193 self-rising seats with plush upholstery; six inte

grated spaces for wheelchair users; high density carpeting in dark hues; retract

able projection screens; stage controls for audio-visuals and general lighting; 

and projection room to accommodate four to six slide projectors to be used si

multaneously, video and film equipment, and sound and light controls. 

Operational Flow: 

o Access to auditorium should be from the main lobby and securable from the 

museum. It should be in proximity to studios, restaurant, restrooms and the 

main exhibition area. Public parking needs to be within a reasonable distance 

of the auditorium lobby. 

Schematic Relationships: 
PARKING^ 

MAIN HXHI51T 
A0DlTORI(;/v\ • 

STUDIOS 
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Space: 

o Administrative Offices, Conference Room, and Volunteers' Workspace for 

Museum area. 

Function: 

o Provide space for (1) an administrative director, two assistants, one full-time 

secretary, and one part-time worker to perform duties at an optimum level, (2) 

conference space for board and staff meetings and public relation activities, (3) 

copying and graphic production, (4) volunteer activities and future growth, (5) 

restrooms, and (6) file storage. 

Space Requirements: 

o Maximum occupancy: 24. 

o Total space: 2,600 SF 

Environment and Refinements: 

o Atmosphere: sophisticated, * unique volumes and angles, contrast in texture, 

and subdued hues, 

o Fumiture and materials: conference table with 12 swivel and caster chairs, 

five modular desk systems with swivel and caster chairs (one should be a draft

ing table), one executive desk and chair with guest seating and tables, one sec

retarial desk and computer unit with posture chair, two desks and posture chair 

sets with guest chairs, custom designed body support systems for six guests in 
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waiting area, copy machine, computer workstation with networked printer, 

general and task lighting, 3,000 linear inches of filing space, and * artist de

signed accent pieces of fumiture. 

Operational Flow: 

o Privacy zoned and securable from exhibition areas and restaurant. 

Schematic Relationships: 

Space: 

o Receiving, Storage and Preparation. 

Function: 

o Provide spaces for (1) loading and unloading shipments of art work, (2) uncrat

ing and repackaging, (3) display preparation, (4) woodworking equipment and 

storage, (5) temporary storage for crates and art works, and (6) storage for ex

hibition equipment and cabinets. 
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Space Requirements: 

o Maximum occupancy: 7. 

o Total Space: 1,600 SF for receiving, temporary storage, and preparation areas 

and 2,200 SF for additional storage of art works, equipment, and display 

fumishings. 

Environment and Refinements: 

o Atmosphere: pleasant, vistas, angular, efficient, general and task lighting, se

cure area, easy to clean and maintain, dust barrier to storage areas. 

o Fumiture and materials: woodworking tools and table with task lighting; tool 

cabinets; general storage cabinets; desk and chair, two all-purpose benches 

with four chairs and 2 stools; and a built-in sink and cabinet. 

Operational Flow: 

o Receiving and storage should be in proximity to main exhibition area and have 

an attached loading dock. 

Schematic Relationships: 

fAAlN 

.PRETR .. 
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Space: 

o Storage for Permanent Collection and Staff 

o 

Function: 

o Provide space for (1) storage of permanent collection that is not on display, (2) 

a separate mechanical system with special humidity and dust control, (3) work

room area for curatorial duties, and (4) one each male and female toilets. 

Space Requirements: 

o Maximum occupancy: 3 

o Total space: 2,500 SF 

Environment and Refinements: 

o Atmosphere: efficiency, easy to clean surfaces, control of dust and humidity, 

and ambient and task lighting. 

o Fumiture and materials: 2 desks and matching chairs, 18 linear feet of file 

space, computer and printer, storage cabinets that will serve art works from all 

major media, 2 dollies, 2 large work tables, built-in sink, and ultraviolet pro

tector shields and caps for all fluorescent lighting. 

Operational Flow: 

o The storage area for the permanent collection and the curatorial space should 

be in proximity to receiving, general storage, and the main exhibition area. 
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Schematic Relationships: 

Space: 

o Mechanical Room for the Museum and Studio Areas. 

Function: 

o Provide space for a forced air system with variable volume, low velocity, five 

zones, and a prefilter and filter or retum ducts from exhibition areas and stor

age for permanent collection.' 

Space Requirements: 

o Maximum occupancy: 4 

o Total space: 1,000 SF 

Environment and Refinements: 

o Atmosphere: efficiency with general lighting. 

o Fumiture and materials: forced air system 

Operational Flow: 

o There should be easy access for installation and repairs. 

104 



Schematic Relationships: 

STORAGE 

IA93^. 

Space: 

Restaurant and Bar. 

Function: 

o Provide space for (1) interior and exterior space for consuming dinners, light 

lunches, specialty desserts, and breakfast on Saturday and Sunday, (2) food 

preparation and services, (3) two or three person ensemble, (4) storage and 

serving of alcohol beverages to diners, (5) storage and serving of alcohol bev

erages to accompany sandwiches and finger foods, (6) space for food prepara

tion and services, (7) general storage and (8) hygiene and grooming. 

Space Requirements: 

o Maximum occupancy for restaurant: dining - 48, bar in dining area - 4, wait

ing - 4, staff- 8, entertainment - 3. 

o Maximum occupancy for bar and sandwiches area: bar - 10, table and chair 

seating - 38, entertainment - 4, staff- 7 

o Total space: 4,200 SF 
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Environment and Refinements: 

o Atmosphere: jutting forth, distant vistas, ecological, exterior dining, * juxtapo

sitioning of areas - inside/outside, upstairs/downstairs, * contrast of low inten

sities wdth accents of high intensity, * floor design gives continuity and 

democracy, kitchen and toilets are as important as the dining spaces. 

o Fumiture and equipment for kitchen: (1) stainless steel work surfaces, includ

ing sink, freezer units, refrigerator units, dish storage, exhaust hood, prepara

tion table with sink, dishwasher system, and mixing center; (2) electronic cash 

register and a stool; and (3) grills, griddle, and deep fry units; range-oven, bak

ing oven, warmers, and a steamer. 

o Fumiture and equipment for bars: compartment sinks, liquor dispensers, three 

2-tap beer dispensers, refrigerators, ice makers, coolers for wine storage, liquor 

displays, dry storage, glass racks, cocktail and blender units, and depressed 

floors with non-skid inserts. 

o Fumiture and equipment for dining: a mix of round and rectangular tables 

with accompanying chairs (interchangeable from exterior to interior environ

ments), built-in seating in waiting area, bar stools, outfitted service area, and 

matched pattem continues from carpet in dining spaces to custom designed 

tiles in kitchen toilets, storage, and stairwell. 

o Fumiture and equipment for bar and sandwiches area: 11 bar stools, ten round 

tables and accompanying chairs (interchangeable from interior to exterior), 2 

coffee tables, and four 2-seat sofas. 
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Operational Flow: 

The restaurants and bar are support activities to the studios, exhibitions and 

presentations in the auditorium, yet they are autonomous in function. There

fore, this hospitality area should be free to operate when other activities are 

closed. It would be a positive influence to have visual access to some of the 

exhibition areas when patrons approach and exit the restaurants. 

Schematic Relationships: 

PAKKTllMe 

Space: 

Lobby/Lounge/Transition Area for Studio Facility. 

Function: 

o Provide space for (1) orientation, (2) interaction with other workshop partici

pants, (3) registering for sessions, (4) viewing art works, (5) change in levels or 

special foyer to studios, and (6) snacking. 
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space Requirements: 

° Maximum occupancy: 40. 

o Total space: 1,200 SF 

Environment and Refinements: 

o Atmosphere: casual, warm, inviting, informal, natural lighting, * unexpected 

deviations in the ceiling, * artists' commissioned floor designs, * pattems on 

floor assists with orientation, and an ecological aura. 

o Fumiture and materials: one 3-seat sofa, two end tables, four club chairs, cof

fee table, sofa table, dining-type table, 10 straight chairs, walls for display of 

art works have a fabric-covered museum board over 3/4" plywood, changes in 

floor materials, e.g., stone pavers, ceramic tiles, pigmented concrete. 

Operational Flow: 

o The lobby/lounge should be in proximity to the director's office, restrooms, 

classroom/conference, and some of the studios. The kitchenette and vending 

area should be adjacent to the lobby/lounge. 

108 



Schematic Relationships 

I 
C O M R 

REST f^SAQ. 

D I R . 
OFF-ICE: 

;.• L O B B V / L O U N f i E : 

• T O .' 

STL^DlOS 

PAKKT/AJG-

Space: 

o Kitchenette and Vending for Studio Facility. 

Function: 

o Provide space for vending machines and built-in kitchen units with locking 

doors, 

o Provide space and equipment to prepare, store, and serve food for receptions. 

Space Requirements: 

o Maximum occupancy: 6. 

o Total space: 150 SF. 

Environment and Refinements: 

o Atmosphere: similar m context to lobby/lounge except * occult in feeling, 

easy to clean surfaces, ambient and task lighting under wall cabinets. 
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o Fumiture and materials: stainless steel kitchen cabinets, under the counter re

frigerator, ice maker with lock, 24 inch range with controls that lock, sink. mi

crowave oven, dishwasher, and sufficient electrical outlets. 

Operational Flow: 

Kitchenette and vending should be adjacent to lobby/lounge and in proximity 

to classroomMecture area and director's office. 

Schematic Relationships: 

Space: 

CUSSKIA./ 

LOBBY/LOUNGE 

Director's Office. 

Fimction: 

o Provide space for supporting administrative duties regarding the educational 

activities of the Art Center programs, 

o Provide space for a reception area, storage, copying, and a secretary in addition 

to the director's personal office. 
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Space Requirements: 

o Maximum occupancy: 10. 

o Total space: 750 SF. 

Environment and Refinements: 

o Atmosphere: informal, * artists/craftsmen design and fabricate some of the 

fumishmgs, * a punctured vista, natural lighting, and similar feeling to the 

lobby/loimge. 

o Fumiture and materials: executive desk and chair, round table (42 inch diame

ter) with six chairs, bookcases, credenza, desk with side station for computer 

and printer, secretarial chair. 

Operational Flow: 

o The director's office should be adjacent to the classroom/lecture area and in 

proximity to the lobby/lounge and kitchenette. 

Schematic Relationships: 
\ 

CLAQSRl^./COiiF. DIR. OFFICE 

LOBEY/LOUt^&B 
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Space: 

o Classroom/Conference/Critique Area in Studio Facility. 

Function: 

o Provide space for (1) a lecture/discussion format, (2) conference/seminar ses

sions, (3) teacher/guests/students critique set-up, (4) advisory council meet

ings, and (5) storage. 

Space Requirements: 

o Maximum occupancy: 30. 

o Total space: 850 SF. 

Environment and Refinements: 

o Atmosphere: efficient, comfortable, * unusual entry and egress, and * con

trasts in values and textures. 

o Fumiture and materials: three museum walls for display with directional spots 

from the ceiling, recessed incandescent and fluorescent lighting from ceiling, 

15 modular tables, 30 swival/caster chairs, storage and equipment for slide and 

video presentations. 

Operational Flow: 

o The classroom/conference area should be adjacent to director's office and in 

proximity to the lobby/lounge. 
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Schematic Relationships: 

LOBBV /LOUNGB 

OFFICE 

ClASSRCX)/^/ 
CONFERENCE 

Space: 

o Public Restroom Areas for Studio Facility. 

Function: 

o Provide space for (1) hygiene and grooming requirements in separate facilities 

for men and women, (2) water fountains, (3) public telephones, and (4) handi

cap access. 

Space Requirements: 

o Maximum occupancy: 28 (14 each, men and women). 

o Total space: 987 SF. 

Environment and Refinements: 

o Atmosphere: * Dramatic indirect lighting, * wall and floor tiles have unusual 

patteming, easy to maintain surfaces, general lighting, and not fussy. 
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o Fumiture and materials: ceramic tiles on floor that extend two/thirds up the 

walls, eight rimless lavatories, 10 toilets for women, 4 toilets for men and 6 

urinals, waste receptacles, and paper towel dispensers. 

Operational Flow: 

o There will probably be two sets of public restrooms. They should be in prox

imity to the studios, lobby/lounge, classroom/conference, and the director's 

office. 

Schematic Relationships: 

I 

R E S T - ." 
K(X>MS 

lO&BY/LOON&E CLAe&RlA./ 
COTMFF^ENC^ 

Space: 

o Library for Studio Facility. 

Function: 

o Provide space for (1) shelving approximately 14,000 volumes, (2) reading, (3) 

quite space, (4) vistas, (5) carrel for computer usage, (6) servicemg, (7) receiv

ing and computer area, and (8) copying. 
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Space Requirements: 

o Maximum occupancy: 20. 

o Total space: 1,450 SF. 

Environment and Refinements: 

o Atmosphere: warm and comfortable, yet efficient; "arts and crafts" feeling; 

natural and artificial lighting; * punctured vista; and also access and view of 

sculpture garden. 

o Fumiture and materials: fumishings have the "arts and crafts" character — 

service counter, two tables with four chairs each, four lounge chairs and otto

mans, area mg, copy machine, stack tiers, magazine section on tiers, catalog

ing and access on computer, computer center, general storage, and repair room 

and storage. 

Operational Flow: 

o The library should be in proximity to the studios. 

Schematic Relationships: 

KESTRMS. 

L IBRAKV 



Space: 

o Supply Sales. 

Function: 

o Provide space for stocking and selling art supplies for workshops and classes. 

Space Requirements: 

o Maximum occupancy: 12. 

o Total space: 680 SF 

Environment and Refinements: 

o Atmosphere: casual but organized, easy to maintain, light values with dark ac

cents, artificial lighting, * contrast of pale woods to metal and acrylic. 

o Fumiture and materials: wood shelving, adjustable acrylic and metal shelving, 

drawer display cabinet, tool chest cabinets, vertical shelving for boards, hori

zontal shelving for papers, small cutting table, ladder, and stool. 

Operation Flow: 

o The art supply sales should be in proximity to the studio areas and adjacent to 

the gift shop. 



Schematic Relationships: 

Space: 

STUDIO 

3TL)Ol O 

o Display and Sales of Students' Art Works and Facility Storage. 

Function: 

o Provide space for exhibition and sales of products from studio classes and stor

age for equipment and tools of the educational facility. 

Space Requirements: 

o Maximum occupancy: 10. 

o Total space: 300 SF for display and sales area and 1,000 SF for storage. 

Environment and Refinements: 

o Atmosphere: contrast of bright to dark areas for display space and economical 

and efficient for storage room. 

o Fumiture and materials: recessed and spotlighted cavities, contrast of rough to 

smooth stucco, glass display cabinet, a horizontal runner (reaching from two 

feet above floor to eight feet in height) will be used for displaying flat works. 
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small counter and chair for sales and security, appropriate shelving and cabi

nets in storage room. 

Operational Flow: 

o The students' sales area should be in proximity to the lobby and exhibition ar

eas of the museum, but located within the educational facility. 

Schematic Relationships: 

fe?cJ-lI e>iTiON 

S T U O I O 

STU DE-NT 

S T O R A G E 

Space: 

o Studio 1 and Studio I Annex. 

Function: 

o Provide space for optimum performance in the areas of ceramics, pottery, glaz

ing, sculpture, metal, jewelry, metal work, and any other media reqmring simi

lar tools and/or physical layout. 

o Provide space for storage of students' personal supplies and for classroom 

supplies. 
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o Provide additional flexible space for spill-over from clay work or a separate 

worshop area for small to medium sized projects, i.e., jewelry, metal work, 

fabrication, welding or casting, stone cutting, acrylic, and others. 

o Provide outside space for additional work area and demonstrations with access 

to the public. 

o Provide two-hour walls and doors in workrooms with kilns, casting, and 

welding. 

o Provide special venting to dispel fumes. 

Space Requirements: 

o Maximum occupancy for Studio 1: 25. 

o Maximum occupancy for Studio 1 Armex: 15. 

o Total space for Studio I: 2900 SF, including storage. 

o Total space for Studio 1 Annex: 1,600 SF. 

Environment and Refinements: 

o Atmosphere: spacious, penetrating, * spectral (ephemeral, displaced lighting), 

contrast of textures, ecological, controlled exterior view, * unusual room 

shapes, * sounds of water movements, visual and physical access between Stu

dio I and the Annex. 

o Fumiture and materials: ambient and task lighting, potter's wheels, heavy ta

bles (some with vices), clay working tables, welding unit, sinks, wall electric 
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outlets, ceiling track with electrical outlets, cabinets with adjustable shelves, 

steel drying shelves with casters, centrifugal casting machine, vacuum casting 

machine, stools, taborets with casters, clay storage bins, pug machine, mixing 

of glazes area, outdoor kilns, floor in clay area needs a full length drain area, 

and a vented glaze area. 

Operational Flow: 

o Studio 1 should be adjacent to a faculty office and in proximity to public re

strooms. It should have direct access to an exterior courtyard and an interior 

transition space (foyer, corridor, or stairwell). 

Schematic Relationships: 

^ T - U D I O I 

COUJ^TVARD 
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Space: 

o Studio II. 

Function: 

o Provide space for the most interchangeable studio space in the facility. It can 

serve as space for optimum drawing, painting, and pastel working; or at a dif

ferent time it can support work with large sculpture fabrications in fiber, 

metal, etc. 

o Provide space for large fabric design (nine feet or more) and a display wall. 

o Provide space for storing not-in-use equipment and fumishings, and workshop 

participants' supplies. 

o Provide space for dyeing, washing and drying of fabric and yams. 

Space Requirements: 

o Maximum occupancy for fabric designing: 15. 

o Maximum occupancy for drawing: 24. 

o Total space for studio work: 1,900 SF. 

o Total space for storage: 315 SF. 

o Total space for dyeing, rinsing, and drying: 200 SF 

Environment and Refinements: 

o Atmosphere: spacious, vistas, observation decks for guests and colleagues, un

compromising efficiency, yet evanescent natural lighting. 
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Fumiture and materials: one museum wall for display; 32 feet long steel chan

nel with clamps that lowers and raises to ceiling height for displaying long 

pieces of fabric, drawing or paintings; lockable store room; detachable, cush

ioned table tops for designing fabric (printing, surface enrichment); ten basic 

tables have acid and grease resistant top surfaces; easels; taborets; adjustable 

shelving in storeroom; 18 foot double doors to exterior, direct access to court

yard; and stainless steel surfaces in washing and dyeing room. 

Operational Flow: 

o Studio II should be adjacent to lobby/lounge, courtyard, and sculpture garden. 

It should be in close proximity to facility storage (because of changes in fur

nishings) and other studios. Because of the size of works being fabricated, it 

needs to be at grade level. 

Schematic Relationships 

122 



Space: 

o Studio 111 and Studio III Annex. 

Function: 

o Provide space for optimum weaving, photography finishing (mat cutting and 

presentation), watercoloring, and textile designing of a small to medium size, 

o Provide space for storage of workshop participants' supplies, 

o Annex can provide space for spill-over needs from Studio 111 or as a support 

area for drawing and painting when carefully managed, 

o Provide access to an exterior space for demonstrations and for public access. 

Space Requirements: 

o Maximum occupancy for Studio III: 32. 

o Maximum occupancy of Studio III Annex: 24. 

o Total space for Studio III: 2,900 SF 

o Total space for Studio III Annex: 1,600 SF. 

Environment and Refinements: 

o Atmosphere: spacious, penetrating, * evanescent natural lighting, unexpected 

roof and ceiling lines, punctured vista, access to the exterior for work and ac

cess to the public. 

o Fumiture and materials: foldable. Jack-type looms with benches; three Jack-

type looms that are computer programmable; lockable cabinets for workshop 
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participants; table for dyeing or printing the warp; tables and stools for water-

coloring; table for presentations, i.e., watercolors, drawings photography; 

sinks; lockable cabinets for storage of loom equipment and supplies; and elec

tric outlets on walls and from ceiling. 

Operational Flow: 

o Studio III should be adjacent to photography darkroom, faculty office, and 

transition space (foyer, corridor, or stairwell). It should have direct access to 

the exterior planned space. The Studio and the Annex should be in proximity 

to the facility storage because of the need to exchange fumishings and 

equipment. 

Schematic Relationships: 
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Space: 

o Photography Laboratory/Darkroom. 

Function: 

o Provide separate spaces for black and white developing and color developing. 

o Provide space for film loading, and photography finishing. 

Space Requirements: 

o Maximum occupancy: 16. 

o Total space: 620 SF. 

Environment and Refinements: 

o Atmosphere: economical, efficient, easy-to-maintain surfaces, and * unusual 

volumes. 

o Fumiture and materials: special venting to dispel fumes, under counter refrig

erators, storage shelves, base cabinets with acid resistent top surface and 

splash boards, safelights, enlargers, pegboards, timers, enlarger easels, sinks, 

pnnt trays, table, stools, paper cutters, wash tanks, waste receptacles, and re

tractable hanging lines. 

Operational Flow: 

o The photography darkroom should open into the textiles and weaving area. 
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Schematic Relafionships 

RMOTO LAvE> 

3 T O O I O TTT 

Space: 

o Faculty Offices. 

Function: 

o Provide space for faculty offices within two of the studios and two offices out

side the studio area. 

o Provide space for personal conferences between a faculty member and individ

ual students. 

o Provide space for faculty storage and record keeping. 

Space Requirements: 

o Maximum occupancy per office: three in two offices and five in the remaining 

two offices. 

o Total space: 730 SF 
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Environment and Refinements 

o Atmosphere: warm, inviting, comfortable, * unusual volumes for office space, 

view to the adjacent space, and a secure feeling. 

Fumiture and materials: a desk and an executive chair in each office, side 

chairs and round table in each office where space permits, book shelves, and 

lateral file cabinets. 

Operational Flow: 

o Two offices should be located within respective studios. The other two offices 

should be located in proximity to remaining studios. Studios without an inte

rior office should have a lockable desk and a chair. 

Schematic Relationships: 

FACULTV OFFICE Cii i 

S T U D I O JL 

e T U D i o i n 

Summary of Space Program 

Table 3.6 shows the net square feet of each specific area. After summing the net 

square feet from the museum and workshop areas, the total net square feet for the Llano 

Estacado Arts Center are 51,067. 
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Table 3.6. Summary of Space Program. 

Ref. Page Space Net Square Feet 

Museum Area 

90 Entrance/Lobby to Museum 675 

91 Public Restrooms for Two Levels 960 

93 Main Exhibition Area 7,000 

95 Secondary Exhibition Areas 3,500 

97 Gilt Shop 700 

98 Auditorium 4,000 

100 Administrative Offices 2,600 

101 Receiving, Storage, and Preparation . . . 3,800 

103 Storage for Permanent Collection 2,500 

104 Mechanical Room 1,000 

105 Restaurants and Bar 4,200 

Workshjop/Studio Area 

107 Lobby/Lounge/Transition 1,200 

109 Kitchenette and Vending 150 

110 Director's Office 750 

112 Classroom/Conference/Critique 850 

113 Public Restroom Areas 987 

114 Library 1,450 

116 Supply Sales 680 

117 Students' An and Facility Storage 1,300 

118 Studio I and Studio I Annex 4,500 

121 Studio II 2,415 

123 Studio HI and Studio III Annex 4,500 

125 Photography Laboratory/Darkroom 620 

126 Faculty Offices 730 

Total Net Square Feet 51,067 
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Economic Analysis 

This is a conceptual economic analysis that was u.sed for a preliminary estimate. 

The project is a multifunctional building composed of a museum area, small auditorium, 

restaurant and bar, and an educational facility with a library and laboratory areas. To ob

tain a per square foot cost for such a diverse building, an average was determined from 

several related building-types using stucco on concret block as the exterior wall 

constmction. Means Assemblies Cost Data, 1994 was the resource.'" A circulation fac

tor of 1.3 of 51,067 net square feet was used to derive the total gross square feet of 

66,387. A non-leaseable factor was not included because it was already calulated into 

the total square footage. Table 3.7 shows the steps used to estimate total project cost. 

(Funding for this type of project would probably come from a joint venture between the 

public and private sectors.) 

Table 3.7. Estimate of Total Project Cost. 

Item Calculation Total 

Building Cost 66,387 gsf @ $97.40 = $ 6,466,094.00 

Land Value 7 acres @$6,000.00 = 42,000.00 

Site Work $6,466,094.00 (s* 87. = 517,287.00 

Contingency Cost $6,466,094.00 @ 10'7c = 646,609.00 

Loan Cost $6,466,094.00 @ 117. = 711,270.00 

Total Project Cost $ 8,383,260.00 
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CHAPTER IV 

THE EXPLORATION INTO COMPLEXITY AND DISCORD: 

DESIGN PROCESS AND DOCUMENTATION 

The preceding program and research methodology set the stage or framework for die 

design process. The program for the studio project and die theoretical research compo

nent worked in unison during the design process. The design process required the author 

to move back and forth between the rational and die intuitive. The following description 

of the design process also reflects both the rational and the inmitive aspects. 

The Begiimings of Direct Exploration 

Once the site was selected, it was explored by walking from side to side and photo

graphing the complete area. The site was experienced by sight, smell, touch, and even 

taste (nibbling a weed). Relationships were noted in terms of (1) changes from high to 

low in topography, (2) more folliage density and height in the ravine to the low level and 

sparseness of grasses on the knoll, and (3) preferred views to those with less visual 

attraction. 

After the field experience, a studio exercise was structured to elicit an organizational 

concept ~ a parti. A newsprint pad, 18" x 24", was placed on an easel and three colors 

of conte (black, red oxide, and white) were used for quick sketching. Not more than 

thirty seconds was spent on each sketch. After five sketches, an analysis was made, and 

this exercise was repeated twice more. A sketch from the first group was selected as the 
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parti (Fig. 4.1). At that moment it became a controlling force thoughout the design 

process. 

The parti was like a footprint. The shape emerged, but the mass that created it re

mained in the imaginafion to be discovered (phenomenology - imagination over percep

tion). Recognizable reality was found in the parti. The free-flowing lines on the right 

represented Loop 289 and the surrounding light gray lines depicted Landmark Lane. The 

parti that was drawn originally in an inmitive work mode resembled quite closely the 

contextual site plan (see Fig. 3.11) from the final presentation. The next step was to give 

volume to a footprint. 

The first models emanated from modeling clay as shown in Fig. 4.2. Clay provided 

a malleable and easy to reform three-dimensional sketch medium. 

While model building, objective analysis took place followed by immediate 

changes, therefore it is difficult to say if this was study model two, or four, or six. Three 

towers emerged ~ two cylindrical forms and the tallest a narrow, rectangular volume. 

The central, triangulated figure organized and stabilized the other forms and extensions. 

It also expressed a precise direction toward the best view from the site. The other exten

sions showed litfle commonalty with each other, but they visually depended on the 

strength of the triangulated form. 
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Fig. 4.1. Parti (conte crayon on newsprint). 
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Fig. 4.2. Early explorations in modeling clay. 

It was realized that the central form and its extended growth were probably a circui

tous consequence of the agricultural architecture of the region. Simultaneuous to die 

work on the diesis die audior was in the process of collecting photographs of grain sdos, 

cotton gins, and all types of storage and processing plants. Examples of this source of 

inspiration are shown in Fig. 4.3, Fig. 4.4, and Fig. 4.5. 
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Fig. 4.3. Regional agricultural architecture. 

None of the cotton gins and grain storage plants are exactly alike. There is an econ

omy of materials. Usually a wood structure is sheathed in metal. The form and volumes 

fit the budder's interpretation of what the function is, and additions are added over the 

years as needed. The method of building is an extension of residential construction and 

configurations - gable and shed roofs, clerestories, and dormers. Metal conduits of 

many shapes and sizes punch through the walls and roofs and may move in any direction 

to deliver their products to anodier place. The influence on die design of this project was 

die idea of a commanding, central, stabilizing form widi interconnections to many out

growths, both horizontally and vertically. The expressively delineated fan-shape seen in 

the parti (Fig. 4.1) is similar to die melange of conduits poking dirough die cotton gin's 

137 



walls in Fig. 4.5. The forms, scale and directions in die industrial architecture of die re

gion arrive from function, economy of materials, and level of labor skills for construc

tion. The fan-shaped element in die parti spun-out from die triangle die same as die 

conduits on a mill building, but the reasons were intuitive and aesdietic not functional. 

Metaphorically, the triangulated form is a turning-plow and the large tower on the west is 

a grain elevator. Even with the first clay models, the volumes began as abstractions — 

juxtaposed and disjunctive in appearance ~ yet, they are an inheritance from the regional 

architecture of the farm industry. 

Fig. 4.4. Agricultural architecture. Highway 87, South of Lubbock. 
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Fig. 4.5. Economy Mills, Lubbock, Texas. 
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A self-structured exercise was imposed to force the mind to quickly investigate and 

analyze materials, textures, and details. Again, the newsprint pad and conte crayons 

were used as well as a #12 watercolor brush and black tempera. Drawings were made in 

sets of five between rests. The time limit for the conte crayon drawings was one and 

one-half minutes and one minute for each of the tempera drawings. At the end of this 

exercise, certain things were known: (1) metal as a finish would play an important role, 

in particular on towers, (2) die main exhibition area would be viewed for orientation pur

poses at a raised level soon after leaving the lobby, (3) a strong verticality to glazed ar

eas, (4) contrast in textures, such as copper to concrete or stone (later the concrete 

became a stucco finish), and (5) the nose of the of the triangle would have a floor to ceil

ing window. 

The Endings of Direct Analysis 

Essentially, analysis was the programming, the breaking into parts of the issues and 

the problem-solving for answers. However, schematic relationships and net spaces for 

each required activity does not guarantee an optimum performance environment nor a 

successful final project. 

With space relationships a part of the subconscious and a summary of the total net 

spaces to the side, the parti was converted into a scaled floor plan. The intuitively drawn 

parti in actuality related closely in scale to the final floor plan. (The parti was almost a 

scale of one inch equals 30 feet relative to plan.) The fan-shape on the Southeast devel

oped as the educational facility. The main entry began and remained in the vacinity of 
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die large cylindrical shape at the .south of the triangle. The gabled roofed extension on 

die southwest side became the auditorium from the first and remained so. The adminis

trative area for the museum began on the second and third levels of the entry tower but 

changed to the restaurant and bar tower due to the need for more appropriate space. The 

tall, slender restaurant tower grew from 20 feet in width to 32 feet because of functional 

needs. When the tower escalated in width because of function, it necessarily had to in

crease in height and length for aesthetic reasons. Placements of fumishings were tested 

in each area for function, fit to the diesis purpose, and aesthetics. 

Each part of the whole was analyzed according to the meeting of the thesis purpose 

and tested against the objectives and the hypotheses. At this stage of the design process, 

if synthesis (the putting together of the parts into a complex whole) did not meet the pur

pose, then there was a retum to analysis'. 

The Culmination of Synthesis 

Satisfying the Purpose of the Thesis 

The purpose of the thesis was to investigate the role of and rationale for 

complexity/discord in theory, process, and product of architecture. During the design 

phase, the intention was to explore workable means to utilize complexity/discord without 

intervention of traditional aesthetic and functional limits. The following description of a 

user interacting with the architectural product demonstrates how the intention of the the

sis was met. 
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In seeking the point of arrival or the lobby/lounge location, the participant is enticed 

into entering a corridor with no side views for 28 feet, yet it has a view of the West 

Texas sky through a transparent barrel-vaulted ceiling. Before entering the corridor the 

visitor must cross a concrete bridge diat ramps-up 30 inches and is 30 feet in length. The 

immediate view on either side, looking down, is the continuous courtyard (or metaphori

cally a dry moat) that serves the studios. Through walls of paned windows, the visitor 

has limited sight into three studios and two annexes . Each of these two east walls has a 

canopy of lead-coated copper. While on the bridge, the canopy plays with the viewer's 

sense of perspective. It is shaped as a triangle with the acute angle sliding over the para

pet next to the corridor entry. The hypotenuse side gradually drops several feet before 

stopping on the extended outside wall (Cubism — liberation from geometric perspective). 

Eleven feet into the corridor is an unusual double doorway with copper relief panels on 

doors and side panels. At some point above the doors the opaqueness changes to a bul

bous, translucent sun centered in a circle of transparent Plexiglas. The sun-in-a-circle 

attracts the visitor's attention as the entry from any point in the parking lot for the educa

tional facility. In fact it can be seen from the park road that circles the Art Center on the 

eastern side. Once on the other side of the doors, the first important sight at eye level is a 

perforated overview of Studio II. This first interior view tells the visitor what the activi

ties are in the facility. By this time, the visitor is able to hear water falling and splashing 

somewhere in the distance. Prior to discovering the source of the sounds, he or she walks 

into an opening that is an askew box - the lobby/lounge. The rectangular volume with 

an extmded comer is set at a 25 degree angle from the direction of the corridor. At this 
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point the user still has the mystery of the sounds of water and the unknowns continuing 

down the corridor. Security is found in the delineation of the rectangle by the use of a 

floor design and an exposed overhead joist. Also, the lobby has a lower ceiling and 

lower foot-candles except where there is directed light on works of art. The feelings are 

warm and intimate while the seating encourages social interaction. A choice of several 

directions for die participant is articulated by sound, lighting, and views. At the end of a 

short, northwesterly corridor can be seen a reception area for the director's office. After 

moving into the lobby space the user can see an elevator and stairwell area at the pro

jected comer of the rectangle. The water fountain's beginnings are on the lower level 

next to the double flight of stairs, but it approaches eight feet into the second level's 

space. If the user chooses this direction another unexpected happening occurs. The floor 

changes into a bridge crossing from the south edge of the lobby into Studio 111 and the 

Annex. Surdight during the day or artificial light at night penetrates around the bridge 

and stairwell onto the lower level floor. Eighteen inches of translucent glass flooring de

livers the user's foot from the bridge that stops too short to the doorway of the studio or 

its annex. 

Testing the Null Hypotheses 

The above description of a portion of the Art Center, the previously explained ap

proach to the process, and the creation of the parti were used as exemplars for the whole 

project in this text. However, the entire project was tested against each of the two null 

hypotheses. 
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ThQ first null hypothesis was: There is no apparent difference in process and product 

of architecture designed which purposefully incorporates or manages complexity/discord 

and that which purposefully adheres to past styles and traditional mles of aesthetics and 

function. Number one null hypothesis was rejected. Meaning for the designer and the 

potential user was derived from complexity/discord and not from nostalgia or conven

tional mles, i.e., a possessional with evenly spaced columns, symmetry. Golden Means 

Ratio for proper proportions, all room comers at 90 degrees, an obvious overall grid or

ganization, form follows function, etc. 

The second null hypothesis was: There is no apparent difference in the possibility 

for motivation of directed thinking between architecmre designed for obvious order and 

that designed to incorporate complexity/discord. Number two null hypothesis was 

rejected. 

Motivation for directed thinking for the author and the potential user required a 

stimulus to start problem solving abilities. That stimulus was complexity bordering at 

times on discord. After the completion of the studio project, a comparison was made be

tween the final and a design based on the following assumption: ordered sequencing and 

patteming would have tumed-on habitual or instinctive responses, rather than evoking 

curiosity and involvement with the experience. Too much order (repetition, sequence, 

and symmetry) would have led to boredom or monotony. The studio project responded 

not only to satisfying basic functional needs (activities) but offered the possibility of 

transcending to another level - encouraging users to think and to feel. 
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Documentaion of the Studio Project 

Presentation 

The idea of integrating complexity/discord into the studio project was followed 

dirough in the presentation. All the parts, floor plans, sections, elevations, site plan, per

spective, parti, and site context, were placed on one continuous sheet of 140 pound, d'Ar

ches watercolor paper. The final size was 45 inches in height by 14 feet in length with 

an one and one/half inch border. The media used was transparent watercolor, graphite, 

liquid acrylic, copper foil, and copper-colored yam. 

The title block in the upper left comer incorporates an abstraction of the building's 

footprint. Four long copper lines (copper yams) spin-off the circles in the logo and 

quickly move the eyes across the 14 feet of plans, elevations, and sections. These lines 

emulate the four, long, diagonal walls in the studio facility. 

The layout employs juxtapositioning and interweaving of shapes, e.g., the second 

level plan is juxtaposed against the perspective view of the main gallery. Seemingly, at 

random the components puncture the marked border. There is no delineation between 

the ending of the site plan and the beginning of the site context. Separate drawings 

merge or fade behind one another. Since native West Texans consider the sky the most 

important thing about the landscape, the dynamics of the skyscape are used to press the 

elevations and sections forward. 

In moving left to right, the first vertical division is a massive stacking of four sharp 

angled plans taken from the six-story restaurant and administrative tower. This abmptly 

moves the viewer from the pastoral site plans to a dynamic composition of the parti. 
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second level floor plan, south elevation (main entrance), and the interior view of the 

main exhibition area, including the light-well tower (Fig. 4.6). A less distinguishable di

vision occurs between first and second level plans. Running along the top border the 

north elevation crashes dirough the nose of the main gallery and collides with die light-

well on the perspective. The sculpture garden on the first level plan transforms into a 

yellow/orange cubist skyscape. The composition ends with the stacking of two eleva

tions, A and B building sections, a typical wall section, and the lighting track detail. 

Again, each elevation and section is forced toward the viewer because of a dramatic sky 

scene. Color placement on the plans and elevations is limited purposefully to increase 

readability. Shading and anything that is copper and cut stone are shown in color. 

Building Views 

In Figure 4.7 the site plan illustrates the roofing plan and the relationship of the 

building to its environment. There are separate parking areas for the museum and restau

rant patrons and for the studio facility. The pink stone pavers lead from the front parking 

lot into the entry. The East-West axis moves with the glass-vaulted roof through the edu

cational facility to the flag pole on the east side of the parking lot. 

The front entry silo is shown in Figure 4.8. It is flanked on the left by the audito

rium with a split-level roof and cupola. The wedge-shaped and copper-clad elevator 

tower rises from die lower level of the silo to above the roof gallery. The west-pointed 

restaurant and administrative tower regally tums its side to the assortment of multi-level 

geometric forms. 
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Fig. 4.7. Site plan. 
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Fig. 4.8. South elevation (main entry). 
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The east elevation as shown in Figure 4.9 portrays the entry to the educational facil

ity as described in the Satisfying the Purpose of the Thesis. On the right side is the di

agonal wall of the main gallery and balcony that points to the North. The conch-like 

gallery and light-well rest half-way widiin the triangulated form. Around a center axis 

the copper-clad roof swings from 53 feet to 13 feet and stops over a porch. As the roof 

ends the rhythm continues with a swelling backsplash onto the stucco wall. A glass wall 

with double doors is hidden in the shell and allows access and view to the sculpture 

garden. 

In Figure 4.10, the sharp nose of the gallery points at a 25 degree angle to the North

west. The sharpness is softened and the scale fools the eye by the four feet square panes 

of glass that reach from floor to ceiling. They are double the size of the ones in the stu

dios. The nose floats on a bed of dull grey, pink, and blue cut stones. The restaurant and 

administrative tower points like an arrow to the West, yet this side takes-on a more open 

and gentler appearance than the southem side. The sculpture garden to the East sets pro

tected between the walls of the library and the gallery. 

The west elevation in Figure 4.11 is dominated at first glance by the tower. Only 

from this view are the two faces visible on the pointed sides. The windows to the South 

are one and one-half feet wide whereas the other side has three foot windows. The out

door spaces on the top left balance the increased number of windows on the right. The 

gallery has a window seat that opens like a book cover offering a view of the Lubbock 

Lake site across the road. On the South, the windows in the cupola glow in darkness and 

serve as a beacon and a reminder of the activeness of the Llano Estacado Arts Center. 
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Fig. 4.9. East elevation. 

Fig. 4.10. North elevation. 
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Fig. 4.11. West elevation. 

The upper section in Figure 4.12 shows many relationships: (1) die entry tower con-

tains two upper galleries, one has views into the main gallery and the top gallery has 

views for 360 degrees; (2) while on the balcony the visitor can develop a mental picture 

of the exhibition areas; and (3) the user may choose to descend dirough die light-well on 

a curved stairwell into die main gallery. The lower section reveals the relationships be

tween the balcony and die small gallery in die restaurant tower, die auditorium and its 

lobby/corridor, and die main gallery and the shipping and receiving area. The projecting, 

glazed, form over the balcony on die left is die administrative director's office and die 

conference room. From diose two rooms there is a view into die main gallery and bal

cony area. 
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Fig. 4.12. Sections A and B. 

Aerial views of the project are shown by photographs of a paper model. Figure 4.13 

demonstrates how well the collection of diverse volumes work togedier. The small in

dented triangle on the west tower becomes a visual stepping stone to die copula and die 

two roofs of die auditorium. There was an appealing change from a massive tower to an 

excavated auditorium at a residential (human) scale. The curved masses of die entry 

tower and die light-well offer visual relief to die dominant angularity. 

Figure 4.14 shows die project from die Nordieast. On the left is die courtyards to die 

studios and in die foreground is die sculpture garden. It appears the cylinders pierce die 

triangle and attach it to the ground. The sharp diagonal of die triangle is abated by die 

sensuous curves of die light-well (Fig. 4.15.). In die restaurant tower, die sliced comers 

of the form and the hipped roof point toward a westeriy view (Fig. 4.16). 
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Fig. 4.13. Aerial view from Southwest. 

Fig. 4.14. Aerial view from Northeast. 
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Fig. 4.15. Aerial view from North. 

Fig. 4.16. Aerial view from West. 
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Synopsis 

The studio project not only met the purpose of the thesis requirement it also pre

served throughout the design process the definition of complexity as set forth in Chapter 

I. Complexity was defined as: there is a stmcmral whole with a multiple assemblage of 

independent parts. These parts show an interconnectedness that is not static as a rock or 

a snowflake, but rather a complex system that is more spontaneous and disorderly than 

static objects without being unpredictably chaotic. 

Conclusions 

Table 4.1 shows a summary of the relationships between complexity/discord theo

ries and meaning in architecture, including this thesis project. The recognized theories 

listed in the first column were explained in detail in Chapter II. The theory is followed 

by a few key words. In the second and third columns assumptions are made followed by 

descriptors. The last column names exemplars in architecture that are relative to the par

ticular theory. 

All four of the theories have had an impact on this thesis, some more than others. 

The stmctured research on the theories, the further exploration with theories in the studio 

experiment, and the influence they had on the creative product caused certain ideas and 

relationships to evolve. Conclusions in the form of concepts derived from this thesis are: 

1. Complexity induces conflict, arousal, and curiosity that leads to directed thinking, 

problem solving, an experience, and the potential for meaning for a participant 
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2. Meaning for the built environment can be derived from complexity and not from 

nostalgia or prototypicality. 

3 The use of complexity/discord does not mean the annihilation of order. 

4. In architecture, the intuitive design process is as valuable as the rational. 

5. At least a part of the design process can assume that mass and volumes are ab

stract symbols. 

6. Influences on the design process can be from any of life's experiences, and these 

can be translated via the imagination into fantasy, metaphor, and narration. 
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