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TBESIS RESEARCH 

Arebitectare in Sodety 

As Peter Ei~ one of the leading theologian/ practitioners of modern architecture, 
suggests, the classical relationship between man and form no longer exists; "absolutes are 
non-existent, thus rules are irrelevant".' Therefore it is perhaps necessary foT us to attempt to 
find within ourselves a new form of architecture - an architecture that will honestly represent 
modern society. 

Society is constantly undergoing change - consistently seeking new 
ideas and answers. Technological breakthroughs are perpetual, but 
advancement in the realms of business, science, theology, and the arts are 
equally imminent. To begin to identify key similarities into an expression of 
form is perhaps near impossible. Recently, however, a few architects with 
similar views on architectural interpretation have begun to produce a number 
of forms which perhaps may very will capture the synthesis of this era. To 
begin to investigate this current upsurge, we must first consider how its 
philosophy is linked to society. 

By first looking into the realm of modern science, we can begin to 
gain a practical foundation for our theory. New discoveries in quantum 
physics have forced a re-evaluation of theories regarding space, time, matter, 
object, and cause and effect. Since the notions have been such an underlying 
premise in our society, this alteration came as quite a shock.2 The notable 
physicist Albert Einstein was quoted thus: 

All my attempts to adapt the theoretic foundations of physics to this (new type 
ot) knowledge has failed completely. It was as if the ground had been pulled 
out from under one, with no firm foundation to be seen anywhere, upon 
which one could have built.3 

The theoretical physicist Fritjof Capra perhaps better expresses this 
phenomenon in his book The Turning Point: 

In contrast to the mechanistic, Cartesian view of the world, the world view 
emerging from modem physics can be characterized by words like organic, 
holistic, and ecological. It might also be called a systems view, m the sense of 
general systems theory. The universe is no longer seen as a machine made up of 
a multitude of objects, but has to be pictured as one indivisible, dynamic whole 
whose parts are essentially inter-related and can be understood only as patterns of 
a cosmic process ... 

In Quantum Theory you never end up with 'things'; you always deal with 
interconnections... It shows that we cannot decompose the world into 
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independently existing smallest units. As we penetrate into matter, nature does 
not show us any isolated building blocks, but rather it appears as a complicated 
web of relations between various parts of a unified whole.4 

This movement, or expression appears to question the very 
laws and rules of causal science. It points out how each element 
affects another and how each element is an integral part of the whole. 
Though these elements are direcetly or indirectly related, they 
seemingly stand alone, funtioning independently of one another and 
creating a sense of disorder. How these elements are interconnected 
leads us to examine the issues of harmony and discord. These issues 
of causal science lead us into areas of theory and philosophy. 

Jacques Derrida, a contemporary French theologian, defines 
his theories in a concept of difference, which is not to be confused 
with the difference, although it too is integrated into the Derridian 
concept. Difference refers to a consolidation of differences. Probably 
the most adequate translation of the term to English would be in 
Derrida's definition of it as "the idea of conflictuality" .5 It could 
perhaps also be defined as innate conflict. The balance between this 
conflict and a sense of order and harmony is an issue debatable in the 
current world of architectural theory. Whether they can co-exist or 
whether one must give way to the other seems to be the question that 
is on the forefront of this theoretical debate. 

It is this issue and others regarding the translation of theory to 
practice that cause the architectural motif to be bound to philosophy. 
This is constituted logically, however, because philosophy analyzes 
society and its existence and architecture is an expression of society.6 

Therefore when philosophy brings to question arguments involving 
conflict and order, it stands to reason that issues involving a modern 
society are in debate. Interpreting these philosophies and applying 
them to form and structure is where architecture as an expression of 
society begins to unfold. 
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To further explore the scope of contemporary expression, conceivably the best way to do 
so is to apply it to art and architecture. As the theories we have studied thus far pass through 
social structure and tradition, art and architecture provide an innovative conduit for its passage.7 

The relationship to be observed between the mutual focus on art and philosophy "is that forms of 
discourse are not independent of . one another. They must conflict, converge, and overlap 
because our engagement with the world is historical - a shifting complex - a perpetually 
developing interaction. "8 The issues aroused in theory and philosophy are congruent with 
characteristics of contemporary architecture. Therefore the end result will be intertwined, as 
pointed out in the contemporary thinker Robert Nozick's book, Philosophical Explanations: "We 
can envision a humanistic philosophy, a self-consciously artistic one, sculpting ideas, value, and 
meaning into new constellations. "9 
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In creating a new scheme to portray those things made 
evident in philosophy, architects have begun to question 
traditional rules and guidelines about modem architecture. 
They are exploring the existence of form in the expression of 
structure and reconfiguring it in such a way that it exposes that 
which has long been suppressed. Architecture of this nature 
attempts to free itself from components that are buried beneath 
conventional rules: it attempts to lose itself from classical 
precepts, a goal which Modernism never completely 
accomplished. 10 By freeing themselves from the traditional 
premise of "rule" and "order", architects unleash an infinite 
amount of possibilities in the realm of design. As the architect 
Steven Hall pointed out: 

It is precisely the realm of ideas - not of forms or of styles - that presents the most 
promising legacy of 20th century architecture. The 20th century propels 
architecture into a world where meanings cannot be completely supplied by 
historical languages. 11 

It is responsibility of architecture to fulfill contemporary needs through a greater 
understanding of society: 

Strategies have developed to return architecture to a level of thought. 
Organization of overall form depends on a central concept...A concept unites 
whereas application of a historical style fragments. When a clear idea is the heart 
of architectural expression, it can be individually related to the circumstance 
while remaining distinct from a general theory or style.12 

Portrayal of such a complex society through a structural format may not be a simple task, 
but architecture must oblige this request in order to document the present. In order to synthesize 
our existence into a tangible effect that will surpass this era, architecture is charged with the 
burden of expression. 

The safe and sound world of architecture no longer exists. It will never exist 
again. Open Architecture means consciousness and an open mind. .. Complexity is 
our goal. Architecture, as it was proposed in the 19th century, is over. We have 
to go for a complexity that mirrors the diversity of world society. 

-Wolf Prix 
Coop Himmelblau13 

THE ECONOMY 

p.S.Economy on Central Bankers' MindS 
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Conclusions: 

The society that we are now apart of is undergoing many changes. While economies, 
political parties and even entire governments are falling apart, technology and science are 
reaching beyond realms previously conceived. Although society may currently seem to be in a 
rather fragmented state of existence, it is attempting to pull itself together, with a new 
awareness. This awareness although not fully achieved acknowledges the existence of each 
segment being a part of a unified whole. While new commitments to ecology and the 
environment and new systems of government and economic policy are sought after, a specific 
time frame exists. It is within this time frame that I choose to apply my thesis. 
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IHESIS STAIEMENT: 

Elements typical of the current populace express tendencies unique of this era. 
Architecture should establish and account for the societal issues of environment, 
technology and science, culture and context, and economics and politics and 
synthesize them into an appropriate documentation and expression through form. 

THESIS VEWCI,E; 

A graphic design studio and office. 
Graphic design is understanding society and marketing for its needs and wants. 
Because the world of graphic design is involved with and interfaces directly with 
the public, an environment conducive to the expression of the contemporary 
world will further provide a link to understanding. 
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MCKGROJJND SIUDIES 

Gra.pbic Design 

Graphic Design: design based on or involving two dimensional processes, e.g. 
illustration, typography, photography, and printing rnethods. 14 

Graphic design is a profession still relatively new in concept, although variations of it 
have been evident throughout history. Dating back as far as the prehistoric era, graphics have 
been utilized as a means of communication, i.e. a graphic language. Many of the original 
scribbles and scratchings discovered in archaeological finds may be characterized as being self 
expressive; however, without a real grasp of "self' there is difficulty in obtaining self expression. 
Art began when there was a cognitive reasoning for expression - a realization that graphics could 
be utilized as a means of communication through preserving memories, telling a story, or 
documenting history. In prehistoric times we began to see this recognition develop. Originality 
was not the desirable outcome of such works; what was desirable was a means of 
communication understandable by all. Even into the first centuries of civilization in Egypt, 
Mesopotamia, China, Greece, and when Byzantine and Latin Christian cultures were being 
established, this was the primary objective of graphic representation. As history progressed a 
more specialized view of graphic representation and the arts was established. Artists began to be 
viewed with respect and 
dignity due to their 
training and skill. The 
function of art rose to 
new planes and 
established itself as a 
fundamental expression 
of society.15 

Unfortunately this respect 
did not encompass the 
world of graphic design; 
it would not be earned 
until centuries later. 

Although graphic representation has been existent for some time, the specific field of 
graphic design is a phenomenon of the last hundred years. In direct response to communication 
needs produced by the industrial revolution, graphic design was utilized to market the products 
of mass production in Europe and North America in the late nineteenth and early twentieth 
centuries. Through expanding reproduction technologies graphic design found the resources to 
participate in the immense political, technical, and social changes of the times.16 

The foundation of American graphic design was based on the European cultural 
inheritance of type cutting and book printing. With emphasis placed on clarity and legibility, 

Page Number: 10 



typography and book design were viewed 'as the primary medium for visual presentation and 
verbal language. 

In the Graphic Arts you cannot get rid of matter. Every drawing is in a substance 
and on a substance. Every substance used in a drawing has its own special and 
peculiar relations both to nature and to the human mind. 

Clarity was accentuated over 
expression; the words were the 
primary means of communication 
and expression. Unfortunately 
because this element was so 
functional, this activity was reduced 
to the status of craft rather than art. 
Illustration techniques were limited, 
if not non-existent, in early books 
due to technology limitations. 
Interpretation of symbolism and 
imagery was placed in the hands of 
painters where "high art" had been 
the primary means of conveying 
these messages for centuries.19 

In the early 1900's, the 
revolutionary artists of Futurism, 
Dada, Constructivism, and De Stijl 
began to realign their focus to 
include textural visual 
communications. Rather than being 
considered an enemy, functional 
expression was synthesized into the 
self expressive goals of art. In 
Germany, the Bauhaus established a 
philosophy and sense of identity 
through their unified art, craft, and 
design.20 The avante-garde of 1910 
through the 1920's allowed Russian 
Constructivist, inspired by the 
Revolution, help design a new 
society. Some of Russia's most 
daring artistic achievement was 
produced during this era.21 

-Philip Gilbert Hamerton 
The Graphic Arts, 1882 18 
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New perspectives to structuring language and imagery previously unaccepted by classical 
text tradition were examined by these European revolutionaries. They began to utilize this new 
concept to interpret meaning of words through their visual expression and typographic forms. 
Typography was no longer restricted to the bounds of verbal language, but its horizons were 
expanded to include a visual expressive language.22 

Through a simple diagram explaining the 
acquisition of meaning process, this visuaVverbal division 
can be examined. Our conventional thoughts regarding 
message reception are defined by two modes: seeing and 
reading. The vehicles of these modes are image and text. 
Image is usually associated with what we see, that is, our 
visual perception, while reading is generally tied to written 
language and the verbal process. The reading process is 
very defined and structured while the seeing process is 
more intuitive, passionate, and experienced almost 
invohmtarily. 

SEEING 
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There also exists two more connections between image and text, as discovered by early 
Modernists. Text can be seen, as Futurists' experimental poetry proved; image can be read, as 
Neolithic cave painters knew. Since the 1930's graphic designers have proved this again and 
again. More recently photographers and artists have been experimenting with text-image 
relationships. 
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By the Victorian years, American book 
designers were still very much involved with a literal 
interpretation of image and text, although an advance 
had been somewhat made regarding decorative 
expression. However, this new model of visual 
expression was a step forward in the break from pure 
and traditional text standards. The late nineteenth 
century was laced with a stimulating new growth in the 
field of illustration. Advertising, magazines, and 
posters created a new demand for graphic 
communication. However, due to the distinct tie to the 
world of commerce, these designers were stilled viewed 
as a part of the servant class rather than "serious" 
artists.23 

As the twentieth century progressed, two main 
factors finally brought the birth of American graphic 
design. An upsurge in specialization in reproduction 
technologies broke the restraining tie of conception and 
form from the technical aspects of typesetting and 
printing. At the same time, the first surge of European 
emigre designers began to reach the shores of America, 
a shift which peaked in the 1930's. The nucleus of 
professionalism was spurned through these new 
designers. They seemed to grasp the idea of method 
and theory being the driver in the creative process. 
These designers brought with them Modernism's "dual 
paths of ambiguity and objectivity." They began to 
explore the abstracts of composition and conceptual 
communication, while at the same time respecting the 
necessity of objectivity and rationalism demanded in a 
society ordered by industry and commerce.24 

In the 1950's and 60's, the process of creativity 
known as the "big idea" method was popularized. The 
idea was based on the belief that an individual 
designer's talent came to light in a "flash of creativity." 
this uniquely American concept idealized the designer 
as a gifted creative genius who could grasp meaning 
and portray it through form. Combinations of image 
and context created new and unexpected design views. 
The "picture is worth a thousand words" concept 
characterized the process of reading picture and 
transforming it to text. (Unfortunately today many 
designers view this method as a process created by 
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commercialism's exploitations, thus forfeiting its 
unique effectiveness.) The 11big idea11 approach had a 
tremendous effect on the transformation of graphic 
design from the artist's servant image to the realm of 
professionalism. 25 

In the early 1960's, the first influx of Swiss 
design ideas arrived in the United States, and by the 
mid-1960's a number of American firms were 
beginning to apply these ideas in practice to solve 
corporate needs. This second surge of European design 
influence was based on a Modem, rational set of rules. 
It was not particularly necessary for a designer to be 
11individually inspired.. or talented.The field of 
American graphic design was further professionalized 
by this influence, removing the designer forever from 
the servant class and elevating him to the position of a 
disciplined, educated professional. This movement 
began to split the field of graphic design apart from that 
of advertising design, a division that lingers today .26 

Semiotics, the science of signs in visual 
language, became the first codified theory of graphic 
design. This was another major step in the 
professional transformation. The idea that graphic 
design was more than a simple 11art process .. was 
enhanced by this 11SCientific11 view. These Swiss 
designers indentified strongly with strict minimalists 
who were applying Bauhaus ideals. 

However, in the late 1960's there began a trend 
of new Swiss emigre designers to push early 
Modernism's Constructive experiments to their rational 
extremes. Although experimental compositions 
became quite painterly, semantic expression was not 
specifically explored. Baroque or Mannerist 
Modernism would be terms possibly applied to this 
highly formal work. 27 

In 1965, Robert Venturi's treatise, Complexity 
and Contradiction in Architecture, shook the cultural 
scene. This spin-off of Modernist dogma brought a 
new interpretive approach to the design world. This 
concept, which came to be known as 11Postmodernism11

, 

was influenced by historical pre-modemarchitectural 
forms and the American commercial vernacular. 
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In the 1970's, the recognition of a 
graphic design history, which was 
emphasized by Venturi's rediscovery of 
pre-modern design, showed evidence of 
professional maturity. Prior to this 
realization, designers felt as though they 
were only just inventing the profession. The 
Bauhaus influence of a continual newness 
had an enormous effect on the profession 
until this time. At this point designers 
began to publish books and hold 
conferences paying homage to historical 
forms and their new-found past. 

The mid-1970's produced a form 
which characterized combinations between ~ 
popular cultural vernaculars, history, and 
Mannerist Modernism. Thishighly formal . 
expression, known as New Wave graphic design, was a result of American designers' boredom 
with American-Swiss formal design rules. It was a definite experimental phase. As New Wave 
design began to explore and compromise preceding expression, it quickly became an accepted 

graphic form. While this phase was sometimes described as Postmodernism, it would have more 
correctly been labeled decadent American Modernism. Rather than attempting to be a core of 
development for future design influence and content, New Wave design was basically a 
formalist "jumping off point for graphic celebration of style. "28 

Today graphic design is viewed as a 
visual language, its audience being 
characterized as seers and readers. Form is 
considered to be read as well as seen; 
typography is considered to be seen as well 
as read. The most successful new works are t-----t 

comprised of a combination of all four 
seeing-reading-text-image modes m 
powerful expressive forms. "There are 
layers of form. .. .In order to discover 
meaning, language is 'deconstructed', 
exposing its underlying power and the 
manipulation of form. "29 
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While this work demands intellectual effort from the audience, it in tum rewards them 
with content and participation. They must make decisions to interpret design by "decentering" 
the message. "Design provokes a range of interpretations, based on Deconstruction's contention 
that meaning is inherently unstable and that objectivity is an impossibility, a myth promulgated 
to control the audience. "30 Many graphic designers have begun to transcend the boundaries 
created by obediently complying with clients' needs. They are taking on roles associated with 
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both art and literature; they are putting on the hat of interpreter, a step beyond the problem 
solving tradition. Forms are viewed with an awareness of original meaning and context. The 
days of the graphic designer as a servant, along with the Swiss designers' transparent neutrality 
are gone. Graphic design has reached an all new plane ofmeaning.31 

This new work challenges its audience to slow down and read carefully in a world 
of fast forward and instant replay, USA Today, and sound bites. The emphasis is 
on audience interpretation and the construction of meaning; it goes beyond raw 
data to the reception of messages. This direction seems aligned to our times and 
technology, as we enter an era of complex global pluralism. Desktop publishing is 
placing the production of low-end print communications in the hands of office 
workers and paraprofessionals. Even the simplest corporate report is now typeset 
and formatted, raising the visual expectations of our audiences. Thus there is a 
new demand for highly personal, interpretive, and eccentric design expressions . 

.. Katherine McCoy 
Design Quarterly, Volume 14W2 
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Graphic Deaip Goals 

Laser scanners, digital 
cathode ray tubes, microprocessors -
these are the tools and the terms of 
contemporary graphic designers. __ 
This vocabulary of current 
technology may seem frustrating and 
should not be begin to interfere with 
the basic design task that has 
remained constant over the years -
communication of intentions with an 
appropriate amount of clarity, 
finesse, and aesthetic appeal. 

Although today the task of 
design is far more complex than it 
may have been for a medieval scribe, 
it is necessary to transcend modern 
constraints brought on, ironically, by 
technological advances. The 
traditional role of the graphic 
designer has been overloaded with 
various technological breakthroughs. 
Today the graphic designer must 
eliminate the handicaps and utilize 
the tools available to him to create a 
more effective result than ever 
before. To comply with this 
responsibility he must accumulate a 
wealth of knowledge in a number of 
different areas including: 
typography, photography, and 
various other branches of art, as well 
as a working knowledge of the 
rapidly advancing realm of computer 
graphics.33 

The primary objective of the 
designer, however, must be the 
underlying goal of communication 
through form and text. The graphic 
designer must therefore apply 
available resourses to produce a 
public oriented work that will 

communicate effectively. 
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Graphic Desip and Society 

Designers must maintain a degree of responsibility to the public when they create their 
substance. The potential response of a designer to issues surrounding society have a direct effect 
on the society they serve. 

Designers ... serve two masters - the business client and the pubic client. It is the 
latter, the "end user" that holds the key to the profession's true claim tn fmnP. 34 

Graphic design is, in fact, a societal response, one 
that draws on the philosophical and practical 
aspects surrounding the public. It is a 
communication link - a link between the needs of 
the public and the needs of the client. To concern 
itself with these needs, graphic design must concern 
itself with society as a whole. 

One of the most important things designers 
can do is to symbolize continuity and 
reflect, both in the form and in the materials 
and processes used to shape the design, an 
understanding that the object has an impact 
on the world. Js 

In serving the client, the graphic designer must accept the overall effect, including effects 
upon the social institutions of society. It has become the obligation of the corporate world "to 
serve, protect, and care for" the public sector.36 Society has come to depend on these services. 
The designer becomes a mediator, attempting to communicate on a level suitable to this end. 
Hence the responsibility of graphic design in society is to create form which will be 
characteristic of the world it serves. 
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CQNTEXT 

Dallas. Texas 

Dallas with its beginnings as a 
trading post along the Trinity River in 
1841, was but a mere speck on the vast 
frontier. Today the Dallas-Fort Worth 
Metroplex is populated by 
approximately three million people and 
is one of the most economically 
dominant figures in the Southwest. 

Manufacturing was the stimulant 
in creating a solid economic base for this 
area. Leading industries of women's and 
sports apparel, automobile accessories, 
beverages and food specialties, 
electronics, military and civilian aircraft, 
and many more items established this 
foundation. A service sector adds to the 
diversity of this community. Retail and 
wholesale activities help Dallas to 
prosper beyond regional markets and 
move toward national and international markets. 
The city has also become established as a major 
banking and finance center. Over 200 commercial 
banks and 260 insurance companies occupy the 
Dallas-Fort Worth Metroplex. 

Traditionally most large cities have a 
problem in maintaining a "sense of community", 
but this seems less true for Dallas. Since its early 
nineteenth century beginnings, the city has taken 
pride in its attributes on style and sophistication, as 
well as its vigorous economic growth and physical 
expansion. It is a city of diversity offering 
something for almost everyone. 
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Relationship to Thesis: 

The economic repercussions of this thriving community have forced the city into a high 
nationaVinternational profile. Because of this catalyst the city must consider not only the 
reaction of events within its particular region, but those dealing with a whole community as well. 
By focusing on issues facing a nation, as well as a world, the city of Dallas becomes an 
international thoroughfare and an ideal location for documentation of today's pressing issues. 

Relationship to Vehicle: 

The demand for publicity and graphic design is unlimited in such an economy. With 
such a wide variety of commercial and industrial activities the field of graphic design is 
provided with an infinite number of possibilities. With the community as a whole fluctuating in 
so many different areas, there is a sound basis for locating a graphic design studio in this city. 

;::-..::o:.";.-..=.-::, ..... _ 
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DeepEllnm 

Within the boundaries of the great city of Dallas there lies a "sub-city" known as Deep 
Ellum. This area, slightly east of Central Expressway, originated just after the Civil War as a 
"Freedmanstown." The construction of the Houston and Texas Central Railroad in the late 
1800's spurred the growth and permanence of the area. Through the establishment of the new 
railroad, Dallas was assured of a future in the developing economy of the Southwest. The HT & 
C Railroad depot was built along the route of what is now Central Expressway. In 1926 the 
Deep Ellum area ran along the tracks, flanked on both sides with makeshift shacks. In the lines 
of "Deep Ellum Blues," as performed by the influential black folksingers Huddie "Leadbelly" 
Ledbetter and Blind Lemon Jefferson in the World War I era, it was characterized thus: 

When you go down on Deep Ellum, 
Put your money in your socks, 
'Cause them Women on Deep Ellum 
Sho' wi11 throw you on the rocks. 38 

The area was known as a tough neighborhood to visit, and was not a place that one would likely 
spend a leisure Sunday afternoon. 

Over the years Deep Ellum 
has undergone many changes. The 
development of industry within the 
city had its influence on the Deep 
Ellum area and led to but one of its 
transformations. More recently, it 
has been affected by the visionary 
actions of Laura Carpenter, daughter 
of Ben H. Carpenter who turned his 
family ranch into the widely 
acclaimed satellite city of Las 
Colinas. Carpenter's "urban 
pioneering was instrumental in 
converting Dallas's long - neglected 

J 

<~::J 

Deep E11um neighborhood into a thriving community of artists."39 In the late 1970's Carpenter 
acquired a building in the neighborhood which once an olive warehouse and established a model 
for the residential/retail mix, her office and living spaces on the second floor and her gallery 
space on the first. She choose this area because she "liked the rawness of the neighborhood" and 
envisioned the area as an urban center of a strikingly different sort in freeway dominated Dallas. 
Carpenter "was interested in the idea of [creating] a European-style, pre-automobile urban 
village - a twenty-four-hour-a-day neighborhood with residences, restaurants and street 
shopping. "40 

Laura Carpenter's vision is probably not far from being an appropriate description of the 
current Deep Ellum vicinity. With its late night delis and dance clubs and its daytime artistic 
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and business influence, Deep Ellum is made up of a diverse group of people and events. It is an 
area unlike any other and is a landmark of Dallas history and development within itself. 

Relationship to Thesis: 

At a smaller scale, the view of the immediate area of Deep Ellum creates a series of 
controversies typical of worldwide conflict and resolution. It is descriptive of society's smaller 
parts existing in direct relation to the greater whole. Deep Ellum is a meld of society and its 
issues and incorporates all of them on a scale visible to the daily passer-by. 

Relationship to Vehicle: 

Because Deep Ellum has developed its senses of both business and art, it is a proper 
channel for the application of a graphic design studio. The artistic movement, including the 
development of both furniture and art galleries, are key catalysts in promoting the realm of 
design in this locale. Conversely, its development of industry, business, and "street smarts" 
make it an appropriate choice for the managerial side of a design studio. 

Page Number: 23 

. ·. 
~ ·, 



umbe 24 PageN r: 



Cultural Context 

The cultural melting-pot of Deep Ellum is one unique in itself. The diverse collection 
that graces its streets is a collection that under any other circumstances perhaps would not meet. 
Because the area did first begin as a "Freedmanstown," its cultural content finds its first and 
perhaps deepest roots there. The characteristics of this era have helped to set the foreground for 
an interesting collage of culture. 

Perhaps in trying to separate themselves from a society which would not live up to their 
expectations and find a place for their sacred homage, a distinct sect of today's younger 
generation has also found a place in which to relate - the streets and clubs of Deep Ellum. The 
patrons of these places are often labeled as a radical bunch of "skinheads." With their 
anit-governmental viewpoints and idealists concepts of a free world, these individuals 
demonstrate a mind set not unlike that of the 1960's. However, because they are a minority in a 
predominantly "yuppie" downtown sector, they are not considered a significant threat to this 
conservative group. In fact, the dark alleyways, bright wall murals, eccentric cafes, and 
blue-light night clubs of Deep E~lum have stirred up a bit of curiosity within the white collar 
groups. 

As the upper class has begun to infiltrate the streets of Deep Ellum a new group of 
businesses have sprung up. A gift store selling unique items directly next to an all-night dance 
club is not an unusual sight. With art galleries and furniture stores moving into the area, the 
artistic elements of this sector have become accentuated. A new group of "night-lifer's" have 
also begun to grace these streets. Wearing fine jewelry and expensive clothing, radically 
different from the ripped jeans and army boots of their predecessors, these newcomers arrive in 
sleek long limousines and are met at the doors by well-dressed door men employed at exclusive 
new night clubs. 

Some feel this invasion will lead to the downfall of the rebel oriented youth's sacred 
abode, once again shutting out those of contemporary thinking for an idealistic society. Others 
feel they have as much right to experience the eccentricity of the neighborhood as anyone else. 
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No matter what one's sentiments are on the subject however, one must agree that this activity 
creates an interesting atmosphere, not uncharacteristic of the clashes which are creating 
repercussions around the world today. 

-

- -----------
,. . 
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Psycholo&ical Context 

A psychological profile of Deep Ellum is one which would certainly contain a vast 
assortment of faces where no one, yet everyone is typical. It would not be unheard of to observe 
an ex-con recently dismissed from the nearest penitentiary passing by a well-respected 
businessman on his way to meet an acquaintance at an all-night diner. It is a unique 
conglomeration of people that create this one of a kind place called Deep Ellum. 

Deep Ellum could perhaps best be analyzed by looking at its two most contrasting roles -
daytime and nighttime. A friend of mine, after having visited Deep Ellum for the first time, 
summarized her initial impression in the following lines: 

Deep Ellum 
is like an experienced whore. 
During the day she is still, 
resting from the last evening. 
She counts her money and contemplates 
the masked people who take her nightly. 
And during the night she is at her best
alive, moving and incomprehensible. 
Skilled at helping people feel like they 
might belong, 
be noticed, 
be loved. 

-Laura White 

.......... -----
I 

I . .. : ·.~ . . 

Nighttime in Deep Ellum is an exciting place. Fortunately, I have had the opportunity of 
experiencing its two most extreme night-life categories. I have attended an informal gathering 
with a group of distinguished conventioners from around the state. It was a time when the 
professionals "let down their hair" and rocked to the rhythm of the band and slapped paint on the 
walls of a rented warehouse at an organized paint party. On the other hand, I have passed 
through the doors into the cool interior of the Aqua Lounge, one of Deep Ellum's token night 
spots. With old televisions converted into aquariums and a distinct group of a looser, more 
free-thinking clientel draped over the furniture, the atmosphere was filled with an intense sense 
of freedom. As the DJ began to crank the volume people flowed through the doors prepared to 
through caution to the wind. As they began to move to the music and frequent the bar, I realized 
that this, too, was a place for these people to get away from their everyday and just "let down 
their hair" as well. 

Perhaps my most interesting and educational experiences of Deep Ellum night-life came 
one week-end before Halloween. Two of my friends and I sat in the outdoor veranda of 
Flamingo Joe's listening to a blues band that was made up of two men who could have easily 
been medical students by day and musicians by night. As the streets began to come alive with 
the traffic of passers-by, we were became observers in the drama taking place around us. The 
limos and 380ZX's were there among the peddlers on the street, silhouetted against the bright 
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and exotic wall murals of the sub-city's buildings. A costumed group just arriving from the gay 
parade held earlier in another part of the city shouted and waved from the back seat of their 
convertible. A wide variety of people from all walks of life were coming to this place called 
Deep Ell urn - coming to this place to experience its "liberty and freedom for all." 

Daytime is another experience all together. It is, as Laura White's verse points out, a 
recuperation time for the neighborhood. A more sober sense of reality overshadows the place as 
the business world comes to life. The artist galleries, retail shops, industrial work places, and 
the professional offices seem to create for Deep Ellum a sense of responsibility and 
sophistication uncharacteristic of its nighttime counterpart. The streets are much less crowded 
and almost bare. It becomes, except for the occasional beggar on the street corner, a place of 
business and function, typical of the general downtown Dallas prototype. 

From the artists to the New Wavers, from the project managers to the crack dealers, from 
the tattoo artists to the street evangelists, there is a little bit of everyone in Deep Ellum. Perhaps 
little has changed since a black columnist wrote in 1937: 

[It is the] one spot in the city that needs no daylight saving time because there is 
no bedtime ... [It is] the only place recorded on earth where business, religion, 
hoodooism, gambling and stealing goes on at the same time without friction ... Last 
Saturday a prophet held the best audience in this 'Madison Square Garden' in 
announcing that Jesus Christ would come to Dallas in person in 1939. At the 
same time a pickpocket was lifting a week's wages from another guy's pocket, 
who stood with open mouth to hear the prophecy.4 
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Site Context 

The site is located in the city of Dallas in North Central Texas. It lies approximately 250 
miles north of the Gulf of Mexico and is located near the headwaters of the Trinity River, which 
begin in the upper margins of the Coastal Plain. The range's rolling hills range in elevation from 
500 to 800 feet. 

CLIMATE: 

(compiled from Weather of U.S. Cities: 1987) 

Temperature: 

The mid-summer conditions of Dallas are by far the most adverse when the weather is 
displaying subtropic characteristics. Between June and September temperatures are regularly 
above 90 degrees Farenheit. June of 1980 was the date of the area's highest recorded 
temperature of 113 degrees. The most intense conditions of the summer are associated with high 
humidities, sunny skies, and low westerly winds. Few evenings during the summer does the 
temperature fall below 80 degrees. The warm season lasts on the average approximately 249 
days. The last day of the freeze-period (32 degrees or below) on the average ends in mid-March, 
with the first day on the average occurring in late November. 

Winter conditions are usually mild with few periods of extreme cold. Cold fronts hit the 
area about 3 times a month during the winter, accompanied by sudden temperature drops. 
Snowfall is rare, and the average temperature ranges in the 50's. The lowest temperature 
recorded in Dallas was -10 degrees Fahrenheit in February of 1899. 160 average hours of 
sunlight per month occur in December and January with a high of 350 occurring in July. 

An average westerly wind of 10.8 miles per hour occurs during every month of the year. 
The majority of nights are mostly calm or contain only a small breeze. During thunderstorms 
wind activity can be destructive. 

Precipitation: 

Generally rainfall occurs more frequently during the night. Periods of rainy weather last 
no more than a day or two and are commonly followed by fair skies for several days. The 
majority of the annual precipitation is a result of thunderstorm activity with occasional heavy 
rainfall over brief periods of time. Thunderstorms occur throughout the year but are most 
frequent during the spring. Hail falls about 2 to 3 days per year. Average precipitation per year 
is 32-35 inches with extremes of less than 20 inches to more than 50 inches per year. In 
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REFERENCE NOTES FOR TABLES 1 1 2 1 3 and 8 (DALLASIFT WORTH, TX) 

GENERAL 
T • TRACE AMOUNT 
BlANK ENTRIES DENOTE MISSING/UNREPORTED DATA. 
I _INDICATES A .~TATION OR INSTRUMENT RELOCAT:ON. 

SPECIFIC 
TAILE 1 

(I}· LENGTH OF RECORD IN YEARS. ALTHOUGH 
INDIVIDUAL MONTHS MAY BE MISSING. 

• LESS THAN .05 

NORMALS - BASED ON THE 1951-1980 RECORD PERIOD. 
EXTREMES - DATES ARE THE MOST RECENT OCCURRENCE. 
WIND DIR. - NUMERALS SHOW TENS OF DEGREES 

CLOCKWISE FROM TRUE NORTH. 
"DO" INDICATES CALM. 

R£SULTANT WIND DIRECTIONS ARE GIVEN TO WHOLE DEGREES. 
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EXCEPTIONS 

TAIW Z, 3. and I 

RECORD MEANS ARE THROUGH THE CURRENT YEAR; .... 
BEGINNING IN 1899 FOR TEMPERATURE 

1899 FOR PRECIPITATION 
19S4 FOR SNOWFAll 
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1'985 0 5 51 108 287 4Eo0 Eo08 70Eo 408 139 

I 2'9 0 28~1 

TABLE 6 SNOWFAIJ. (Inches) DAWS - FORT WORTH, TEXAS 

SEASON JULY AUG SEP OCT NOV DEC JAN FEB HAR APR HAY JUNE TOTAL 
:;~~=~~ g:g il:il il:g g:g o,o g:g T u OTO g:g u g:g O.'t 
1'1'58•'5't 0.0 0.0 0.0 0.0 0.0 0 . 3 0.2 2.0 0.0 0.0 0.0 0.0 2.5 
1't'5'1·60 0 . 0 0.0 0.0 0 . 0 0 . 0 T 0 , '1 1,0 T 0.0 0.0 0.0 1 . '1 
1'11.0-1.1 0.0 0.0 0.0 0 . 0 0.0 T 3 . 5 2 . '1 0.0 0 . 0 0 . 0 0 . 0 ... 
1'11.1··~ 0.0 0 . 0 0 . 0 0.0 0 . 0 0.0 2 . 1> T ~.5 0 . 0 0.0 0 . 0 '5.1 
1%2-·l 0 . 0 0.0 0.0 0 . 0 0 . 0 T T T o. 1 o.o 0.0 0 , 0 0 . 1 
1'11.3··· 0.0 0.0 o.o 0.0 o.o 2 . 6 12.1 0.2 o.• 0.0 0.0 o.o 15.3 . .., .... ,. -·-o .o 0.0 0.0 0.0 ···N· T 0 . 0 T T 0.0 0.0 0,0 T ,.,_ .. 0 . 0 0 . 0 0.0 0 . 0 ·-·o·:o· - ...... . --2,.., 0 . 0 .o.o .0.0 0.0 ·-·· 7 .. 3 , ... ., 0 . 0 0,0 0.0 0 . 0 0.0 0 . 0 0 . 0 T T 0 . 0 0.0 0 ,0 T 
1'11.7-1.8 0.0 o.o 0.0 0 . 0 0.0 0.0 o.• 2.io T 0.0 0 . 0 0.0 3 . 0 
1'1!.8-1.'1 0.0 o.o 0.0 0.0 T 0 . 0 0.0 T 0.0 0 . 0 0.0 0.0 T 
1'11.'1-70 o.o 0.0 o.o 0.0 0.0 T T o.o 0.8 0.0 0.0 0 . 0 0.8 
1,0-71 o.o o.o 0.0 0.0 0 . 0 o.o 0.0 T 1,(, 0.0 0 . 0 0 . 0 1.1o 
1'171-72 o.o 0.0 0.0 0.0 T o.o T T 0 . 0 o.o 0 . 0 0 . 0 T 
1'172-13 0.0 0.0 o.o 0:0 T 1.• 2.3 T o.o 0 . 0 0 . 0 0.0 3 . 7 
1'173-7• 0 . 0 0.0 0.0 0.0 o.o 0 . 0 T 0.0 0.0 0.0 0 . 0 o.o T 
1't7•-7'!i 0.0 0.0 o.o 0.0 T T T 3.7 T 0.0 0 . 0 0.0 3.7 
1'175-76 0 . 0 0.0 0.0 0.0 o.o 0.4 0 . 0 0.0 T o.o 0 . 0 o.o o.• 
t'J76-77 0.0 0.0 o.o 0.0 5.0 o.o 5.• 0.0 0 . 0 0 . 0 0 . 0 0 . 0 10.• 
1't77-78 0 . 0 0.0 0.0 0 . 0 0.0 0 . 0 • • 1 13.'> T 0 . 0 0 . 0 0 . 0 17 . .. 
1'178-7't 0 . 0 0.0 0.0 0.0 o.o 0 . 8 1,8 0.7 0.0 0.0 0.0 0 . 0 3.3 
1't7'J-80 0 . 0 0.0 o.o 0.0 0 . 0 T 0 . 0 1.& 0.0 0.0 0.0 0 . 0 1.& 
1't80•81 0 . 0 o.o 0.0 0.0 o.o 1 0 . 0 T T 0.0 0.0 0 . 0 0 . 0 T 

1't81-82 o.o o.o o.o . 0.0 o.o 0 . 0 0 . 8 T 0.0 0 . 0 0.0 0 . 0 0 . 8 
1'182-83 0 . 0 o.o 0.0 0 . 0 0.0 T T T o.o 0 . 0 0.0 0 . 0 T 
1'183·8• 0.0 o.o 0.0 0.0 0.0 2 . 0 0 . 0 0.0 0.0 0.0 0.0 0 . 0 2.0 
1'18•·8'5 0 . 0 0.0 0.0 0.0 o.o 0 . 0 3.• 1,7 0.0 0.0 0.0 0 . 0 5.1 
1'185-81. 0.0 0.0 o.o 0.0 0.0 T 

Record 
He en 0 . 0 0 . 0 0.0 0 . 0 0.2 0 . 2 1.'5 1 , 1 0 . 2 Q.O 0.0 0 . 0 3 . 2 

See Reference Notes, relative to all above tables, on preceding page. 
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September of 1932 the maximum amount of rainfall in a twenty-four hour period was recorded 
at 9.57 inches. The least precipitation occurs during December with an average of 1.48 inches. 

Relative Humidity: 

From June to September the relative humidity regularly rises above 70 %. For the year, 
it remains relatively consistent ranging from 65% to 75%. 

The general classification of the soil type for the area is Heiden-Houston Black. This soil 
consists of a high clay content with a degree of chemical activity. The soil experiences high 
degrees of shrinking and swelling as it is dried and moistened. It has excesses of lime 
throughout. 

SITE DESCRIPTION: 

The site is an old warehouse located on Elm Street near the intersection of the 
Good-Latimer Expressway in Dallas' Deep Ellum neighborhood (Block 286-Lots 6, 11, 12). 
The existing building was built in 1924 and was perhaps originally the area's fire station. The 
building is made of red brick, masonry construction and is two stories in height. It is flanked on 
the north by Monument Street (an unpaved alleyway), on the east by an adjoining parking lot, on 
the south by Elm Street (primary entry), and on the west by an existing one-story furniture store. 

The site, just east of the North-Central Expressway and north of Thorton Freeway, is a 
part of the original downtown grid laid out in the early 1800's. It is just east of the Downtown 
District and is in an effective proximity for a successful busine=ss.;..;.._ 
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Contextual Response; 

Society is structured upon an existing history. It is experiences of both success and 
failure that allow us the knowledge to base our future upon. In response to the past that guides 
our future, I have chosen an existing building for the development of this project. By addressing 
that part of the history of Deep Ellum, this project becomes receptive to the culture that is such 
an inherent part of its surroundings. 

That portion of the building which proves to have been a successful part of the history of 
this area will be utilized and integrated into the new. The new must be a response to society and 
that which reflects the psychological and cultural context in which it exists. Elements of 
technological advancement should be utilized in correspondence with the residual to emphasize 
the progress of society. While being aware of both the exterior and interior environments, the 
design must integrate environmental systems which will be of benefit to the users and at the 
same time be "environmentally correct". While creating a successful space for the firm's 
activities is a significant objective of this facility, a degree of sensitivity to the public's needs 
must be maintained. 

Although this project will primarily be concerned with daytime activities, there should be 
a reply to the nighttime activities as well. In applying this response, I wish to appeal to the 
public in a way that would additionally be of benefit to the firm. By allowing the public to 
interact with the functions of the firm a link will be provided. In the arrangement of the entry, 
which lies in the direct path of the public, a connection causing the passers-by to enter into a 
semi-enclosed "corridor" will furnish the firm with the opportunity to display and further market 
its work. At the same time, the public will be given the chance to observe and create their own 
visual interpretations during the course of their evening activities. 

While the design to be generated is to be reflective of contemporary thought, the residual 
is not disregarded. It is the direct response to the residual that provides the foundation for this 
project, for without history there would exist no today. While the present may at times seem to 
be indifferent of the past, it is the past which provides the basis for the present. Such is the 
nature of this design. It is necessary to integrate as many issues of the current populace into the 
design in order to successfully represent it. The design is sensitive to the past but reflective of 
the present. 

Climatic concerns will involve the use of new and innovative technology as well as the 
application of proven climatic solutions. Because the existing site is oriented along a 
north-south axis with the east side protected by an existing building, elements to allow for 
natural morning light must be used. At the same time effective shading devices against strong 
westerly radiation should be supplied. Throughout the day, however, there should be a 
significant amount of daylighting maintained. While winds are generally from a westerly 
direction this should allow for creative free plan possibilities in providing effective ventilation 
for the facility. 
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For the most part roof materials used should be reflective and impervious . to radiation 
absorption, but devices to collect solar radiation to be utilized for possible after hours activities 
should be provided. These devices should be oriented approximately 5 degrees east of south for 
maximum efficiency. The integration of these devices into ·the overall design is an important 
part ofthe~oncept and should make a statement about society. 

Contextual issues are a primary concern of this project, and they should be accentuated 
throughout the design. In order to provide for creative · design solutions, the information 
provided should allow for a number of successful options. The design response must sample 
these options and integrate the most efficient and aeshtetic into an approprriate societal response. 
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ACTIVITIES ANALYSIS 
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ACTIVITIES ANALYSIS 
(information partially compiled from Vogele-Stoik Graphic Design, Chicago, IL) 

Activity Participants 

ADMINISTRATIVE DEPARTMENT 

Partners: 
Primary Activities: general management coordinators of the firm 
Activity Descriptions: interact with and coordinate overall activity of the firm; primary 
function: firm management and promotion. 
Related Activities: direct response with other Partners, Marketing Director, Design 
Coordinator, Computer Graphics Director, Media Director, Research Director, 
Reproduction Director, Bookkeeper, and Personnel Director; Secretary assisting Partners 

Secretaty m Partners 
Primary Activities: process paper work for Partners 
Activity Descriptions: typing/word processing; telephone reception; coordinating 
Partners' agendas; receiving appointments 
Related Activities: preparation of Partner Conference Room for meetings, i.e. preparing 
coffee, etc. 

Personnel Director 
Primaiy Activities: employment management and salary adjustment 
Activity Descriptions: conducting initial job interviews; making recruitment decisions; 
making adjustments appropriate in compensation; supervising personnel financial plans; 
conducting job evaluations and contract negotiations; meeting with Bookkeeper 
Related Activities: approval interaction with Partners; meeting with department heads; 
secretary assisting Personnel Director 

Secretazy to Personnel Director 
Primary Activities: process paperwork for Personnel Director 
Activity Descriptions: typing/word processing; telephone reception; coordinating 
Personnel Director's agenda; receiving appointments 
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Bookkes;per 
Primary Activities: documenting all finances transpiring in the company 
Activity Descriptions: budget management for Administrative, Marketing, 
Design/Production, Media, and Research Departments; compiling financial needs in each 
department and distributing funds accordingly; correspondence with department heads; 
document flow of funds out of the company, i.e. utility expenses, payable accounts, etc.; 
documenting flow of funds into the company, i.e. billing accounts receivable, noting 
interest income, etc.; supervising activities of Bookkeeping Assistants 
Related Activities: periodic financial statement report to Partners; secretary assisting 
Bookkeepers 

Bookkee.pin~ Assistants 
Primary Activities: assist Bookkeeper in accounting activities 
Activity Descriptions: directly responsible for billing client accounts and keeping the 
subsidiary ledgers up to date; report and correspond regularly with Bookkeeper 
Related Activities: secretary assisting Bookkeepers 

Secretary to Bookkeq?ers 
Primary Activities: process paperwork for Bookkeeping 
Activity Descriptions: typing/word processing; telephone reception; coordinating 
Bookkeeper's agenda 
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MARKETING DEPARTMENT 

Marketing Director 
Primary Activities: person most directly responsible for client relations and marketing 
for the firm 
Activity Descriptions: Correlates overall activity within the Marketing Department; 
upon securing accounts relays needs of client to Design/Production Department and 
Media Department 
Related Activities: report to partners; meet with Bookkeeper and Personnel Director; 
secretary assisting Marketing Director 

Secretary to Marketing Director 
Primazy Activities: process paperwork for Marketing Director 
Activity Descriptions: typing/word processing; telephone reception; coordinating 
Marketing director's agenda; receiving appointments 
Related Activities: preparation of conference room for meetings with clients, e.i. 
preparing coffee, etc. 

Marketing Staff 
Primm Activities: initiate client relations and pursue and secure possible contracts 
Actiyity Descriptions: contact potential clients and portray a positive image of the firm; 
work through proposal process with Project Managers in the Design/Production 
Department; secure accounts including project parameters, costs, and contract 
agreements; report directly to Marketing Director 
Related Activities: secretary assisting Marketing Staff 

Secretary to Marketing Staff 
Primary Activities: process paper work for Marketing Staff 
Activities Description: typing/word processing; telephone reception; coordinating 
Marketing Staff agendas; receive appointments 
Related Activities: preparation of conference rooms for meetings with clients, i.e. 
preparing coffee, etc. 
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DESIGN/PRODUCTION DEPARTMENT 

Design Coordinator 
Primary Activities: coordination of all activities of Project Managers 
Activity Description: liaison between Project Managers and Marketing and Media 
Directors; organizes and manages engagements within the Design/Production 
Department 
Related Activities: report to Partners; meet with Bookkeeper and Personnel Director; 
correspondence with other department heads; secretary to assist Design Coordinator 

Secretary to Design Coordinator 
Primazy Activities: process paper work for Design Coordinator 
Activity Description: typing/word processing; telephone reception; coordinating Design 
Coordinators' agenda; receive appointments 

Project Manaaers 
Primary Activities: coordination of overall individual projects 
Activity Descriptions: management of graphic design teams including Graphic 
Designers, Graphic Artists, typographers, and Computer Graphics Specialists; report 
directly to design Coordinator 
Related Activities: correspondence with various department heads; secretary to assist 
Project Managers 

Secretaty to Project Manait!rs 
Primazy Activities: process paperwork for Project Managers 
Activity Descriptions: typing/word processing; telephone reception; coordinating Project 
Managers' agendas 

Graphic Designers 
Primacy Activities: generate graphic designs 
Activity Descriptions: create design proposals and submit final designs for clients; relay 
designs to Graphic Artists, Typographers, and Computer Graphics Specialists; interact 
with other Graphic Designers and project teammates; report to Project Manager 
Related Activities: interact with Research and Reproduction Departments 

Graphic Artists 
Primacy Activities: produce manually generated art for projects 
Activities Description: create proposal and final design artwork for Graphic Designers; 
work together with other project teammates; report to Project Manager 
Related Activities: interact with Reproduction Department 

TYPographers 
Primary Activities: produce special typographic solutions for projects 
Activity Descriptions: create proposals and final typographic productions for Graphic 
Designers; work together with other project teammates; report to Project Manager 
Related Activities: interact with Reproduction Department 
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Computer Graphics Director 
Primazy Activities: management of all computer systems 
Activity Descriptions: coordination and troubleshooting for computer systems in all 
departments; responsible for computer security within the firm; direct supervisor to 
Graphic Design Specialists 
Related Activities: report to Partners on computer status within the company; interact 
with all department heads; interact with Project Managers; interact with Reproduction 
Department on computer reproduction needs; meet with Bookkeeper and Personnel 
Director; secretary to assist 
Computer Graphics Director 

Secretary to Coquter Graphics Director 
Primazy Activities: process paperwork for Computer Graphics Director 
Activity Descriptions: typing/word processing; telephone reception; coordinating 
Computer Graphics Director's agenda 

Computer Graphics Specialists 
Primary Activities: generate proposals and final specialized graphic productions for 
projects Activity Descriptions: create proposals and final graphic output for Graphic 
Designers; work together with other project teammates; report to Project Manager; report 
to Computer Graphics Coordinator 
Related Activities: interact with Reproduction Department 
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MEDIA DEPARTMENT 

Media Director 
Primary Activities: supervise the firm's media activities 
Activity Descriptions: coordinate overall publication process; direct supervisor to Space 
Buyers; meet with Design Director and Project Managers; meet with Marketing Director 
Related Activities: report to Partners; interact with various other department heads; meet 
with Bookkeeper and Personnel Director; secretary assisting Media Director 

Secretary to Media Director 
Primary Activities: process paperwork for Media Director 
Activity Descriptions: typing/word processing; telephone reception; coordinating Media 
Director's agenda; receive appointments 

Space Buyers 
Primary Activities: negotiate purchase of spaces in published media 
Activity Descriptions: receive order requirements form Media Director; correspond with 
various media representatives; place orders and negotiate for project space and costs 
agreements and finalized contracts; verify publication; confer with Reproduction 
Department on reproduction requirements 
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RESEARCH DEPARTMENT 

Research Director 
Primary Activities: coordination of research activities within the department 
Activity Descriptions: receive research orders from Marketing and Design/Production 
Departments; coordinate Research Staff to obtain various types of data; relay results back 
to departments; direct supervisor to Research Staff 
Related Activities: report to Partners; meet with Bookkeeper and Personnel Director; 
secretary assisting Research Director 

Secretary to Research Director 
Primary Activities: process paperwork for Research Director 
Activity Descriptions: typing/word processing; telephone reception; coordinating 
Research Director's agenda 

Research Staff 
Primary Activities: carry on various research studies 
Activity Descriptions: conduct various forms of research pertaining to outlines received 
from Research Director including obtaining client data, product information, consumer 
responses, and production opportunity; formulate appropriate summary of accwnulated 
data; run screening of graphic design proposals; draw conclusions; relay results to 
Research Director 
Related Activities: interact with Reproduction Department 
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REPRODuctiON DEPARTMENT 

Re.production Director 
Primary Activities: management of reproduction process 
Actiyity Descriptions: correspond with Design Director and Project Managers on 
printing needs; interact with Space Buyers for reproduction requirements; contact and 
negotiate with other reproduction sources if current facilities are incapable of project 
requirements; direct supervisor to Reproduction Staff; responsible for reproduction 
equipment; meet with Computer Graphics Director on equipment needs and 
specifications 
Related Activities: report to Partners; interact with various other department heads; meet 
with Bookkeeper and Personnel Director; secretary assisting Reproduction Director 

Secretary to Re.production Director 
Primary Activities: process paper work for Reproduction Director 
Activity Descriptions: typing/word processing; telephone reception; coordinating 
Reproduction Directors' agenda 

Re.production Staff 
Primary Activities: reproduction of design graphics and typography for the firm 
Activity Descriptions: responsible for operation of all reproduction equipment within the 
firm; receive work orders from Reproduction Director; carry out entire reproduction 
process possible on current equipment; supply Reproduction Director with final product 
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Second•O'/Mlscellaneous Activity Spaces 

Entiy/Corridor: 
Prinwy Activities: entry into the office building; allowing for after-hour viewing of 
production by passers-by 

. Activity Descriptions: walking and standing area used by the general public for access 
into the building during regular business hours and viewing of company designs in the 
evening time (should act as an after-hours art gallery) 
Related Activities: an interlude for workers within the finn; a break area to get outside, 
but still be in a semi-enclosed, protected area. 

Lobby/Rece.ption: 
Primary Activities: waiting and reception for incoming clientele 
Activity Descriptions: involves visitors being greeted by receptionist and directed to 
wait until appropriate meeting time 
Related Activities: secretarial duties of receptionist 

Alcove Spaces: 
Prirruuy Activities: socialization of employees 
Activity Descriptions: visiting with fellow-workers and taking short breaks from more 
'structured' office atmosphere 
Related Activites: allowance for smoking 

BrealcRoom: 
Primary Activities: relaxing and enjoying a leisure period 
Activities Pescriptions: socialization among employees while enjoying break period; 
eating and drinking and minor cooking activities (microwave) will be involved 
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SPACE ANALYSIS 
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SPACE ANALYSIS 

Administrative Department 

Partner's Office: .............................................................................................................. 500 S.F. 
Participants: Partner, secretary, other Partners, appointments, Marketing Director, 
Design Coordinator, Computer Graphics Director, Media Director, Research Director, 
Reproduction Director, Bookkeeper, Personnel Director 
Space Description: private enclosed space; one primary entrance; contain separate areas 
for conference ( 1 table with chairs) and paperwork (desk, credenza, computer terminal, 
and visitor chairs) 
Adjacency/Se.paration: should be separate from other activities within the firm, however, 
in proximity to other Administrative Department activities; must provide for observation 
of firm, so must allow for successful integration into the environment; must be adjacent 
or near Administrative Conference Room; adjacent to secretary 
Community/Privacy: access to office should be limited to restriction by Secretary to 
Partners; must allow for general observation of public activity within firm, while 
maintaining privacy within office 
Space Analysis: descriptive of the importance of the office held; provides for a 
conducive and pleasant atmosphere for users and guests 

Secretary to Partners: ....................................................................................................... 200 S.F. 
Participants: secretary, Partners, appointments, Marketing Director, Design Coordinator, 
Computer Graphics Director, Media Director, Research Director, Reproduction Director, 
Bookkeeper, Personnel Director 
Space Description: partially enclosed space; in direct proximity to Partners' Offices 
(desk and filing space, waiting area) 
A<liacency/Se.paration: adjacent to Partners' Offices; separate from main activities of 
firm 
Community/Privacy: must be in community area to provide easy access for public; must 
serve as screening zone for privacy of Partners 
Space Analysis: space to create important initial impression; open area in public eye; 
separate form Partners' space 
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Personnel Director's Office: ............................................................................................. 400 S.F. 
Participants: Personnel Director, secretary, appointments, department heads 
Space Description: private enclosed space; one primary entrance; secondary entrance to 
Personnel File Room (desk, credenza, visitor chairs, and file space) 
Agjacency/Se.paration: should be adjacent to other Administrative activities; adjacent to 
secretary; adjacent to Personnel File Room; must be in direct proximity to Administrative 
Conference Room; separate from other activities within the firm 
Connnunity!Privacy: access to office should be limited to restriction by Secretary to 
Personnel Director; must maintain privacy of Personnel Director 
Space Analysis: produce pleasant and private atmosphere for Personnel Director to 
perform in 

Secretaty to Personnel Director: ....................................................................................... ISO S.F. 
Participants: secretary, Personnel Director, appointments, department heads 
Space Description: open space directly outside Personnel Director's Office (desk and 
filing area, small waiting area) 
Adjacency/Se.paration: adjacent to Personnel Director's Office and other Administrative 
activity spaces 
Coromunity/Priyacy: must serve as screening zone for Personnel Director; must 
accessible to public activity; must provide for security for Personnel File Room 
Space Analysis: separate spatial activity with pleasant community profile 

Personnel File Room: ......................................................................................................... 50 S.F. 
Participants: Personnel Director, Secretary to Personnel Director 
Space Description: small, enclosed space for file purposes (filing cabinets) 
Adjacency/Se.paration: adjacent to Secretary to Personnel Director and Personnel 
Director's Office; must remain separate and secure from public sector 
Community/Privacy: private space specifically limited to Personnel Director's discretion 
Space Analysis: privately enclosed space with limited access 

Bookk~'s Office: ........................................................................................................ 350 S.F. 
Participants: Bookkeeper, Bookkeeping Assistants, secretary 
Space Description: private, enclosed space; one primary entrance (desk, credenza, 
computer terminal, and visitor chairs) 
A<ljaceucy/Se.paration: adjacent to Secretary to Bookkeepers and Bookkeeping 
Assistants' Space; near other Administrative activities and Administrative Conference 
Room 
Community/Privacy: easily accessible to areas for bookkeeping purposes - must allow 
for easy interaction between Bookkeeper and Bookkeeping Assistants; must provide 
privacy from other activity within the firm; allow for security of the firm's books 
Space Analysis: professional but comfortable space to interact with co-workers in 
business activity 
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Book:keepina Assistants' Space: ........................................................................................ 800 S.F. 
Participants: Bookkeeping Assistants, Bookkeeper, secretary 
Space Description: Open area to provide flexible area for two Bookkeeping Assistants 
and bookkeeping files (2 desks, credenzas, and computer terminals with visitor seats, 
filing cabinets) 
AQiacency/Se,paration: adjacent to Bookkeeper's Office and Secretary to Bookkeepers; 
adjacent to other Administrative activities, but a separate working space in itself 
Community/Privacy: open space with minimal separation barriers for privacy purposes; 
must allow for the Bookkeeping Assistants to provide privacy for bookkeeping files 
Space Analysis: a pleasant informal space for easy interaction between co-workers 

Secreta.Iy to Bookkee,pers: ................................................................................................ 200 S.F. 
Participants: secretary, Bookkeeper, Bookkeeping Assistants 
Space Description: open area in direct proximity to the Bookkeeping spaces (desk and 
filing area, waiting area) 
Adiacency/Sawation: adjacent to Bookkeeping facilities and accessible to the 
Administrative activities 
Community/Privacy: must serve as screening zone for Bookkeeping facilities, but 
remain easily accessible 
Space Analysis: separate spatial activity with pleasant community profile 

Ad.ministtative Conference Room: ................................................................................... 400 S.F. 
Participants: Administrative Department Staff and visitors 
Space Description: professional private enclosure (conference table with chairs, small 
station for refreshments, etc.) 
Agjacency/Swaration: adjacent to Administrative Department heads' offices 
Cornmunity/Privacy: private space conducive to professional interaction between 
employees and clients 
Space Analysis: private, professional and intimate atmosphere 
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Marketing Department 

MarketinK Director's Office: ............................................................................................. 450 S.F. 
Participants: Marketing Director, secretary, clients, Design Director, Media Director, 
Marketing Staff, other appointments 
Space Description: private, enclosed space located in proximity to main public entry 
(table with chairs, desk, credenza, files, computer terminal, visitor chairs) 
Adjacency/Se;paration: adjacent to secretary and Marketing Department personnel; 
adjacent to Marketing Department Conference Rooms; separate from all other activities 
within the firm; within proximity of Design/Production Department 
Community/Privacy: access limited to those permitted by secretary, but permitting an 
environment conducive to client interaction 
Space Analysis: pleasant atmosphere allowing for impressive initial confrontation from 
clients 

Secretaiy to Marketing Director: ...................................................................................... 200 S.F. 
Participants: secretary, Marketing Director, Marketing Staff, clients, Design Director, 
Media Director, other appointments 
Space Description: open area in direct proximity to Marketing Director's Office (desk 
and filing area, waiting area) 
A(ljacency/Se.paration: must provide for initial effective origin of contact for client, 
therefore being pleasant atmosphere adjacent to Marketing Director 
Cnmmunizy/Privacy: highly involved with outside public contact; oriented near public 
entry, but private from other firm activities 
Space Analysis: pleasant atmosphere to provide successful first impression for incoming 
clientele 

Marketing Staff Office: .................................................................................................... 350 S.F. 
Participants: Marketing Staff, secretary, Marketing Director, clients, other appointments 
Space Description: partially enclosed spaces conducive to interaction with clientele 
(small table with chairs, desk, credenza, computer terminal, files, and vistitor chairs) 
Acijacency/Se.paration: adjacent to Marketing Director's Office and Secretary to 
Marketing Staff; adjacent to Marketing Department Conference Rooms; separate from 
other activities within the firm, however located so to provide client with feel for process 
of design, near Design/Production Department 
Communizy/Privacy: generally interactive community area, with privacy to keep client 
confidentiality intact; provides for warm and open feeling for visitors 
Space Analysis: professional atmosphere with comfortable accommodations for client 
interaction 

Page Number: 58 



Secretary to MarketinK Staff: ........................................................................................... 200 S .F. 
Participants: secretary, Marketing Staff, Marketing Director, clients, other appointments 
Space Description: open space receptive to visitors (desk and filing area, waiting area) 
A4jacency/Stmaration: adjacent to Marketing Staff Offices and near Entry Reception 
Area 
Community/Privacy: allow reception space with comfortable surroundings to provide 
clientele with positive initial impressions; private from other activities within the firm 
Space Analysis: comfortable area for waiting and functions of secretary; approachable 
and professional 

Marketin& Staff Conference Room: .................................................................................. 300 S.F. 
Participants: Marketing Staff, Marketing Director, clients, secretaries to Marketing 
Department 
Space Description: enclosed informal space comfortable for business interactions 
(conference table with chairs, station for refreshements) 
Adjacency/Stmaration: adjacent to Marketing Department; separate from main facility 
activities; adjacent of Entry Reception Area 
Community/Privacy: private space for client meetings 
Space Analysis: professional and approachable feelings created for interaction 
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Desip/Procluction Department 

Design Coordinator's Office: ............................................................................................ 450 S.F. 
Participants: Design Coordinator, secretary, Project Managers, Marketing and Media 
Directors, appointments 
Space Description: private, enclosed space for Design Coordinators activities (table with 
chairs, desk, credenza, files, computer terminal, and visitor chairs) 
Adjacency/Se,paration: must be located separated from activities of Administration and 
Marketing; adjacent to secretary and Project Managers' Offices; near Design/Production 
Conference Rooms 
Community/Private: office space to be private area for supervision of Design/Production 
Department Activities; office screened by secretary; one primary entrance 
Space Analysis: private, professional and conducive to inspiration 

Secretary to Design Coordinator: .................................................................................... 200 S.F. 
Participants: secretary, Design Coordinator, Project Managers, Marketing and Media 
Directors, appointments 
Space Description: open area for reception of Design Coordinator visitors (desk and 
filing area, waiting area) 
Acijacency/Se.paration: adjacent to Design Coordinator's Office and studio spaces; 
separate from, but relating to Entry Reception Area 
Community/Private: public area for reception purposes 
Space Analysis: open area, easily approachable 

Project Manager's Office: ................................................................................................. 400 S.F. 
Participants: Project Managers, secretary, graphic design teams, Design Coordinator, 
other appointments 
Space Description: semi-open studio/office space to allow for flexibility of Project 
Manager and plenty of working space (work bench, desk, credenza, computer terminal, 
files, visitor chairs) 
Adjacency/Se.paration: adjacent to space created for Design Coordinator, but centralized 
in Design Studio for optimum interaction between subordinates and supervisor; separate 
from Administrative and Marketing Department, but near Research and Reproduction 
Departments; adjacent to secretary; near proximity to Design/Production Department 
Conference Rooms 
Community/Privacy: mostly spacious with little restriction on privacy; must allow for 
the director of project to comprehend "feel" of what is happening in this operative 
"society" 
Space Analysis: spacious and comfortable; conducive to informal interaction between 
P.M. and design team members 
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Secretaiy to Pro.iect Mana~r: ..... ..................................................................................... 200 S.F. 
Participants: secretary, Project Managers, graphic design teams, Design Coordinator, 
other appointments 
Space Description: slightly enclosed area, yet open to public pathways (desk and filing 
area, waiting area) 
Ac1jaceocy/Se.paration: not directly centered in Design Studio as P.M.'s Offices, but 
slightly separated for necessary privacy and screening purposes; allows for secretary to 
perform reception duties as well as other duties 
C~/Privacy: more private than other areas with Design Studio vicinity, but 
allowing for intervention into connnunity flow 
Space Analysis: comfortable, pleasant surroundings conducive to needs of visitors and 
operating secretaries 

General Studio Space: ...................................................................................................... 500 S.F. 
Participants: Graphic Designers, Graphic Artists, Typographers, Computer Graphic 
Specialists, Project Managers 
Space Description: open, informal studio space allowing for group participation and 
exchange of ideas within design teams; must allow pin-up spaces and workstations to 
supplement exchange; slightly separate from other studio spaces, but promoting 
interaction within teams (work benches, table with chairs, open space) 
Adjacency/Se.paration: adjacent to other design spaces and offices to allow for easy flow 
in and out of more private studio spaces; separate from public sector 
Cnmmunity/Priyacy: community space within the Design Department; accessible to 
anyone within the Design Department, but closed to the general public; allows for views 
to public sector as an integration link with society without destroying sense of space 
within the studio; must allow feeling of community to flow into adjacent studio spaces 
Space Analysis: informal yet functional space conducive to a synthesis of design ideas 
and concepts; very flexible space to allow individuals of different specialties to 
successfully meld in a design goal 

Graphic DesiKO Studio: ................................................................................................. 1600 S.F. 
Participants: Graphic Designers, Project Managers, other members of design teams 
Space Description: studio space within an open environment; divided individual spaces 
for Graphic Designers; must allow space for computer terminals, drawing tables, and 
other spaces graphic design process (eight work benches with adjacent computer 
terminals) 
A4jacency/Separation: space must be adjacent to General Studio Space and Project 
Managers' Offices; must maintain sense of separation without alienating other studio 
functions 
Community/Privacy: allow for general feel of community in General Studio space to 
incorporated space, while being more private than General Studio Space 
Space Analysis: feeling of community allowing for a blend of activities; informal 
atmosphere conducive to comfortable work setting 
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Graphic Art Studio: .......................................................................................................... 800 S.F. 
Participants: Graphic Artists, Project Managers, other members of design teams 
Space Description: slightly private space with generally open atmosphere; must allow 
for individual work stations with partial enclosure (eight work benches with adjacent 
throw tables) 
Adjaceucy/Se.paration: adjacent to General Studio Space and Project Managers' Offices; 
separate space, but maintaining sense of an open flow 
Comrounity/Privacy: maintains sense of comnnmity, while creating a semi-private 
environment for Graphic Artists 
Space Analysis: informal, functional space with pleasant, flowing working conditions 

T)l)ography Center: ......................................................................................................... 600 S.F. 
Participants: Typographers, Project Managers, other members of design teams 
Space Descriptions: open space slightly removed from General Studio Space; must 
allow for necessary typography equipment and computer terminals; maintains a direct 
link with Reproduction Department (three work benches with adjacent computer 
terminals, two typographic production machines) 
Adjacency/Se.paration: adjacent to General Studio Space, but including sound barrier for 
typography equipment; adjacent to other activities within Design/Production Department 
maintaining sense of openness 
Community/Privacy: semi-private area sustaining underlying need for sensitivity to 
community 
Space Analysis: blend of utilitarian and creative atmospheres to providing space 
conducive to necessary activities 

Coquter Graphics Director's Office: .............................................................................. 450 S.F. 
Participants: Computer Graphics Director, secretary, Computer Graphics Specialists, 
Project Managers, other appointments 
Space Description: enclosed space including area for servicing firm's computers and area 
for other office activity; primary entry screened by secretary; secondary entry in 
Computer Graphics Studio (work bench for servicing parts, storage space, desk, 
credenza, computer terminal, files, visitor chairs) 
Adjacency/Se.paration: near proximity to General Studio Space and Project Managers' 
Offices; adjacent to Computer Graphics Studio and secretary; adjacent to Reproduction 
Department spaces; removed from Administrative and Marketing Departments 
Community/Privacy: space approachable by computer users within the firm, but 
screened by secretary; secondary entrance allows for fluid communication networks 
between Director and Specialists 
SPace Analysis: informal atmosphere for discussion <>f and advise on solving computer 
related problems in order to make visitor comfortable in computer environment; area 
conducive to operating on computer hardware 
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Secretaty to Computer Graphics Director: ........................................................................ 200 S.F. 
Participants: secretary~ Computer Graphic Director; Computer Graphics Specialists, 
Project Managers, other appointments 
Space Description: open space in direct proximity to Computer Graphics Director's 
Office and Computer Graphics Studio (desk and filing area, waiting area) 
Adjaceucy/SCl)aration: slightly separate from main activities of Design/Production 
Department, but in community location for accessible reception purposes; adjacent to 
Computer Graphics Director's Office and Computer Graphics Studio 
Communjty/Privacy: minimal privacy and easily accessible to firm community 
Space Analysis: warm and inviting environment to encourage employees to become 
more interactive with computers 

C9111Puter Graphics Studio: .............................................................................................. 600 S.F. 
Participants: Computer Graphics Specialists, Computer Graphics Director, other design 
team members 
Space Description: open space partially separated from rest of Design/Production 
Department with individual work stations containing computer terminals (six computer 
terminals with desks) 
Acijacency/Sq?aration: adjacent to General Studio Space, yet distinctly separate entity 
within itself; adjacent to Computer Graphics Director's Office and secretary; in direct 
proximity to Reproduction Department 
Community/Privacy: should encourage interaction with other design team members and 
allow minimal privacy for individual work spaces 
Space Summazy: pleasant, open environment ; utilitarian, yet informal and comfortable 
for users 

Dark Room: .................................................................................................................... 300 S.F. 
Participants: Graphic Designers 
Space Descriptions: totally enclosed space allowing for controlled lighting and limited 
access (work bench with si~ storage, drying racks) 
Adjaqency/Sq?aration: adjacent to Graphic Design Studio and General Design Studio 
Community/Privacy: completely private space 
Space Summary: utilitarian, closed environment 

DesiiWfroduction De»artment Laree Conference Room: ............................................... 400 S.F. 
Design/Production De.partment Small Conference Room: ................................................ 250 S.F. 

Participants: Design Coordinator, Project Managers, Computer Graphics Director, 
design team members, other participants 
Space Description: professional private enclosure comfortable for business interaction 
(large: large conference table with chairs, station for refreshments; small: small 
conference table with chairs) 
A<liacency/Sq?aration: adjacent to Design/Production Department activities; near 
Design Coordinator's Office 
Community/Privacy: private space for conference meetings for design teams, clients, or 
other members of the firm 
Space Analysis: professional and approachable atmosphere for effective interaction 
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Media De.pvtment 

Media Director; ................................................................................................................ 400 S.F. 
Participants: Media Directort secretaryt Space Buyerst appointments 
Space Description: enclosed space for Media Director's activities including small area 
for meeting (table with chairst desk, credenza, computer terminal, files, visitor chairs) 
Adjacency/Se.paration: located adjacent to secretary and Space Buyers; proximity near 
Marketing Department and Research Department; adjacent to Media/Research 
Conference Room 
COIIllilUility/Privacy: private office with visitors screened by secretary; accessible to 
Lobby area for visitors 
Space Analysis: comfortablet but professional environment conducive to activities 
involved 

Secretaty to Media Director: ............................................................................................ 200 S.F. 
Participants: secretary, Media Directort Space Buyers, appointments 
Space Description: open area receptive to incoming visitors and conducive to secretarial 
activities (desk and filing area, waiting area) 
Aqjacency/Se.paration: adjacent to Media Director's Office and Space Buyers 
Comrounity/Privac.y: in general area of public view 
Space Analysis: pleasant open atmosphere for providing positive initial impressions for 
visitors 

Space Buyer's Office: ....................................................................................................... 300 S.F. 
Participants: Space Buyers, Media Director, secretary, appointments 
Space Description: small, private area for Space Buyer to conduct paperwork and 
engage in conversations (telephone or in person) with media representatives (small table 
with chairs, desk, computer terminal, files, visitor chairs) 
Adjacency/Se.paration: adjacent to Media Director's Office, Media/Research Conference 
Room, and Research Department 
Community/Privacy: must allow for privacy within space, while maintaining easy public 
access 
Space Analysis: professional yet informal private atmosphere 

Media/Research Conference Room: ................................................................................ .300 S.F. 
Participants: members of Media and Research Departments 
Space Description: professional comfortable space for business interaction (conference 
table with chairs, station for refreshment) 
Adiacency/Se.paration: adjacent to Media and Research Departments 
Community/Privacy: private space allowing Media and Research Department 
participants to interact and exchange; private space for participants in Media Department 
to meet with media representatives 
Space Analysis: professional and approachable space conducive to interaction 
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Resea:rcb Department 

Research Director's Office: .............................................................................................. 300 S.F. 
Participants: Research Director, secretary, Research Staff, appointments 
Space Descriptions: enclosed space conducive to Research Director's activities (desk, 
credeza, computer terminal, files, visitor chairs) 
Adjacency/Sc;paration: adjacent to secretary and Research Staff Offices; adjacent to 
Media Department; in direct proximity to Marketing Department; easily accessible from 
Design/Production Department 
Community/Privacy: private office screened by secretary 
Space Analysis: professional, comfortable atmosphere 

Secretazy to Research Director: ........................................................................................ 200 S.F. 
Participants: secretary, Research Director, Research Staff, appointments 
Space Descriptions: open space with partial enclosure for operations (desk and filing 
area, waiting area) 
Adjacency/Scmaration: adjacent to Research Director's Office and Research Staff 
Offices; adjacent to Library to control entry 
Community/Privacy: in public area to screen appointment with Research Director and 
Staff 
Space Swpmary: pleasant open atmosphere 

Research Staff0ffices: ..................................................................................................... 500 S.F. 
Participants: Research Staff, Research Director, secretary 
Space Descrmtions: open area with partial barriers for work stations (desk, computer 
terminal, visitor chairs) 
Adjacency/Se,paration: adjacent to Library and Research Director's Office 
Community/Privacy: privately enclosed overall space with open feeling 
Space Analysis: informal, spacious atmosphere 

Library: ............................................................................................................................ soo s.F. 
Participants: Research Staff, Research Director, other firm employees 
Space Descriptions: utilitarian space for storage of research material (one work table 
with chairs, walls lined with bookshelves, free standing shelves) 
Adjaceocy/Stfllaration: adjacent to Research Staff Offices and secretary 
Community/Privacy: closed to general public and restricted to screened entry past 
secretary 
Space Analysis: functional, but pleasant atmosphere 
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RcproducUon Department 

Rc;production Director's Office: ........................................................................................ 300 S.F. 
Participants: Reproduction Director, secretary, Reproduction Staff, various other 
department personnel 
Space Description: private, enclosed space for Reproduction Director's activities (desk, 
credenza, computer terminal, files, visitor chairs) 
Acfiacency/Se.paration: adjacent to secretary and Reproduction Room; separate from 
public activity 
Community/Privacy: private office screened by secretary; easily accessible to 
Reproduction Room 
Space Surnmary: informal, professional atmosphere 

Secretaty to Re.production Director: ................................................................................. 250 S.F. 
Participants: secretary, Reproduction Director, Reproduction Staff, other department 
personnel 
Space Description: order point for reproductions and reception to Reproduction 
Director; open yet slightly enclosed area (counter space 'barracade', desk and filing area, 
waiting area) 
A4,jacency/Se.paration: adjacent to Reproduction Director's Office and Reproduction 
Room 
Community/Privacy: located to receive firm personnel for order purposes; removed from 
general public sector 
Space Snmroacy: functional, yet pleasant atmosphere to produce enjoyable work 
expenence 

Re.production Room: ........................................................................................................ soo S.F. 
Participants: Reproduction Staff, Reproduction Director, secretary 
Space Description: open space allowing for various reproduction equipment and 
machines; work stations set up for Reproduction Staff (one desk, various large 
reproduction equipment) 
A<\iacency/Se.paration: separate activity {with noise barrier) from rest of firm; adjacent 
to secretary and Reproduction Director 
Communjty/Privacy: open, free-flowing space within, yet private from other firm 
activities 
S,pace Summary: open, utilitarian space with functional characteristics 
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Secondaey/Miscellaneous Spaces 

Entry/Corridor: ................................................................................................................ 300 S.F. 
Participants: After-hour visitors and company staff 
Space Description: semi·enclosed area allowing for view of company work and views to 
public (circulation space, display devices, sitting areas) 
Adjjicency/Se,paration: adjacent to Lobby/Reception and public walkway 
Commynity/Private: should provide necessary link between public and private; primarily 
community area inviting visitors into the space 
Space Analysis: comfortable, inviting atmosphere; curiousity "sparker" 

Lobby/Rece.ption: ............................................................................................................. 300 S.F. 
Participants: Office Receptionist, clientele, other appointments 
Space Description: warm, pleasant area for receiving individuals to meet with persons 
within the firm (large receiving and waiting area for visitors, receptionist desk and filing 
area) 
Adjacency/Se,paration: adjacent to Marketing and Administrative Departments; separate 
from the functional activities of the firm 
Cornmunity/Privacy: open public area with partial privacy for receptionist 
Space Analysis: professional yet comfortable atmosphere 

Alcove Spaces: ....................................................................................................... total: 400 S.F. 
Participants: all members of the firm 
Space Description: varying spaces for small breaks during the day; comfortable, 
informal areas allowing enjoyable daylighting and general views to the public sector; 
some spaces outdoors (sitting and standing areas) 
A<fiacency/Se.paration: adjacent to various spaces throughout the firm; slightly separated 
to create changes in environment 
Community/Privacy: community alcoves for staff interaction 
Space Analysis: bright, infonnal atmosphere 

Break Room: .................................................................................................................... 550 S.F. 
Participants: all members of the firm 
Space Description: open space allowing for tables and other comfortable furniture for 
leisure purposes; contain area for refreshment machines; separation barriers to allow 
access to various kitchenette facilities (tables, chairs, refrigerator, sink, dishwasher, 
microwave, cabinet space) 
Adjaceucy/Se.paration: separate from other activities of the firm and providing 
atmosphere to maintain sense of societal surroundings 
Community/Priyacy: open area private from general public and limited to members of 
firm; should allow for views to outside spaces of the general public thus providing a link 
to society 
Space Analysis: comfortable and relaxing informal atmosphere 
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Miscellaneous Storaie Space: .......................................................................................... ISO S.F. 
Space Description: separated enclosed space for general storage purposes of the firm, i.e. 
obsolete files, materials and equipment, etc. (storage cabinets and separation devices) 

Maintenance Storage Space: ............................................................................................... 50 S.F. 
Space Description: storage space for general cleaning and maintenance equipment (sink, 
shelving, work bench and cabinet space) 

Public Restrooms [21: ....................................................................................................... 300 S.F. 
Space Description: one mens and one womens 
Adjacency/Se.paration: adjacent to Lobby/Reception, but slightly offset 
Community/Privacy: private spaces accessble to visitors 

Private Restrooms [6): ...................................................................................................... 900 S.F. 
Space Description: three mens and three womens 
Acljacency/Se.paration: separate spaces adjacent to the Administrative Department, the 
Design/Production Department, and the Break Room 
Community/Privacy: private spaces accessible to employess only 
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SUMMARY OF SPACES 
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SUMMARY OF SPACES 

Administrative De»artment 

Partner's Office [2 @ 250]: 500 S.F. 

Secretary to Partners [ 1]: 200 S.F. 

Personnel Director's Office [I]: 400 S.F. 

Secretary to Personnel Director [1]: 150 S.F. 

Personnel File Room [1]: 50 S.F. 

Bookkeeper's Office [1]: 350 S.F. 

Bookkeeping Assistants' Space [ 1 ]: 800 S.F. 

Secretary to Bookkeepers [ 1]: 200 S.F. 

Administrative Conference Room [1]: 400S.F. 

Net Total: 3050 S.F. 

Marketin& Department 

Marketing Director's Office [1]: 450 S.F. 

Secretary to Marketing Director [ 1 ]: 200 S.F. 

Marketing Staff Offices [4 @ 350]: 1400 S.F. 

Secretary to Marketing Staff [1]: 200 S.F. 

Marketing Department Conference Room [ 1 ]: 
300 S.F. 

Net Total: 2550 S.F. 
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DesigD/Production Del)artment 

Design Coordinator's Office [1]: 450 S.F. participants: 1 p.60 

Secretary to Design Coordinator [1): 200 S.F. participants: 1 p. 60 

Project Managers' Offices [6@ 400]: 2400 S.F. participants: 6 p.60 

Secretary to Project Managers [2@ 200]: 400 S.F. participants: 2 p.61 

General Studio Space[1]: 500 S.F. p.61 

Graphic Design Studio [1]: 1600 S.F. participants: 8 p.61 

Graphic Art Studio [ 1 ]: 800 S.F. participants: 4 p.62 

Typography Center [1]: 600 S.F participants: 3 p.62 

Computer Graphics Director's Office [ 1 ]: 450 S.F. participants: 1 p.62 

Secretary to Computer Graphic Director [1]: 
200 S.F. participants: 1 p. 63 

Computer Graphics Studio [1]: 600 S.F. participants: 6 p.63 

Dark Room [1]: 300 S.F. p. 63 

Design/Production Department Large Conference Room: 
400 S.F. p.63 

Design/Production Department Small Conference Room: 
250 S.F. p. 63 

Net Total: 9150 S.F. participants: 33 

Page Number: 71 



Media Department 

Media Director's Office [1]: 400 S.F. participants: 1 p.64 

Secretary to Media Director [1]: 200 S.F. participants: 1 p.64 

Space Buyer's Office [3 @ 300]: 900 S.F. participants: 3 p.64 

Media/Research Conference Room [1]: 300 S.F. p.64 

Net Total: 1800 S.F. participants: 5 

Research De.Dartment 

Research Director's Office (1]: 300 S.F. participants: 1 p.65 

Secretary to Research Director [ 1 ]: 200 S.F. participants: 1 p. 65 

Research Staff Offices [1]: 500 S.F. participants: 4 p.65 

Library [ 1 ]: 500 S.F. p.65 

Net Total: 1500 S.F. participants: 6 

Reproduction Dmartment 

Reproduction Director's Office [1]: 300 S.F. participants: 1 p.66 

Secretary to Reproduction Director [1]: 250 S.F. participants: 1 p.66 

Reproduction Room [1]: 800 S.F. participants: 3 p.66 

Net Total: 1350 S.F. participants: 5 
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Secondary/Miscellaneous Spaces 

Entry/Corridor [1]: 300 S.F. 

Lobby/Reception [1]: 300 S.F. 

Alcove Spaces [5 @ 50-100]: 400 S.F. 

Break Room [1]: 550 S.F. 

Miscellaneous Storage Space [1]: 150 S.F. 

Maintenance Storage Space [1]: 50S.F. 

Public Restroom [2 @ 150]: 300 S.F. 

Private Restroom [6@ 150]: 900 S.F. 

Net Total: 2950 S.F. 

Net Square Footap: 22,350 S.F. 

Tertiary Spam: 

Mechanical Space: 
(net square feet x 15%) 3352.5 S.F. 

Circulation 
(net square feet x 15%) 3352.5 S.F. 

Total TertiiiJ' Spaces: 6705 S.F. 

Usable Square Footage: 
(net square footage + tertiary spaces) 

29,055 S.F. 

Gross Square Footage: 
(usable square footage x 1.2) 

34,866 S.F. 

Paso Number: 73 
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ECONOMIC ANALYSIS 

Project Cost 

Buildina Cost: * 
average: 

Land Yalue: ** 

~Work: 

$ 68.05 I S.F. 
($ 68.05 X 34,866 S.F.) 

$ 10.75 I S.F. 
($ 10.75 X 20,302 S.F.) 

5% ofbuilding cost: (.05 x $2,372,631.30) 

Fees and Permits: 
7% of building cost: (.07 x $2,372,631.30) 

Construction Loan Cost: 
11% ofbuilding cost: (.11 x $2,372,631.30) 

Continaency Cost 
5% ofbuilding cost: (.05 x $2,372,631.30) 

based on Means Cost Data 

= $ 2,372,631.30 

= $ 218,246.50 

= $ 118,631.57 

= $ 166,084.19 

= $ 260,989.44 

= $ 118,631.57 

Total: $3,255,214.57 

* 
** estimate based on Dallas Central Ap,praisal District figures 

ProjectlncomoeOPI3dback 

Payback = Project Cost I Leasing Value 
Leasing Value (project income)***: 

$ 17.35 I S.F. I year=$ 604,925.10 

$3,255,214.57 I $604,925.10 = 

*** based on Dallas Realtors Association figures 
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MORPHIS IS 

In the late 1960's and early 1970's many schools of architecture were experimenting with 
ideas connected to notions of architecture as a quasi-scientific pursuit. There was a forward 
thrust propelling us into the future. Fundamental continuities were broken with regard to 
accepted notions of the basic requirements for the education of an architect (history and drawing, 
for example). The focus was on the holistic visions of a rational approach which paralleled a 
perception of scientific inquiry marked by an inherently circular integration of analysis and 
synthesis. As products of this system we lacked confidence, and were somewhat suspicious of 
the more intuitive potential of invention. Intellect and intuition had yet to be reintegrated into 
single modus operandi. 

We reiterate [through our projects] the dialogue between the general and the specific at 
the site as the work responds to accommodation. We're developing a direct discourse about the 
connection (or disconnection) between use and form, which questions both the priority of 
function within the design process and the assumption that the satisfaction of our needs is the 
most important goal. 

Architecture is, finally, a means of communication, away 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 concretizes the ephemerality of feeling. It transcribes the 
complexities of the world and the fragmented, disbursed, and detached nature of existence. Our 
interest in indeterminacy parallels our interest in formal language. Our work reiterates the 
unfinished nature of things. We hope it unmasks the deceptions of first appearance and explores 
what we don't see. 

-Thomas Mayne/Michael Rotondi 
Morphosis42 
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KATE MANTILINI RESTAURANT 

Architect: Morphosis 

Location: Beverly Hills, CA 

Site: 

The northwest comer of a major urban intersection attached to a parking structure in a midrise 
office complex in Beverly Hills. 

Problem: 

To convert an existing 6,400 square foot commercial bank building into a 24 hour restaurant: ·A 
roadside steakhouse for the future, with a clock.' 

Solution: 

Building fresco and sculpture, which are simultaneously discrete and associated, unite widain a 
single framework. The poche wall of the new building engulfs the columns of the old. A new 
building (wall) is entrapped in the old (column). The wall is consamcted of a four-person 
increment. The building is conceived as a permanent work. A roof-scape of walls, 
mechanical-equipment rooms, and sun dial are at the service of the adjacent tower WOlken. A 
conceptual orrery, piercing through a 14 foot diameter oculus, summarizes the reflective or 
interpretive intentions of the project. This mechanism - made of the building ( disnlliug and 
condensing the essential fabric) ... is in the process of making or describing the building. The 
prickly cadDS-like exterior, vacillating between surface and volume, maintains a tactile 
sensibility. (This project requires a reading in terms other than those of site alone.) A 
psychological profile of this building reveals aggressive, obsessive, adive cbaraaeristics, though 
tempered by a coolness and somewhat businesslike politeness. Its haD-like quality reflects its 
public intention. People within this space tend to be exllemely conscious of 1heir position. 

Response: (Jury Comments) 

Hoover: One of the things that intrigued us about this was the use of an exisbDg building -
leaving its framew~ and yet, since it is so transparent, allowing a view in to .see this very new 
thing happening inside. Another intriguing thing is that they have a fairly rectilinear site and 
made the restaurant itself something that is spatially mudl more interesting than a plain 
rectangle. 

Fort-Brescia: One of the examples of the talent of this architect is how he turns an existing thin 
wall into this very exciting play of light and mass, both for the inside and the outside. I almost 



see that wall as symbolizing the architecture in the project, and then there are sculpture and 
painting: the project blends the three into one idea instead of three disparate ones. 

Hines: The quality of the presentation is very beautiful. In some cases it is almost too 
complicated, but we think the result is excellent. 

Leaorreta: The whole building is a result of something that was to be created in the interior. it 
appears in the beginning to be a little complicated, but really is very simple, and concentrated 
into two main things: the area of the booths, with the light coming in from both directions; and 
the mural. I feel that the sculpture is a consequence of the other two.43 

Personal Response: 

The project directly confronts the issues of context. In the incorporation of the new facility into 
existing structures, a form is created which gives the project a personable feel - a "psychological 
profile" as was stated earlier. It creates an awareness of the culture in which we exist and an 
atmosphere characteristic of contemporary trends. It is not afraid of forcing people to become 
aware of and acknowledge their smroundings. 

I \ IIIWIIC\11·\\ 
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COMPREHENSIVE CANCER CENTER 

Architect: Morphosis 

Location: Los Angeles, CA 

Site: 

The northeast comer of the Cedars-Sinai Medical Center in Los Angeles. It is bounded by an 
existing parking lot and helipad to the northeast and three existing Medical Center buildings to 
the south and west. The facility will also utilize subterranean level space within the existing 
medical tower to the south. 

Problem: 

To create an outpatient facility of approximately 52,000 square feet, including a 
22,000-square-foot new building, and 30,000 square feet of subterranean-level space in an 
existing building (part of Cedars-Sinai Medical Center), combining diagnosis, treatment, and 
counseling in one setting. To maximize efficiency and eliminate duplication of services, it was 
imperative to connect the new Cancer Center to the Medical Center. And as the new Center is 
used by outpatients, its own entrance, housing and autonomy were important. The center uses an 
existing subterranean radiation therapy department within the Medical Center; this department 
established the location of the lower level of the Cancer Center as a patient floor, to minimize 
patient movement. Between this department and the entrance/admitting area at street level are a 
laboratory; pharmacy; central waiting area; clinic loop; doctors' offices; physical 
therapy/counseling; and radiation therapy department. A chemotherapy treatment atrium is the 
nucleus for nineteen private treatment rooms. 

Solution: 

The main design objectives of the project were: to clarify and organize a difficult site, which 
included establishing continuity between the new building and the existing subterranean space; 
and to create an architecture that would foster a clear sense of place and circulation within a 
complex facility that is itself a microcosmic part of a much larger (1.5 million-square-foot) 
medical center. The project's architectural language is based on the sectional quality of the 
building, light (natural and artificial}, and an overt reference to construction. The two major 
spaces of the new building (lobby and chemotherapy atrium) were conceived as quasi-exterior 
places and for the datum for both the total scheme and building's relationship to sky and ground. 
The project's overt construction references reflect the aspiration to an architecture that can 
occupy the mind and affect the spirit and act as a foil to the patient's current circumstances. The 
playful structure most fully represents these objectives as a construction that engages children 
through the use of video, moving, hand-operated parts~ theater, etc., or entertains the mind with 
motions pertaining to the building's own construction and fragments of urban mechanisms (the 
memory of a treehouse?). 
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Response: (Jury Comments) 

Fort-Brescia: The project addresses a lot of problems in hospital design today. Let's face it, the 
treatment rooms and all those extremely functional spaces are provided for here and it's not easy 
to make those spaces exciting. Traditionally, waiting areas and corridors have no light and no 
view and don't give you any sense of orientation at all. This design goes right to the point of 
addressing those areas. These are not bland, solid walls; there are a lot of sculptural forms 
around the perimeter of these corridors, and a lot of things happening. They did a wonderful job 
of resolving an amazingly difficult problem. 

Loftness: This is the architectonic view of hospital design; it's more for the architectuTal 
community. 

Legorreta: We are getting to the point that I have trouble with in this project. We are discussing 
this as a series of circulation spaces and a treehouse [play structure], and this is a building. 

Hoover: If this does what it says it is going to do, it is a brilliant piece, because it has brought 
something into hospital design that is just never there. if it doesn't do that, then it will be 
oppressive and, in some cases, frightening. 

Loftness: If this were a health club for example, I could be very excited about the architecture. 
But bearing in mind that many of the people in there are under sentence of death and are scared 
witless about life and the future, I am not sure that they have the architectural literacy to be able 
to enjoy that. 

~ You think there is a universal solution for dealing with patients that will make them 
happier. 

Lofiness: I'm trained in reading drawings, and I'm working hard at separating the sections from 
the plans. 

Hines: We all agree the presentation is difficult. 

Lof\ness: Don't you see a real consistency in the three entries [the clinic, hamburger stand, and 
restaurant], which are obviously from the same firm, in terms of this UFO thing that lands in the 
middle of a building? I'm beginning to see a very clear pattern, and I like the sophistication of 
what they are trying to introduce, but I'm not ready to buy it in a cancer hospital, which I find 
more serious. 

Hoover: Those of us who are advocating a citation for the hospital are doing so for the strong 
effort made to deal with those spaces in hospitals that are usually just left alone, and we see that 
there is even the possibility that it could do something really great beyond that, but we're 
questioning the means, and that's why we don't recommend an award.44 
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Personal Response: 

The project addresses both economic efficiency and contextual issues in connecting the new 
building to the existing Medical Center. Since this project is a smaller part of a greater whole, it 
must be sensitive to that which exists and integrate in a manner which is both appropriate and 
contemporary. The scientific nature of the project causes the space to organize itself around the 
needs of those directly involved - the physicians and the patients. By incorporating the needs 
resulting from issues regarding science, economy, and context the Comprehensive Medical 
Center creates an environment conducive to these needs. 
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LOWVI LEVEL PLAN 

A ADMITTING 
8 CHEMOTHERAPY TREATMENT 

ROOMS ANO AIRIUM 
C WAITING 
D PHARMACY 
E CLINIC 
F PHYSICAl THERAPY 
G OCCUPATIONAL THERAPY 

llOCTOilS' OFFICES 
H DIAGNOSTIC RADIOLOGY 
I RADIATION THERAPY 
J CONFERENCE CENTER 
K SP£CIAL PROCEDURES 
1 ENTRY 
2 TYPICAl PATIENT TREATMENT ROOM 
3 NURSE STATIONS 
4 ENDOSCOPY 
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5 CYSTOSCOPY 
8 DOCTOR'S PROCEDURE ROOM 
7 KITCHEN 
I STAFF LOUNGE 
I RECEPTION 

10 PLAY SCULPTURE 
11 SOCIAl WORKER 
12 DIETICIAN 
13 EDUCA TIONICOUNSEUNG 
14 HEAONUASE'SOFFICE 
15 TYPICAl EXAM ROOM 
18 FINGEASTICK 
17 TYPICAL DOCTOR'S OFFICE 
11 C.T. SCANNER 
11 UL TAASOUNO 
:zo !AAMMOGIW'HY 
21 RIFUNJT 
22 STORAGE 
23 EXISTING HOSP1TAL DEPAFJTMENT 
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HAMBURGER STAND 

Architect: Morphosis 

Location: Los Angeles, CA 

Site: A comer lot on a typical commercial strip. 

Problem: 

The project elaborates the "stand," a building type familiar to the Los Angeles area. 2,500 
square feet of space are required for both walk-in and automobile take-out food service, as well 
as seating for 142 people. 

Solution: 

Inspired by the works of artists Marcel Duchamp and Jean Tinguely, this project addresses the 
energy, the movement, and the making aspects of the machine, and to its decay and death - the 
machine as both creator and destroyer. This project rejects the notion of architecture as 
optimization of advanced technology. It is androgynous; it is not patriotic; it has no interest in 
"good taste"; there is comic relief (why not?). 

Response: (Jury Comments) 

Fort-Brescia: This is a sign turned into a building, or a building turned into a sign. Fifty percent 
of the structure here is to call attention to the place, and the other half is to use the place. 

Hoover: Well, it's in the tradition of that kind of building. 

Fort-Brescia: It's interesting how the top part is so sculptural and powerful and aggressive, yet 
the base recalls the original stands of the 1950's. 

Hines: You really would like the waiters and waitresses to come with a tray and put it on the 
side of your car. 

Legorreta: The only thing that worries me a little bit is that those are all merits of sculpture 
more than of a building. 

Fort-Brescia: That whole thing above it is a sign. There's something very interesting about this 
because from one side it is a volume, and therefore you thing it is a building. But from the other 
side it reveals that it's just a three-sided sign; it shows its thinness. 

Legorreta: It is really not just a hamburger shack; it brings the thing to the extreme of making 
the sign the most important part of the building .. .It is so "overdone" that is the merit of it; it 
really goes all the way with this idea. 
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Notter: And the rest seems to be underdone .. .it looks purposefully not like architecture. 

Berridge: They have these wheels and weights, and what would be great is if the whole thing 
actually was kinetic. 

Templer: Well, they reference Tinguely, so I presume that stuff does move. 
Well, it's not clear. And is it not very similar to the Cookie Express project that won an award a 
year or two back? 

Fort-Brescia: That was more populist in its appeal, and this is a lot more sophisticated, more 
sculptural, and less Pop Art. 

Notter: It doesn't look sophisticated. 

Fort-Brescia: They clearly separate building and sign, and they've built a stgn that is 
sculpture ... a beautiful sculpture. 

Berridie: How about color? We don't get and information on that. 

Fort-Brescia: Except for the front colored drawing, we don't know if the color is just conceptual 
or real. 

Hoover: If they had shown this in color it could be that it would not look nearly as ominous as it 
does.45 

Personal Response: 

The use of modern technology makes a cultural statement. The form is characteristic of the high 
profile fast food has had on society; it exploits the need for a visual reference. By introducing 
the machine likeness it references society as technologically highly advanced, but the overall 
form is not so overbearing that it is intimidating. It maintains attributes that are both friendly 
and fun, without disregarding an effective architectural responsibility . 

· .. _ . .. , .. 
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COOP HIMMELBLAU 

At the beginning of every lecture, I make a point of showing a slide of our team. This is 
because team co-operation is one of the most important factors in the work · of Coop 
Himmelblau. Complexity is our goal. Many people say, 'Qh, your architecture is so aggressive. 
Why do you slant the pieces? Why do you break it? Why do you twist it?' The simplest 
explanation is: if you slant a piece of architecture, then you break the function so that very 
interesting spatial effects can be created. 

The most apt question of our time is: how can we think, plan and build in a world that 
becomes more fucked up every day? 

-Wolf Prix 
Coop Himmelblau 46 
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RONACHER THEATRE 

Architect: Coop Himmelblau 

Location: Vienna, Austria 

Site: An old theatre in Vienna. 

Problem: 

To convert a 19th-century theatre that does not function optimally into a theatre for the 21st 
century. The point of departure for the concept development was the idea of ·a multi-media 
theatre in every form of performance'. During the design we had the image of a stage space, or 
better, of a Theatre Complex with open access for the public and in which performances could 
be held from basement to roof. This design concept would form an intersection of the required 
programmatic 'constraints' (functions, room planning) and the pre-exitsing 'constraints' (historic 
monument preservation). 

Solution: 

The building has several layers. Simply put, there are four areas to be organized: the stage and 
its technical requirements; the public area (auditorium with foyers, restaurant, bars, etc.); the 
rehearsal rooms; administration and personal rooms. The stage and the back stage area 
presented themselves to us as a large high-tech volume. This 'black-box' is not open to the 
public, has no exterior, no facade. Just an ideal interior that produces the illusion of theatre. In 
a conventionally conceived proscenium stage the three areas - stage, rehearsal room and 
administration - use five parts of the volume at hand, so that just one part of the volume is 
available to the public. That means that one can experience only a small part of a large 
building's interior. During the first step of the design, we thought about a reversal of this 
relationship. That is to say, the largest possible part of the house must be made open to the 
public. We then thought about an 'opening-up' of the main and the rehearsal stages, which we 
would accomplish through multi-functionality (reconstruction possibilities, the capacity to 
renovate the rooms). We thought of a roof terrace with an open-air stage, we thought of 
restaurants in the lower level and on the roof, of a public videoteque, and of bars in the foyers. 
The Ronacher is, however, not just a 'Theatre Complex' but through the constant presence of 
television it becomes a giant culture export-media production machine. Publicity is to see and 
be seen. The exterior form of the building is the self-confident representation of all these 
possibilities. 47 

Comments: (by Wolf Prix) 

There are two concepts: one of the inner shape and one of the outer shape. If you look at a 
traditional proscenium theatre, the inner concept is the only part of the building visible to the 
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audience. In a competition, we tried to create a multi-functional stage at Ronacher, from the 
basement to the roof, so that the whole volume of the theatre could be seen. The major decision 
for the project was whether we should follow the building codes and do a subterranean 
programme or ignore the codes and set up a whole new concept for a new theatre. The site was 
of an old theatre so that the brief of the competition veered towards renovation. Since a lot of 
Viennese architects are rather Po-Mo, we had to decide whether we should diverge from the 
norm and paint our windows black, or win the competition. So, we won it.48 

Personal Response: 

In addressing the needs of the public the architect came up with a form to allow them to 
experience an interesting environment. By breaking away from a "traditional" theater layout and 
allowing the public to interact with more of the building, this was accomplished. While being 
critical of that part of the building which was inefficient, the architect discovered a form which 
would best serve the needs of its users and create an interesting contrast to that which existed. 
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ROOFTOP REMODEL 

Architect: Coop Himmelblau 

Location: Vienna, Austria 

Site: 4,300 square feet of attic space in a traditional apartment block in Vienna. 

Problem: The task is to organize an area into two separated legal office units. 

Solution: 

The existing roof is changed into vaulted and slanted parts of glass and sheet metal, supported by 
a construction - tense and taut - which is the groin and backbone of this architecture. The 
building volume requested by the municipal officials is transformed into flexible form and parts. 
Movable Venetian blinds (inside and out) and permanent blinds are the elements for light control 
and acoustic screening. In addition the blinds regulate the air circulation and thereby control the 
temperature.49 

Response: 

The stable form has been infected by an unstable biomorphic structure, a skeletal winged 
organism which distorts the form that houses it. Yet the new structure is also tense and taut, 
highly sprung, a metallic construction whose apparently chaotic form results from a close 
analysis of the larger structure it inhabits. Consequently, it is not only a wing - a means of 
flight, a source of lift - but also a leading edge - a cutting edge, a blade - which slices through 
the corner and springs outside. The stable relationship between inside and outside is 
jeopardized. 50 

Personal Response: 

The use of current technology is utilized in creating an efficient form. By taking advantage of 
the materials the architect solved requirements of lighting, acoustics, and temperature in an 
unconventional manner. Through a distinct manipulation of material, a responsive and user 
sensitive form was developed which seems almost organic. In addressing the existing building, 
it refuses to deny its own form and creates a contextual contrast that will identify with both 
advances in technology and advances in civilization - it is a historical reference for the future. 
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OPEN HOUSE 

Architect: Coop Himmelblau 

Location: Malibu, CA 

Site: 1.98 acres in Trancas Canyon overlooking the Pacific Ocean. 

Problem: 

2485 square feet for ground and second floors; 1060 square feet guest; 275 square feet 
mechanical room. 

Solution: 

Hardly a conventional response to any given program, the house originated from a sketch, drawn 
with "eyes closed," that explored sensations of light and shadow, height and width, view and air. 
Subsequently, the sketch was translated into a double-shelled construction, resting on three 
points and enclosed by a taut double-glazed skin. There is no predetermined division of the 
living area; any number of modifications are possible thanks to the freedom afforded by the steel 
space frame. Some time after the drawings were published in 1984, the architects were 
contacted by a client who wished to build the house exactly as it appeared in print. A suitable 
sloping piece of land with the right orientation was purchased in 1987, and work on construction 
drawings ensued, but the client's death in 1990 halted construction. In order to save the project, 
the architects bought the land and continued its development. Now it is being marketed as a 
package by Sotheby's International Realty. 

Response: (Jury Comments) 

Koolhaas: This is a house that is world famous, that is already canonical, and which spawned 
about 40 percent of the things that we have seen and rejected .. .It was designed in 1983 and as 
soon as it was sent into the media it created an enormous exhilaration and excitement. This is a 
long story, it was a quotation in the decon show, and then the client for the house died, without 
any part of it being built yet. I know from experience that in various places all over the globe 
there a sections of it built, as parts of exhibitions, ribs, windows, and things that supposedly are 
all gravitating slowly toward the site, eventually to be assembled. But anyway, the client has 
died, he was 85, so in itself it was an amazing leap of faith, and then the architects bought the 
site and are now proposing to sell it inclusive of the project through Sotheby's ... and so we were 
discussing the ethics of this situation. If we give it an award, is it morally correct to do so? 

QUI;, It would probably increase the land value. 
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Koolhass: We could ask the question in the case of every one of the projects, and I would like to 
support the venture. It is something like where people can get a special Oscar for lifetime 
achievement. So maybe we give it an award for '80s dominance. 

Watson: You were told here about Sotheby's? 

Koolhaas: Yes. 

Santos: It's obvious that for [these] reasons it has forced a lot discussion and debate. There is a 
real question about actually awarding a design performed in '83, but I think that it still seems like 
a refreshing conception, given the array of things we saw today. You don't have to like 
it ... There is a kind of importance to this thing. 

Macris: Is the date a problem? 

~ Only in the sense that it doesn't represent what is new and emerging. This has emerged, 
and it has spawned so much other work. You can hardly call it the first fresh look from P/ A at a 
new house, we know this house. 

Koolhaas: But this true of may schemes. I must say that I have seen schemes here that were 
published in magazines. 

Watson: I don't see why this is a special case. I see why it would earn an honor award. 

Koolhaas: The architects are, in the present condition of civilization, forced to invent all kinds 
of creative tactics to get it built. I think we are in a rare situation that we can through this 
seven-year interval compare the father to the children. This is a world-famous house before it 
has been built. It's a house that made history, and, you know, ought to exist ... but the penalty 
they will have to pay for sending this in [now] is that we will not comment on the aesthetic 
virtues of this scheme. 

Johnson: If we disqualify every scheme because they're using architecture as a marketable-

Santos: No, no, Ralph, part of the problem here is that, for me, at any rate, this is such a damn 
well-known house. It has been important, definitely has bred a whole family of other houses. 
The problem is that it's difficult to critique it in a fair way, you know, because we've known it 
for too long' times have changed. At that point, in 1983, if it had come in, without any doubt, I 
would have given it an award, because it really was an invention. 

Koolhaas: I think it's still very beautiful. And I think that if you really look at it, it is much 
fresher than ... 

Johnson: .. .its offspring. 

Koolhaas: And much more bizarre, and much more irrational because what is really strong 
about this one is the pure originality of it. 
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Santos: Well, it's highly personal and it is erratic, and I think one of its problems [stemming 
from] its replication is that you can't replicate it, and that is what we've been seeing. 

Mockbee: I think I've heard enough discussion. I admire this, and really admire the fact that 
these architects bought the site and mean to do it. I mean, they are going to die in the ditch with 
this house, and I'll be damned if I'm going to stand in their way. I'm going to pull back and 
cheer them on. 

Santos: Look, it could be a beautiful house, and, in that sense, if we are helping them build it, 
I'll buy into the argument. 51 

Personnel Response: 

As a cultural response this building is effective. It is not afraid of identifying the obvious lack of 
structure in the current American household. The distortions and fragmentations are 
characteristic of the homelife we are constantly becoming aware of. The conversion of society 
to this type of lifestyle has even created political repercussions. If one reads this project with an 
awareness of societal issues, one discovers how this unconventional response reflects our 
unconventional society. However, as the name implies, we are open to new ideas and solutions. 

VIEW OF MOOEL, SOUTH ELEVATION 
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Recently a client said to me, 'Peter, for the past five hundred years the discourse of 
science has been about man overcoming nature. Man overcomes nature through things which 
are rational, which are good, which are truthful, and ultimately these take on the characteristics 
of the natural itself, i.e. the beautiful. Obviously,' he said to me, 'it follows that architeaure has 
been about this over coming of the natural, because architecture symbolizes the structures, 
cosmological attitudes of the society: architecture mirrors what the society is about' Thus, 
though not explicitly, architecture has represented and symbolized this struggle of man to 
overcome nature. 'Today,' he said, 'this is no longer the problem which science is addressing. 
This is no longer where the discourses on the forefiont of thinking are.' He said that the problem 
today for man is to overcome knowledge ... And my client then said to me, 'Peter, you ardJitects, 
for too long, have been solving a problem, representing and symbolizing a problem wbidl is no 
longer where we are.' He said, 'I want you to do a building which symbolizes maos capacity to 
overcome knowledge.' I looked at him aDd thought, what is that? He said, 'Do you know 
something, you are supposed to be an architect on the edge. Yet,' be added, 'tha'e is nothing you 
could do toward this end that would upset me at all.' He said, 'I do not waat you to mrzely 
illustrate the problem. I do not want you to decorate a facade with a computer drip, cut iDto tbe 
chip, and say, there- we have symbolized the overcoming of knowledge. No,' he said, 'I am not 
taJking about that. I want something far more significant. I waot somdhing that cbaJlmges 
mans very occupation of space, not just the surfaee of that space.' He said, 'And I do not Chink 
that you can do it. nSl 

-Peter Eisa•nJaD 
Eisenman Architects 



COLLEGE OF DESIGN, ARCIDTECTURE, ART & PLANNING- ADDffiON 

Architect: 

Location: 

Site: 

Eisenman Architects 
Lorenz & Williams 

Cincinnati, Ohio 

North side of the existing college, which consists of three structures arranged end-to-end in a 
chevron pattern. The comer site stands at the top of a knoll that slopes to the east. 

Problem: 

The 145,00-square-foot addition, matching the size of the existing college, contains a library, 
administrative offices, auditorium, photo lab, cafe, and gallery, as well as additional studios, 
labs, and offices. A multi-purpose space is used for juries and exhibits. 

Solution: 

This building was conceived of as a symbol of "the new cosmology of man and information." 
Just as in information comes to us via the media (and via the various disciplines within the 
modem university) in a fragmented, ambiguous manner, so does this building arise out of a 
series of formal transformations that fracture and blur traditional architectural dichotomies such 
as old and new, inside and out, structure and infill. The form of this architecture school addition 
takes its cue from the chevron shape of the existing buildings. The architects torqued, tilted, 
overlapped, and shifted this shape out of a phase, resulting in an architecture that carries within 
its plans and elevations the trace of these various formal moves, like the afterimage on a 
television screen or the interpenetration of radio frequencies. The chevron shape finally 
becomes so fuzzy that it takes on an undulating quality of the site. Internally, the addition 
contains laboratories, offices, and an auditorium on the lower two floors; administrative offices, 
a library, and another auditorium on the middle floor; and studios on the top floor. Captured 
within the space between the new building and the old is a complex, skylighted atrium used for 
juries and exhibitions. Walkways and bridges overlook this public space. 

Response: (Jury Comments) 

Santos: Its response to the sloping site is really quite nice. It also has some very fine sections; I 
think the way the light will come filtering down into the walkways will be very beautiful. What 
astounds me is that a school of architecture would pick an architect whose work is going to be so 
clearly defined at a point in time, knowing that would be the image of the school forevermore. 
This is precisely one of the building types that requires a certain kind of neutrality, flexibility, 
and future open-endedness. This is an enormously particular and highly personal statement. 
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Johnson: That is true. Architecture schools do tend toward more neutral types of spaces. 

Koolhaas: But this a studio building. Can anything be more neutral than that? 

Santos: It's a question of ideology as much as form. 

Koolhaas: Yes, but this building is quite clever in terms of organizing the utilitarian parts in a 
utilitarian way. Only with the public spaces does it become expressive. 

Johnson: That is a good point. All of the manipulation occurs in the public space. Another 
quality I like about it is that it is an abstract concept and also very site specific. It makes sense 
with the existing building and with the site contours. It is not just an abstract imposition. 

Cuff: The existing buildings are pretty awful. 

Santos: And this new structure winds its way around the existing buildings in a gentle curve to 
capture the sun and to create a shared interior space. 

Johnson: It has an extremely skillful definition of the public spaces and a beautiful treatment of 
the public corridor . 

.emf;. And it's a massive building that doesn't look it. 53 

Personal Response: 

One cannot help but observe the distinct references this project has to both context and culture. 
In the pathological advance of mankind a new manner, descriptive of his new nature, has been 
created. This architecture diverts from the established past and explores the formation of 
modem culture. It is integrated into a greater whole and thus establishes itself at a point in time 
and space. Its placement addresses the context and expresses itself. 
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UNIVERSITY ART MUSEUM- CALIFORNIA STATE UNIVERSITY 

Architect: Eisenman/R.obertson Architects 
Hugh Gibbs and Donald Gibbs Architects 

Location: Long Beach, CA 

Site: 23 acres near the Pacific Ocean 

Problem: 

A university art museum intended to add a significant setting for the arts to the campus and to 
the county, and to become the third major museum in the county. The program calls for a black 
box theater, four galleries, storage space, a cafeteria, an outdoor sculpture space and an 
arboretum. The project is not to be solely a repository for traditional art. 

Solution: 

The building acts as a background, or platform, for environmental art, nature, and history; it 
transforms the entire site into an aboretum, while becoming an archaeological artifact itself 
within the aboretum. The building, which can be seen as a partially uncovered series of traces of 
the history of the area, is initially cut and eroded by the major geographical fault line of the area, 
which separates the Atlantic and Pacific plates, as if the surface to the site cracked open to reveal 
the inlays of its own story and geography. The design derives from the superimposition of six 
maps of the area, some geological, political, or scientific, combined so that no notations take 
precedence over any others. The resulting patterns reveal how the culture organized itself over 
its history, showing relationships formerly not visible, such as those between political 
delineations and the traces of a riverbed. Other forms derive from campus boundaries, site 
outline, rivers, irrigation grids, and the coastline. All notations are in scales relating only to each 
other, to their internal consistency. The entire site, which becomes the museum of artifacts and 
art, includes a Greene house, an oil derrick, a pond, and a pier; because of the scaleless nature of 
these, one is dislocated from traditional perceptions and given a new awareness of the 
environment. 

Response: (Jury Comments) 

~ On the basis of what I see, I see a very, very beautiful response to the site, the region, 
and the program, which does not demand the kind of specificity that some programs do. 

Hoover: The question I would ask has to do with the interrelationship of all the other subject 
matters here, i.e., the geology of the site, the history of the area - things that go well beyond the 
purview of an art museum, but which could make it very, very good. I think of the Oakland 
Museum, for example, which is not only a museum but a park and outlook. 
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Fort-Brescia: I have no idea about the materials, what or where there is glass, or if there is no 
glass, or if it's all solid. 

Hines: We are all worried about the fact that there is not enough information here, too many 
unanswered questions. But we feel that with all of the reservations, the elements are so strong 
and the potential so great, we are willing to wait on the architects to answer our questions. 

L~orreta: But I still feel that unless we can see how all the spaces are thought out and 
developed, we can't really make a judgement. 

Hoover: I am concerned that since it is an art museum, and since that part if it has not really 
been dealt with, it leaves too much doubt. 

Hines: Yes, it has some questions, but look at what it brings in compensation. This is one of the 
most beautiful things we've seen. 

Hoover: Yes, it could be something if it were all handled properly. But when you look at the 
drawings your sense is that it is going to be so exciting the art is going to be overpowered just by 
the memory. 

Legorreta: I don't see any peace of mind in it. If I were an artist, I would be very worried about 
exhibiting here; I think it's trying to overpower the whole idea of a museum. You remember two 
things: the fabulous outside and the gestalt and the place in the city, and then when you go 
inside you really look at the art. My question is: When you are in Southern California two years 
from now, are you going to be curious to go see what this is like? Are you intrigued enough by 
this presentation to make you want to go down to Long Beach? 

Hoover: Of course. No question. 54 

Personal Response: 

By looking at the various maps and integrating all the issues regarding those maps, the solution 
to this problem is a sensitive response to its context and societal content. By remaining careful 
not to emphasize one issue over another the form generated creates an adequate representation of 
society and its surroundings. Parallels previously hidden now become obvious. The synthesis of 
politics, science, and geology (environment) is the driving method behind the form and is a 
successful portrayal of society as well as a successful design solution. 
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BIOCENTER FOR THE UNIVERSITY OF FRANKFURT 

Architect: Eisenm.an!Robertson Architects 

Location: Frankfurt am Main, Federal Republic of Germany 

Site: The existing facilities at J.W. Goethe University, Frankfurt-am-Main. 

Problem: 

The scientific and educational goals of the University Bio-Centrum could be satisfied by three 
criteria: first, the maximum interaction between functional areas and between the people that 
use them; second, the accommodation of future change and growth that cannot be predicted 
today; and third, the maintenance of the site, as fast as possible, as a green preserve. This means 
that a traditional architecture of set spatial hierarchies which rigidly constrain future growth 
needed to be abandoned. To undermine these Classical architectural hierarchies, it was 
necessary to dissolve the traditional autonomy of the discipline of architecture. Blurring the 
interdisciplinary boundaries allowed us to explore other formal options that may fall between 
biology and architecture. 

Solution: 

To accomplish this we first departed from the traditional representation of biology by making an 
architectural reading of the biological concepts of DNA processes by interpreting them in terms 
of geometrical processes. At the same time, we departed from the traditional representation of 
architecture by abandoning the Classical Euclidean geometry on which the discipline is based in 
favour of a fractal geometry. What we discovered was that there is a similarity between the 
processes of fractal geometry and the geometry of DNA processes. This similarity was used to 
propose an analogy between architectural processes and biological processes. The analogy made 
possible a project that is neither simply architectural nor simply biological, but one which is 
suspended between the two. The project form is the result of the action of the three most basic 
processes by which DNA constructs proteins (replication, transcription, and translation) on the 
geometric figures that biologists use to explain these processes by using four geometric figures, 
each with a specific color, which symbolize the DNA code.55 

Response: 

The result is a complex dialogue between the basic form and its distortions. A world of unstable 
forms emerges from within the stable structures of modernism. And those multiplying forms 
clash in ways that create a range of relationships: sometimes there is no conflict, as one form 
passes over or under another; sometimes one form is simply embedded within another; 
sometimes one form eats into another; sometimes both forms are disturbed and a new form is 
produced. The project becomes a complex exchange between solid, void, and transparency. 56 
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Personal Response: 

By exploring the realm of options between science and architecture and breaking away from 
classical architectural hierarchies, interesting and pertinent discoveries were made. The DNA 
process and the application of a fractional geometry to the project are interrelated, thus 
reinforcing the concept of integration of scientific issues into the architectural delineation. By 
synthesizing these two seemingly unrelated fields, new relationships are discovered and 
expanded upon. 

SITEP\.AS 
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TUDHOPE ASSOCIATES 

Architect: Kuwahara Payne McKenna Blumberg, Architects 

Location: Toronto, Ontario 

Site: 

A former veteran's club at 284 King Street East, a run-down 1940's structure on a major artery at 
the edge of downtown Toronto. 

Problem: 

To convert the club into a mixed-used facility housing the two-story, 8,000-square-foot design 
studios of Tudhope Associates, a 25-person graphics and corporate image-making firm, and 
4,000 square feet of street level retail space. The architects sought to give a much-needed urban 
presence to the undistinguished exterior while creating an exciting interior atmosphere. 

Solution: 

To the exterior the architects attached two giant stucco panels to a repainted brick shell. They 
chose to keep window openings at their existing size, but exaggerate their relative scale by 
adding oversize aluminum mullions and sills that reinforce the effect of sliding planes. Within 
the openings, the architects inserted a combination of fixed panes, operable casements, and glass 
block to admit natural light as necessary. (Additional light is provided by fluorescent and 
low-voltage fixtures.) 

The entrance to Tudhope Studios is along King Street East, where KPMB cut away the 
new stucco skin to reveal the old shell. (The partially underground shop can be reached from a 
parking lot on the western side of the building.) Inside the offices, thick masonry walls coated 
in muted orange Mannarino, an Italian marble plaster finish, vertically connect the two floors 
while separating the principals' offices and meeting rooms horizontally from reception areas. In 
the open design studios, existing wood beams and trusses were sandblasted clean and then 
structurally reinforced with steel. The architects used the 18-foot bays between window along 
both sides of the rectangular space as modules for individual work-stations, which are separated 
from one another and the central aisle by perforated metal screens. Similar screens mounted on 
metal poles can be adjusted to enclose an informal conference room on the third floor. 

To underscore the contrast of steel and wood throughout the interior, the architects 
designed reception desks for the second and third floors of gun-metal steel with richly grained 
Australian lacewood countertops. The result - an effective mix of the rustic and the refined - is a 
textbook example of how seemingly incongruous elements can be blended into a cohesive 
whole. 57 
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Personal Response: 

The architects on this project successfully integrate the new with the old in this addition. 
Contemporary design ideas which could be applied to a graphic design studio space are used in a 
way which create an efficient environment for its users. The use of perforated metal screens and 
reinforced steel create an interesting contrast with the more rustic existing wood. The use of 
modern design elements allow the residual to be underscored, and the new highlighted. Pleasant 
studio spaces have been created with an interesting separation device which creates a sense of 
individual space while maintaining the necessary openness. The reception areas address the 
overall concept of the design with the use of sleek, steel desks, allowing first-time visitors to get 
a feel for the project. Essentially an aesthetically pleasing and appropriately functional design is 
accomplished. 
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SECOND FLOOR 
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0 ..... 

FIRST FLOOR 

1. Reception 
2. Meeting room 
3. Conrerence room 
4. Administration 
5. Lunch room 
6. Kitchen 
7. Studio 
8. Partner's office 



The architect-designed 
reception desk (shown from 
both the front and back) 
consists of an L-shaped 
steel panel that supports 
overlapping wood work 
surfaces, with undercounter 
storage units. The steel 
panel also conceals a word 
processor. 
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SBG PARTNERS 

Architect: Fernau & Harman Architects 

Location: San Francisco, CA 

Site: A early 1900's grain warehouse located in San Francisco' Embarcadero district. 

Problem: 

The transformation of a former health club into the tri-level, 22,000-square-foot office of SBG 
Partners, a rapidly expanding graphics and marketing firm with some 70 employees. 

Solution: 

The architects exposed the elaborate bracing that was being added to the building to conform to 
earthquake-resistance ordinances and added some steel constructs of their own, creating an 
exuberant overlap of three separate structural systems that seems to have been built with a giant 
Erector Set. They exposed a grid of lattice-frame steel columns, which, along with a series of 12 
existing trusses, they color-coded white to distinguish them from the gray-painted framing of the 
seismic upgrade. Fernau and Hartman concentrated their aesthetic effects on the 
14,000-square-foot third floor (the second floor contains accounting offices and a photography 
studio), dividing it into two distinct areas: the "public arena," as Hartman calls it, comprises the 
reception and waiting area where clients congregate, with conference rooms above, and the more 
workaday surroundings of the design and production studios, where they placed partners' offices 
around the perimeter and clustered design- and production-team work and semi-enclosed 
meeting areas in between. 

Fernau and Hartman's no-nonsense approach was not without its grand gestures: they 
positioned a concrete, steel, and maple staircase in the center of the foyer, its forced perspective 
dramatizing the climb to mezzanine-level conference rooms, where SBG Partners makes 
presentations to prospective clients, and its crisp delineation of material connections serving as a 
visual metaphor for the firm's graphic-design approach. Located throughout the space are a 
series of self-contained pavilions - containing such office necessities as copying machines, 
computers, and a beverage bar - that serve as identifiable "landmarks in a city" of open 
workstations, in Hartman's own words, while intentionally blocking sight lines of desktops from 
the mezzanine in order to protect the confidentiality of projects in progress. After a budget cut 
the architects decide to distinguish these figurative elements, originally to be clad in plywood 
and metal, from the relative anonymity of their high-tech backdrop by painting them shades of 
red, blue, green, and yellow. Enlivened by primary colors, Fernau and Hartman's complex 
structural network appears, just as they had envisioned. 58 
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Personal Response: 

This project evokes an innate sense of openness that ventures beyond the studio into the rest of 
the firm while maintaining the necessary privacy needed for a business. The design hierarchy 
that is created with the icons, or barriers has a significant effect on the functional requirements 
of the company as well. They serve as both visual barriers and monuments in the process of 
protecting confidentiality. In the work space, however, the sense of "studio" and openness 
creates an informal environment that is conducive to the type of interaction required of the 
design teams. At the same time, semi-enclosed workstations have been formed to preserve the 
needs for individual privacy. In raising the conference rooms for client presentation to the 
mezzanine level, visitors are given the opportunity to fully experience the atmosphere of the 
firm. The design essentially provides the individuals within the company with a successful 
environment in which to perform, while allowing clientele a satisfactory initial impression with 
the firm. 

1. Partner office 
2. Workstations 
:J. Conference room 
4. Layout room 
5. Bathroom 
6. Beverage bar 
7. Reception 

THIRD FLOOR 

8. Stat room 
9. Computer room 

10. Photocopy station 
11. Word-processing room 
12. Foyer 
J:J. Pinup area 
14. Meeting room 
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Fernau and Hartman 
sandblasted black paint off the 
facade 8 base and added an 
entry canopy, a porte cochere, 
and a pair of fourth-floor 
windows to announce SBG 
Pa.rtners' new presence in the 
converted warehouse (above). 
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PARAMOUNT LAUNDRY BUILDING 

Architect: Eric Owen Moss, Architect 

Location: Culver City, CA 

Site: 

A building on Ince Boulevard in Culver City originally built for the Paramount Laundry 
Company and most recently used as a warehouse. 

Problem: 

To convert the existing building (presently occupied by the design/graphics/architecture firm of 
Sussman!Prejza & Company) into a 6,000-square-foot space by extending the existing second 
floor and creating a new, two-part third floor addition. The renovations and additions were to 
create a flexible space which could easily be outfitted as future tenants' needs dictate. 

Solution: 

Concrete walls and steel sash windows were re-plastered, repaired, and/or replaced as needed to 
match those elements on most of the WWII-era building. This left a relatively straightforward 
expression on much of the exterior. However, the interior and the front, to quote Eric Moss, 
"march to a slightly different drummer." Indeed, the lnce Boulevard facade and the spaces it 
introduces are in a different orbit. Along the facade, a liberal use of sheet metal and clay pipe 
columns mark the work of this architect. To mark the entry drive between it and an adjoining 
building, also designed by Moss, one of the columns struts out with a double elbow bend at the 
north end of the entry canopy. A "modified" vault form is first introduced over the entrance 
lobby, and carries, in segments, across the roof at a slight angle adjusted toward the direction of 
the freeway view and traffic flow; it is also an expression of the new components of the 
building. 

Wood trusses had spanned a double height area on the upper level of the existing 
building. Because of the limited allowable increase in area, the floor of the new third level 
segments occurred at the line of the bottom chord of the existing trusses. In order to allow 
headroom through the trusses for a connection between the east and west third floor additions, a 
four-foot section was removed from the bottom chords, and a steel tube and support hanger 
arrangement replaced them, to allow a circulation path between the two. · This bridge and its 
support structure becomes the focal point of the impressive space itself, incorporating more of 
the clay pipe columns. Located on either side of the bridge are wood benches that take 
advantage of space between the trusses to encourage more casual conversations. Two stairs were 
required to satisfy fire codes; and in some areas, conference spaces have been defined only by 
clear glass enclosures. 59 
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Personal Response: 

Numerous windows along the facade begin to reflect upon the openness of the space within. 
The size and arrangement of these openings are a primary response to the atmosphere created 
inside the building. The natural light and view accent the space. In maintaining a "warehouse 
type mood" the architect generates a space conducive to the activities on the interior. The high 
central volume and the bridge that bisects its vertical dimension is one of its most powerful 
features, enhancing further the expansive interior. Even the conference rooms, enclosed in a 
glass structure, maintain this theme. The users are presented with a comfortable setting 
conducive to design team interaction and communication. Visitors upon arrival at this office 
become immediately aware of its open atmosphere and the creativity of the space. 
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elements typical of the current 
populace express tendencies unique 
of this era. architecture should 
establish and account for the 
societal issues of environment, 
technology and science, culture and 
context, economics and politics and 
sythesize them into an appropriate 
documentation and expression 
through form. 

deep ellum area map 
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graffiti wall in deep ellum 

partial elevation of covered walk 

of society 
deep ellum 
is like an experienced whore. 
during the day she is still. 
resting from the last evening. 
she counts her money and contemplates 
the masked people who take her nightly. 
and during the night she is at her best
alive, moving and incomprehensible. 
skilled at helping people feel like they 
might belong, 
be noticed, 
be loved. 

-Laura White 

west view up elm street 
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aerial view of stair enclosure 

2 
visual connection to courtyard 

~ axonometric view 



design coordinator's view to studio 

reception view to entry 
partner's view to studio 

graphic design is understanding society and 
marketinging for its needs and wants. 
because the world of graphic design is involved 
with and interfaces directly with the public, 
an environment conducive to the expression 
of the contemporary world will further provide 
a link to understanding. 

EE 

graph. ic de· sign (graf"ic di- zrn'), n. 
design based on or involving twQ 
diminsional processes, e.g. illustration, 
typography. photography. and printing 
methods. 

second floor elevator view to · studio 
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C design firm 
east view of courtyard and building 

L~J 
sun control louver detail 

t 
south view of covered walk and employee entrance ' 

door detail-employee entrance 
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