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THESIS STATEMENT 

The theories from which I shall base my Thesis can find 
their point of departure in George Santayana's, The Sense of 
Beauty. According to these theories, aesthetic values fall into 3 
general categories. They are 1) The beauties of material, 
2)Beauties of form, and 3) The beauties of expression. 

Beauties of material are "those qualities of matter, such 
as the glowing freshness of a color or the purity of a musical 
tone, which afford agreeable sensations and which are thus 
described as possesing sensuous charm.." 

Beauties of form are those which result from an ordering 
of parts or elements into significant relationships, as does the 
rhythm of interwoven lines in arabesque or the asymmetry of a 
city scape outlined against the horizon. 

Beauties of expression result from the workings of asso
ciation as one of the mental processes involved in our activity 
of contemplation. That activity does not confine itself exclu
sively to the sensations and perceptions stimulated by the im
mediate objects of attention. Santayana states " the human con
sciousness is not a perfectly clear mirror... We not only con
struct visible unities and recognizable types, but remain aware 
of their affinities to what is not at the time perceived; that is, we 
find in them a certain tendency and quality, not original to 
them, a meaning and a tone, which upon investigation we shall 
see to have been the proper characteristics of other objects and 



feelings, associated with them once in our experience. The 
hushed reverberations of these associated feelings continue in 
the brain, and by modifying our present reaction, color the 
image upon which our attention is fixed." ^ As a result, the 
present image becomes expressive for us of meanings or states 
of feelings which it could not awaken in us had we no dormant 
store of them to be awakened. This is the case when we feel that 
the spaces within a Gothic Cathedral are daring, that it embod
ies religious aspiration along with the experiences of "medita
tive calm" and "mystical exaltation." ^ 

We then arrive to the premise then "that aesthetic values 
are potential to material, to form, and to expression, and that 
they may arise from the experience of sensation, of perception, 
or of association..." ^ 

Returning to the subject of form, Sanatyana has provided 
a definition conceming the nature of form which has essentially 
become an axiom of modem aesthetics. He states that form may 
be defined as "any whole produced by organized relationships 
of elements or parts. Specific types of relationships give rise to 
specific formal effects; to component aspects of form. Repiti-
tion with regard to a central point or axis produces symmetry; 
ordered relationships of size give rise to proportion; relations 
involving ordered movement result in rythm; and similarly with 
other principles of organization such as emphasis and har
mony." "In any given object, these individual effects of rela
tions, which present form in its simplest manifestations, become 
components of larger wholes. They are interwoven with 
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eachother in a more extensive network of relations; a network 
which at length embraces all the elements present in the object, 
and all their component combinations, and thus gives rise to the 
total effect of that object as a whole. This embracing network of 
relations, which gives the object its identity, constitutes the 
complete Form of that object. Form is, then, that "law, sys
tem, or order in accordance with which individual elements or 
parts are brought into significant relationships witli eachother." 

A building may have a very noble or a very low charac
ter, yet in both cases it may function satisfactorily. However, 
while a spaces function is easy to define, its essence or charac
ter is not. In order to achieve this a buildings Form, Materials, 
and all of their inherent qualities, as defined in the preceding 
paragraphs, must come together architecturally to give a struc
ture its essence. 

"Architecture needs a memory of places. 
The human body must be able to perceive 

the significance of a place. 
The Place should not merely be visible with the eyes, 

but perceived by the brain as well." ^ 

Beauty of material 'c; 77 All enjoyment of visually 
\ \ / y ^ / objectified sensations 

/ \ y 
Beauty of form ^ — ^ / ^^ interrelationships of 

^ ly parts or elements 

Beauty of expression AU moods or meanings fused 
with immediate visual 
experience 

Charles Moore 



THESIS STATEMENT 

My Architectural intent is to bring about through flie use 
of geometry, structure, and through the use of materials of dif
fering tactile, visual, and physical properties,, a building 
whose aesthetic quaUties of Form, Materials, and Expression 
becomes reflective of Arts ability to change interpretation when 
viewed in differing light patterns. 
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The Primary goal of the Orange County Museum of 
Contemporary Art is to provide the pubUc with a facility that 
will aUow the display of contemporary art objects, provide 
areas where the arts may be taught and in tum enhance the 
knowledge of aU visitors conceming the arts. Furthfir goals of 
the facility are: 

1) To provide a meaningfiil leaming experience 
A. By providing die museum galleries with a 

means of presenting the materials in a man 
ner that allows aU visitors to view the exhib 
its in an orderly manner. 

B. By creating spaces in which exhibits attract 
the attention and interest of the visitors. 

2) To create spaces which inspire discovery and viewing 
which in tum enhance knowledge. 

A. By creating spaces that allow flexibihty and 
expansion. 

B. By designing a museum that is in itself a 
part of the exhibit 

12 



3) To create a series of spaces that when combined into a 
cohesive whole, form a single museum complex that is 
both an exhibit and a place for exhibition. 

4) To create a structure that has essence and permanence. 
A place that is remembered. 

13 



BACKGROUND STUDY 

AREA/CONTEXT: 
The Orange County Museum of Contemporary Art will 

be located in the heart of the arts district in Southem Califomia. 
Orange County is composed of people of different ages and 
ethnic origins. Most of the population in this area is well edu
cated with a high ratio of wealthy individuals. The average 
mean salary for most Orange County residents is aroimd 
$ 28,000 a year. 

Users of the proposed museum will be composed mainly 
of Orange County residents. However, persons as far away as 
Los Angeles and San Diego will also be an integral part of the 
museums clientel. The reason being the fact that the adjacent 
Orange County Performing Arts Center draws people from aU 
over parts of CaUfomia to its performances. This can only 
enhance the popularity of the proposed museum with the public. 

The owner of the property (and most of the surrounding 
area) on which the proposed museum is to be built is known as 
the Santa Ana Venture - C.J Segerstrom and Sons Inc. located 
in Costa Mesa, CaHfomia. They, private donations, and funding 
from the National Endowment for the Arts, will be the primary 
sources of revenue for the proposed museum 
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Fig.l 

ART MUSEUMS: 

Definition: A museum devoted to one or more of the art 
fields (dealing with objects). The emphasis 
here is on the ownership ,preservation, and 
exhibition of important collections.' 

For museum purposes, we shaU recognize that there are 
the kinds of art activity which result in an object or an arrange
ment of objects (a material production). 

The arts that produce material objects may be divided 
into two main categories: the Fine Arts and the Applied or 
Useful Arts. The distinction lies in wether an object exists 
solely as an art object - a thing of beauty - or wether it is pri
marily functional - a mg, a chair, or a bridge. In the museum 
context the Applied or Useful Arts, for the most part, embrace 
three dimensional objects such as furniture, silverware, etc.). 
Closely related are the disciplines of Architecture, jewelry mak
ing and others. 

The Fine Arts on the other hand embrace two-dimen
sional pictures produced either by painting, drawing, or one of 
the printing processes (etching, engraving, etc.); or three dimen
sional objects such as sculpture. 

Concluding, art museums collect the elite artistic produc
tions of civilized societies - paintings, drawings, photographs, 
statues, sculptures, fumiture, jewelry, metalware, along with 

Fig. 2 
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some of the crafts of pre-civilized and pre-urban peoples. Major 
Art museums also collect and exhibit objects from anbcient 
civilizations as well. Ancient history and classical archaeology 
may also be included. 

Fig. 3 
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NATURAL LIGHT IN MUSEUMS: 

The function of light within a museum is the illumination 
of the artwork, which is referred to as task lighting. An equally 
important function of light is its general use within the physical 
space of a gallery, referred to as ambient lighting. 

Ambient lighting defines the general experience of light 
within a gallery, independent of how it affects the experience of 
viewing works of art. Many of the advantages attributed to 
natural light actually deal with the psychological mood that it 
creates within an interior space. The two most cited advantages 
to natural light are: The experience of not being confined within 
an enclosed space and the changing quality of natural light over 
the course of the day. 

Task lighting on the odier hand deals with illuminating 
works of art without regards for its effect on the physical space 
in question. Task lighting can be divided into three components 
in terms of how it affects the visual experience: spatial distribu
tion of the illumination, the intensity of the light source, and the 
spectral distribution of the light. 

Spatial distribution: Shadows and gloss on a surface is 
caused by by directional sources of light such as incandescent 
lamps. Shadows can be eliminated through the use of non-
directional diffused Hght. This however, makes the surface 
appear flat and matte along with a loss in colorfulness as a 
result of veiling reflections caused by non-directional sources 
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such as natural or fluorescent light through a diffusing layUght. 
As an alternative to the use of laylights, which tend to destroy 
the quality which we associate with natural light, properly 
designed reflected light can provide general control and still 
maintain directionality. 

Intensity: Humans have a tendency to prefer high light 
levels which contrast conservation concems which favor lower 
light levels. Conservation specifications call for an average of 
20 footcandles (fc) for moderately sensitive materials such as 
oil paintings and 5 fc for sensitive materials such as textiles and 
paper. The illumination levels are acceptable as long as the 
objects are exhibited under controlled conditions of ambient 
light and where sufficient time is allowed for the eye to accU-
mate to these levels. 

Although the eye is capable of adapting to different 
intensities of illumination, adaption requires time, and this must 
be considered in the design. The most successful museum 
spaces allow for a transition from brighdy lighted entrances and 
atriums into more controlled exhibition spaces. 

Within a room light adaption must also be considered. 
The human eye in general uses the brightest surface as a refer
ence point. Therefore if a luminous ceihng is many times 
brighter than the surrounding walls, the walls may seem dark 
even if they are illuminated at a high value of 50 fc. Highly 
reflective white walls make it difficult for the eye to adjust to 
the less reflective surface of dark paintings. Reduction in con
trast between wall surfaces and paintings reduces the need or 
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time for brightness adaption; maximum visual resolution is 
acheived when all surfaces have similiar reflectance.(see fig 1.) 

Since light intensity has such a high impact on visual 
comfort, the control of illumination levels should therefore be a 
priority and starting point for the design of a hghting program 
for museums. 

In conclusion, 
1) Natural light is important for its psychological 

value as ambient light. 

2) Directionality is an important design considera 
tion that is often overlooked. Natural light requires some 
form of diffusion. The task is to do it without 
compromising its ambient quality. 

3) Intensity is important for visual comfort. 

4) Natural light should not be used as the primary task 
source for illumination of light sensitive works of art. 
It should be complimentary. 

"I find that natural light gives a 
room its essence, its character, 
its feeling." 

Louis Khan 
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Museums (General): 
The word Museum is derived from the ancient Greek 

word"Mouseion." Originally they were estabUshmentsor centers 
of leaming dedicated to the muses(thus the word and terms 
"Museum," "House of Muses," "Mouseion.") The creation of 
the actual concept of the Museum goes to Demetrius of Phal-
erum. He was influenced by the schools of Athens and the 
teachings of Aristotlewho also had a school in Athens, where he 
"taught that knowledge must be based on the direct observa
tions of nature, that scientific theory must foUow fact, and that 
knowledge can be categorized along logical principles." ̂ Thus, 
a Museum in those times could be considered an educational 
institution as well as a center for research with material objects, 
and for the dissemination of knowledge. What was accom
plished then, is again being accomphshed now. 

With the proliferation of private collections during the 
middle ages, one problem encountered was the lack of consid
eration given to the presentation of objects within each collec
tion. This problem was first addressed in 1594 by Sir Francis 
Bacon. From the sixteenth century onward the idea of presenta
tion varied from simply having all of the collection in one large 
room with shelves and cabinets to placing the articles of collec
tion on table tops. 

In contrast to the old world, where private collections 
preceded public institutions, pubUc museums came eariy into 

Fig. 9 
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eminence in the New World. From the colonial period, even 
before the revolution, the institution of the american museum 
was an example of democracy and of the way museums were to 
become. While the treasures of kings and royalty in europe 
were locked up and kept out of the publics eye, american col
lectors and museums opened their collections for all to see. 

In 1785, Philadelphia became the home of Charles 
Wilson Peale's private museum, which would pioneer Americas 
first national museum. Peal, originally disturbed by the fact diat 
there was no public place for the viewing of his art and natural 
history collection, opened up his house to the public to benefit 
and educate all. By 1794 his collection outgrew his home. The 
American Philosiphical Society invited Peale to move both his 
family nad collection to the new philosophical hall. Here he 
was granted both museum space and living quarters in ex
change for maintaining and presenting his collection to the 
public. Within eight years of Peale's move to the hall, once 
again he had exceeded its space. Local authorities granted to 
move Peale's collection to the state house (now independance 
haU) where the collection would remain for more than 20 years. 

(fig- 4) 
Peale's museum opened the door to museum creation in 

America. Upon Peale's death, in an effort to preserve his collec
tion and in order to cover a bad loan form the United States 
Bank his collection was sold. It was this failure that produced 
the further development of American museums. 

Geological surveys of the 1830's led to the establish-

Fig. 10 
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ment of state museums in New York, Vermont, and Alabama. 
The 1840's saw the beginnings of the Smithsonian Institution, 
the great complex of art, history, and science museums that 
originated in the gift of the English chemist James Smithsonian 
to die U.S Government, "to found in Washington an estabhsh-
ment for the increase and diffusion of knowledge among 
men." ^ 

In 1876, the first wings of the three largest and most im
portant museums in the country: New York's Mefropolitan Mu
seum of Art, The Museum of Natural History, and Boston's 
Museum of Fine Arts were developed. With the creation of 
these institutions came the innovation of the museum organiza-
tio as we know them today. 
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CASE STUDIES 

Project Vitra Intemational Fumiture Manufacturing 
Facility & Design Museum 

Architects 

Client 
Location 

Frank 0. Gehry & Associates, Santa 
Monica, Califomia 
Vitra Intemational 
Weil am Rhein, 
West Germany. 

Fig. 11 

This particular Museum was designed to house a collec
tion of chairs. It was originally conceived by the client as a 
private conference center and exhibition space. These program
matic requirements quickly changed as the size of the intended 
exhibit grew drastically. Gehry's main goal was for the building 
itself to become a landmark. In his own words "Its an urban 
plan, intended to give a bit more density to the suburban sprawl 
of the surrounding town." ^ 

Thus the Museum became much more than was origi
nally intended. It is a series of simple volumes that are ener
gized by the djoiamic arrangement of the staircases and sky-
hghts that twist and tum around, atop, and through the building. 
Their forms are similiar to the two comer pieces of the factory 

•ft 
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addition beyond the Museum. 
Stylistically, the Museums Architecture is a blend of the 

Intemational Style & German Expressionism. The Interior of 
this Museum is uplifting and illuminating. The interior spaces, 
which are both dynamic and serene are interior compliments to 
the powerful exterior forms. As an example the cmciform sky
light covers a light well that literally crashes through the Muse
ums barrel vaulted roof, and is split by the wall that separates a 
pair of stacked galleries. Openings in this wall afford views 
across the interior intensifying the play of light, form and vo
lumes. 

The Vitra Museum is a balance between the functional 
and the intuitive. It is a work of art in itself, being both emo
tionally and rationally expressive. 
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Case Study 

Architect 

Client 

Locatioa 

Historical Center of Industry and Labor 

Michael Graves, Architect. 
Patrick Burke 
Ohio Historical Society and Youngstown 
State University. 
Youngstown, Ohio 

This particular Museum was designed to "interpret and 
keep alive Youngstowns industrial heritage, document the de
velopment of Ohio's steel industry and commemorate a vanish
ing way of life." ^ 

As Grave's developed the Museum, he looked beyond die 
city's recentiy built mills to 19th - century factories thta incor
porated residential elements. Thus his Museum is a synthesis of 
both. A landmark with references to human habitation and to 
the industrial process. Therefore the people it serves and repre
sents are proud to identify the museum as their own. 

Graves related to the existing context by aligning the mu
seum with the cathedral across the street and designing a roof 
that harmonizes with its arched silhouette. At the rear of the 
museum where machines and models wiU be displayed. Graves 
surrounded a two story core with three "volumetric forms" that 
have industrial references. They become counterparts to the flat 
facade in front. Intentionally overscaled, they become three 

Fig. 15 

Fig. 16 
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dimensional signs to be read by those who drive past the 
back of the museum. 

The spatial sequences within the museum are weU layed 
out in the traditional of the Beaux-Arts. As one enters the front 
door he crosses a long lobby and a double height stairwell to the 
machine haU, where a central monitor is supported by four large 
piers. Throught the use of daylight and high ceilings this be
comes a grand space. Tlie upper level is dedicated to education. 
It contains the archives which are open to the public and are 
centered around a rotunda which affords a view of the cathedral 
across the street. Here the Museum is" visually connected to the 
rest of the city and factories that once identified Youngstown."^ 
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Case study 
Architect 

Client 

Location 

Glass Museum 
Kada Group 
Leibnitz, Austria 
County Government of Styria, 
Austria. 
Bambach, Austria 

This Museum was designed to explore die use and mean- J 
ing of glass. Glass in modem Architecture has provided many | 
uses. Its a material that allows Architects to break down 
boundaries between interior and exterior. In museums however 
it plays a contrary role. It protects artwork or artifacts from 
ultraviolet light, the environment, and prevents them from being 
handled by the public. This paradox of glass- the apparent 
freedom and actual constraint that it provides is what this smaU 
museum explores. It was built to to demonstrate the manufac
ture and uses of glass. It consists of a triangular entrance at
tached to a four story concrete framed exhibit stmcture that 
formerly served as the generating plant for the adjacent factory. 

The entry into the museum is almost completely transpar
ent, adding to this illusion of freedom/containment, emphasiz
ing this transparency is the round metal clad museum shop that 
penetrates the glass as if it weren't even there. Further along the 
entry enclosures are horizontal glass skylights that run along 
both sides of the halls triangular frame letting in plenty of 

28 
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daylight and thus making die roof appear to float over the 
entrance. In the exhibit spaces, glass walls, clerestories, and 
floors also accentuate the lightness of the stmcture as well as 
the qualities of the glass. The building therefore becomes the 
museums best exhibit, a quality that should be inherent in all 
museums. 

As stated earlier and above glass does lessen ones sense 
of enclosure, but also reinforces the boundaries throughout the 
building. Glass partitions, railings, doors, while providing 
unobstmcted views, effectively routes pedestrian traffic within 
the museum. Everything is visible , yet nothing can be touched. 

Fig. 19 
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Case Study 

Architects 

Client 

Location 

Werkbund Exhibit 

Walter Gropius in collaberation with 
Michael Breuer. 

Der Deutsche Werkbund 

Grand Palais Der Artists Decorateurs, 
Paris, France 

Year 1930 

AU previous museum design up to the twentieth century 
had a certain design flaw, they were rigid in their layouts. They 
would be designed in a manner that channeled visitors into a 
maze of circulation paths, which discouraged the visitors from 
experienceing all of the objects within a collection. 

This however changed with the introduction of die 
Werkbund Exhibit by waiter Gropius. The main goal of the 
project was to meet the psychological needs of die visitor while 
meeting the functional needs of the museum as well. 

The solution was to divide die exhibition space into areas 
of different character, and arranging the displays so that diey 
followed an organized sequence from area to area. Special 
attention was paid to die visitors means of circulation by intro
ducing the use of curved walls, ramps, stairs and the use of a 

Fig. 20 

30 

&• 



bridge which created a dynamic, multileveled interior space. 
The intemal space was fiirther enhanced by the imagina

tive presentation of the objects to be exhibited as they were no 
longer confined to glass cases. It was mainly these innovations 
which greatly influenced the development of the modem mu
seum. This period also marked the revolution in museum pres
entation and these mediods have thus become a standard in the 
field. 

Fig. 21 
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ACTIVITY/SPACE ANALYSIS 
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SPACE/ACTIVITY ANALYSIS 

PERSONNEL: 

TYPICAL STAFF PATTERNS: 
1) Director 

Secretary 
Bookkeeper 

2) Assistant Director 
Curatorial Assistant 
Guards 
Maintenance People, 

3) Curator of Collections 
Clerk-Registrar 
General Assistant 

4) Curator of Education 
Teachers 
Audio-Visual Technician 
General Assistant 

5) Curator of Exhibits 
Draftsmen-Artist 
Preparator 
Conservation Specialist 

6) Volunteers 
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INTERNAL SPACES: 

ADMINISTRATIVE SPACES: 
1) Lobby/Reception/Secretary area 
2) Curators office 
3) Staff offices 
4) Conference room(s) 
5) Document storage areas 
6) File room(s) 
7) Kitchenette for employees 
8) Support 

A. Restrooms 
B. Mechanical 

ACTIVITIES: 
Lobby: Starting off with the lobby area we should 

take into consideration that it is an area mainly for the use of 
the visitor. It should be large enough to manage die movement 
of large groups of people, yet pleasant and comfortable as a 
meeting area for small groups to meet. It is also the main distri
bution point or central hub of the museum. From here visitors 
will be sent directiy to wherever they most want to go at any 
particular moment; offices, the main exhibit gallery, audito
rium, etc. must all be easily and readily accesible. Orientation 
and direction should be weU diought out so as not to confuse 
die visitor. The lobby should also convey a feeling of openness 
so as to offset the more enclosed exhibit areas. 
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Reception: The reception should be immediately adjacent to or 
even be an integral part of the lobby. It is to be mainly used for 
information and die orientation and receiving of groups. Here a 
checkroom for various personal items should also be included. 
Comfortable seating preferably with an outdoor view should 
also be included. 

Offices: These are to be typical office spaces with views 
to the exterior whenever possible. They should be secluded 
from main visitor traffic, yet accesible when necessary and 
allow enough room for up to 4 people. The Conference room 
ideally should have access from aU staff offices and shall be 
used strictiy by museum personnel. It will allow seating room 
for up to 15 persons, along with accomodations for the use of 
audio-visual aids, etc. 

Kitchenette: Large enough to house all basic kitchen 
appUances along with room for up to eight persons. Should be 
secluded yet be accesible by employees, all offices, die confer
ence room along widi an access to an exterior entrance should 
the need for catering arise. 
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REFERENCE LIBRARY: 
1) Book shelving 
2) Open/individual reading rooms 
3) Natural lighting 
4) Lecture/video audio room 
5) Copy room/storage 
6) Librarian/circulation area 
7) Support areas: 

A. restrooms 

ACTIVITIES: 
Library: The main activities taking place here wiU 

be reading and research. The atmosphere here should be one 
conducive to such tasks. Sound insulation from surrounding 
areas should be a priority along with the use of natural Hghting 
wherever possible. Views to the outdoors would be a nice 
added benefit since they stimulate thinking but are not required. 
Other amenities which are a necessity are the circulation desk, a 
small office for the librarian, and a small copy area for the 
reproduction of materials. Individual reading rooms isolated 
from the main Ubraiy are also to be included. They should 
consist of room for one person and minor storage space for 
personal belongings. A video-audio room is optional. 
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GALLERY SPACES: 
1) Permanent 

A. Large open unobstmcted areas 
B. Use of natural lighting when possible 
C. Exhibition of artifacts and objects 

2) Temporary 
A. Large open areas 
B. Use of natural hghting when possible 
C. Access to service and exterior areas 

4) Support Areas 
A. Seating (along tour path) 
B. Storage(where appUcable) 
C. Restrooms 

ACTIVITIES: 
Exhibits:An exhibit should not be thought of as a 

single interpretation of an object but radier as an interpretation 
of a subject or grouping according to a particular dieme. Ac
cording to Burcaw, in his book Intro to Museum Work, a good 
exhibit wUl have certain characteristics: 

1) It must be safe and secure 
2) It must be visible 
3) It must catch the eye 
4) It must hold the viewers attention 
5) It must be worthwhile 
6) It must be in good taste 
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Taking diese factors into consideration diere are several 
approaches to designing a good exhibit. However, as a general 
mle the combined approach is die best solution. 

In this system die curator selects bodi objects and ideas 
based on the significant objects in die collection and die prpose 
of die museum. The exhibits should be grouped in some reas-
sonable order. At the same time monotany should be avoided, 
row on row of the same technique, artistic styles, mediods of 
organization etc. 

It should also be taken into consideration diat interpreta
tion of an exihibit in this particular museum should be kept to 
an absolute minimum if not competely avoided. Exhibits in an 
art museum should be given littie or no interpretation because 
of die generally held and accepted belief that tiiat would be an 
intmsion into the viewer's private act of enjoyment, art appre
ciation being considered a matter of personal taste and personal 
emotional involvement. Some interpretation on part of the 
designer however is unavoidable, such as the choice of pedestal 
to use, the placing of the object spatially in relation to the archi
tectural details of the building, or the setting of the lighting to 
bring out the best qualities inherent in the art work dispalyed. 

Overpowering labeling should be avoided at all costs 
since they tend to detract from the object in question. 

Gallery Space: The gallery space itself should exhibit 
qualities of emotional uphfting, airyness, and harmony with the 
objects which are to be dispalyed witiiin its volume. Movable 
partitions should be used whenever possible so as to allow great 
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flexibility in the manner in which exhibits are displayed. 
Colors and materials are to be such that they don not conflict 
but rather compliment the art work which they will be display
ing. Lighting within this space should be a combination of 
natural and artificial lighting to the point where different times 
of day or seasons will influence the way in which the artworks 
are viewed or interpreted, thus allowing for a visitor to differ
ently interpret the same piece of art at differently at different 
times, from a subtie change in color to die exhilirating experi
ence of seeing what was not seen at a previous viewing. 

Storage shall be easily accessible to this space. Seating 
along die exhibit padi shall be abundant yet non obtmsive to die 
surroundings. 

Temporary Exhibits: 
Same mles of spatial quality should apply widi 

mandatory access to the receiving area. Flexibility of exhibit 
organization is also mandatory. Should in some some way read 
asa spatial zone that is separate yet part of die permanent gal
lery space. 

Security in both of the above areas is mandatory. 
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AUDITORIUM: 
1) Seating for approximately 200 people 
2) Acoustical treatment 
3) Projection room/audio booth 
4) Easy entrance and exit off of main lobby 

SUPPORT: 
1) restrooms 
2) mechanical 

ACTrvmES: 
The main use of this space will be for viewing of 

orientation fibns on history of art and of any special exhibits 
diat may be taking place at the time. Performances and plays 
are also a possibility. There shall be enough seating for 200 per
sons and placement of seating should be up to die designers dis
cretion. Space should be alloted for the use and storage of vari
ous types of audio/visual media devices as well, 

Sound insulation should be a top priority as weU as 
acoustical treatment for correct sound dispersion. Access to the 
main lobby is desired and highly recommended. 
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ART STUDIO'S/CLASSROOMS: 
1) Studio space and seating for 17 students maximum 
2) Teachers office 
3) Pin up walls and areas, display of student work 
4) Natural lighting when possible 
5) Easy clean floors 
6) Sinks 
7) Support 

A. SmaU restroom 
B. Storage 

ACTIVITIES: 
These are to be classrooms used for the teaching of 

art classes and should be designed more as studios rather than 
actual classrooms. Painting as weU as other art related tasks 
shaU take place here. For the best student/teacher ratio, classes 
should be designed to accomodate no more than 17 students at 
one time. Provisions for an office for the teacher should be 
made and said office shaU be an integral part of the studio 
space. Large pinup areas for display and critique of student 
work are mandatory. Roors should be of an easy clean material, 
and accomodations for a sink, storage, and restroom shaU be 
provided also. Natural lighting with views to the exterior should 
be considered as weU. One may consider the use of movable 
partitions too. 
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SHIPPING AND RECEIVING: 
1) Large storage 
3) Easy access to permanent and temporary exhibits 
4) Access to delivery tmcks 
5) Office for director 
6) File room 
7) Support 

A. Restrooms 

ACTIVITIES: 
The most important consideration in the design of 

this space is having access to an outdoor area, preferably se
cluded, where large tmcks wiU have easy access for deliveries. 
This area should be located off of a main thouroughfare of 
traffic. The interior shaU be more in the context of a smaU 
warehouse as to layout and circulation. An office for the direc
tor shaU be provided from where he may overlook aU proce
dures. A fileroom for important documents should be consid
ered so that tracking of incoming or outgoing inventory is effi
cient. Security here is also mandatory. 
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ART PREPARATION AND STORAGE: 
1) Large work area 
2) Large storage area 
3) Restoration equipment and tools 
4) Office 

SUPPORT: 
A. restrooms 

ACTIVITIES: 
This particular space shaU be a large workshop 

dedicated to the restoration and preparation of exhibits and 
works of art. Accommodations for a large workspace equipped 
with various tools and machinery is an absolute necessity. 
Access to the main and temporary gaUeriesand the shipping and 
receiving area is also required. An office shaU be provided 
along with a rather large storage area protected form natural 
light and any foreign types of elements. Security of the storage 
and the shop area are an absolute priority. Access should be 
restricted to aU but authorized personnel. 
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DINING/CAFE AREA: 
1) Seating and dining area for approximately 75 -100 
people 
2) Access to exterior sculpture garden (for outdoor din
ing) 
3) Access to kitchen area 
4) Views to exterior 
5) Natural hghting where possible 
6) Secluded from gaUeries 

SUPPORT: 
A. restrooms 

ACTIVrnES: 
The dining area shall provide a pleasant and quite 

atmosphere where visitors and outsiders from surrounding areas 
can come to relax, drink, and eat. Natural hght is preferred with 
views to the exterior being highly desirable. Access to the 
kitchen is mandatory and access to the sculpture garden should 
also be considered in any design solution. 
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KITCHEN: 
1) Cooking faciUties for up to 100 persons 
2) Large cold and regular storage 
3) Access to receiving area 
4) Proper ventilation 
5) Separate from other activities 
6) Employee area 

SUPPORT: 
A. restrooms 

ACTIVITIES: 
The kitchen shaU be of the industrial type able to 

handle the preparation of food for up to 100 persons. Storage 
should be amply provided along with proper ventUation require
ments. It should be secluded from the main galleries and have 
access to the shipping receiving or possibly have its own area 
set aside for food deUveries. Adjacency to die dining area is 
mandatory. 
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EXTERNAL SPACES: 

SCULPTURE GARDEN: 
1) Large, open to, exterior exhibit area 
2) Landscaping to beautify surroundings 
3) Benches for sitting 
4) Accessible from surrounding areas 

ACTIVITIES: 
The sculpture garden shaU provide an area for 

viewing and admiring outdoor sculptures as weU as a place for 
meditation, contemplation, or where one can go gather his 
thoughts in peace m an inviting outdoor environment. The 
sculptural exhibits should be in harmony with tiieir exterior 
environment and the landscaping should be conducive to in
ward thinking much in the way of a Japanese Zen garden. 
The users shaU not only be museum visitors but persons from 
surrounding buildings also. Part of this area should be set aside 
as an outdoor dining area for the museums restaurant. Benches 
should be provided for such activities as reading, eating, relax
ing, resting etc. The interaction amongst individuals is also of 
major consideration and should be promoted where deemed 
neccessary. 
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CQNTEXT/SITE ANALYSIS 
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CONTEXT 

General Background: 
The state of Califomia extends along the shore of the 

Pacific Ocean. Its more dian 1,340 miles of coastline consitutes 
nearly 3/4 of the Pacific coastline of the U.S. Bounded on the 
north by Oregon, on die east by Nevada and Arizona and on the 
south by Mexico, die total land area amounts to 158,693 square 
miles. 

CaUfomia has more people than any other state. Many 
visitors and new residents are attracted by Califomia's outdoor 
way of life. The warm dry climate of southem Califomia per
mits lightweight clodiing and outdoor recreation ahnost aU the 
year around. It is also home to 4 of the nations 20 largest cities-
Los Angeles, San Diego, San Francisco, and San Jose. Los 
Angeles, the largest city in CaUfomia, lies in the southem part 
of the state between the pacific ocean and a group of smaU 
mountain ranges. To its south is San Diego which overlooks a 
the bay just north of Mexico. Between these two cities lies 
Orange county. 

The state was named by Spanish explorers who first 
sailed along its coast in the 1500's. They named it CaUfomia, 
probably after the name of a treasure island in a popular Span
ish tale. Califomia is also known as the "Golden State" mostiy 
because its gold fields attracted thousands of miners, which 
became known as the "Forty-Ntners's," during the gold msh of 
1849. 

Statx! flijwer 
Golden poppy 

Fig. 22 
state bird 
Califomia valley quail 

State tree 
California 
i::dwo<id 
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CLIMATE 

Califomia has a great variety of climates. The soudiem 
coast has a mild climate. The climate along die coast of central 
and northern Califomia is also mild, but is generaUy cooler 
than the southem coast. Soudieastem CaUfomia is hot and dry. 

January tempuratures average 44° F (7°C). July tempura-
tures for the state average 75" F (24° C). The highest tempura-
ture ever recorded in the nation, 134°F (57° C), occcurred at 
Greenland Ranch in Death VaUey on July 10,1913. 

Most areas of Califomia however have two distinct sea
sons - a rainy and a dry season. The rainy season lasts from 
October to April in the north, and from November to March or 
April in the soudi. Yearly precipitation is greatest along the 
northem coast where it averages 80 inches or more a year. In 
Los Angeles, the yearly average is only 15 inches of rain, and 
some of the desert basins receive no rainfaU at aU. Snowfall is a 
rare occurrence along die central and especiaUy die southem 
coast of Califomia. 
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SITE ANALYSIS 

The site selected for the Orange County Museum of 
Contemporary Art is located off of die 1-405 freeway(also 
known as die San Diegio freeway) widi access via the Bristol 
street exit. 

The actual site is situated at die intersection of Town 
Center Drive and Avenue of the Arts. Direcdy ahead(north) of 
die proposed site lies die South Coast Repertory Theatre and to 
die south, across die street lies a series of smaU shops and one 
of many hotels. To the east, across the street, is die Orange 
County Performing Arts Center which houses a 3,000 seat 
theatre and to its west is the newly constmcted Plaza Tower 
Budding. OveraU, this is an ideal site for die Museum. It will be 
accessible from aU areas of die county including the John 
Wayne Airport which is only 5 minutes away. It is widiin walk
ing distance of The South Coast Plaza Shopping MaU, clubs 
and restaurants, various hotels. The Orange County Performing 
Arts Center, Orange Coimtys Freeway system and major streets 
as well. 

Opportunities for growth and the great design potential of 
the site are exceUent. The existing context is weU suited to this 
particualr building type, and its design and constmction could 
only enhance this growing area of Orange County. Fig. 24 
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SAN DIECO FREEWAY 405 

1. Sumitomo Bank Building 
2. Wells Fargo Bank 
3. Edwards Theatre 
4. Edwards Theatre 

5. Parking Structure 
6. Parking Structure 
7. Center Tower 
8. Center Club 
9. Orange County Performing Arts Center 

A. 3.000-Soat Theatre 
B. Future Expansion 

10. Imperial Bank Building 
11. The Spa At The Center 
12. South Coast Repertory Theatre 
13. Scott's Seafood Grill & Bar 

14. The Westin South Coast Plaza 
15. Parking Structure 
16. Plaza Shops 
17. P l i i ia Tower 
18. [)owney Savings 
19. Bank Of America Building 
20. Amicis Restaurant 
2 I. Commerce Bank Building 
22. El Torilo Grill 
23. Central Bank 
24. TGI Fridays Restaurant 
25. Parking Structure 
26. California Scenario 
27. Great Western Bank 
28. Edwards Cineplex 

• Denotes Sculpture 
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Level 

Yellow 

Red 

Average 
Peak Hour 

ICU % 

Green 80 or less 

81-90 

91 or above 

Traffic Flow Description 

Most drivers pass through 
intersection on one green 
light 

Most drivers pass through 
intersection on one to two 
green lights 

Most drivers must wait 
several green lights to pass 
through intersection 

As indicated on the map. the average peak hour 

ICU figure for the key Plaza Tower freeway ramp, at 

Bristol Street and the San Diego Freeway is 59. 

This is substantially lower than most of the major 

freeway ramps in the other business centers. 

cr5' 

0\ 



Fig. 27 

54 0 20 miles 
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ECONOMIC ANALYSIS 
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Internal Spaces: 

Administrative areas - 3200 sq. ft. 
Gift Shop - 900 sq. ft. 
Auditorium - (150 people) 4000 sq. ft. 
Reference Library - 2500 sq. ft. 
Gallery/Exhibit spaces - 18000 sq. ft. 
Art Studio/Classrooms - 1080 sq. ft. 
Shipping & Recieving - 2000 sq. ft. 
Art prep/storage area - 2500 sq. ft. 
Kitchen - 1000 sq. ft. 
Dining/Cafe area - 1500 sq. ft. 

Total: 36,680 sq. ft 

Other: 
Circulation and services(35%) - 16,163 sq. ft. 

Total area: 52,843 sq. ft. 
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Economic Analysis 

Total Buiding Area: 62, 343 sq. ft. 

General Construction & Materials: $95.00/sq. ft. 

Hvac: Combination heating 
cooling - $10.00/ sq. ft. 

Plumbing: Basic plumbing for 

(utility) kitchen, restrooms, etc. - $8.90/ sq. ft. 

Sculpture Garden: $60.00/ sq.ft. 

Furnishings: $ 2.00/ sq.ft. 

Total cost per square foot - $175.90 
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Building: 
Total square footage 52,843 sq. ft. 

X $175.90 
Total: $ 9,295,083.70 

Site development: 
Site development 
(1.5% of cost) $115,864.47 

Parking 
(.8% of cost) $61,794.38 

Landscaping 
(3.0% of cost) $ 231,728.93 

Outdoor lighting 
(1.5% of cost) $115,864.47 

Electrical 
(13% of cost) $119,462.17 

Total: $ 644,714.42 
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Overall Cost: 
+ 10% contingency + 

+ Adjustment for inflation 
(7% a year @ 5 yrs.) + 

Total building cost: 

$ 9,939,798.10 
$ 993,980.0 
$10,933,778.0 

$ 3,478,929.0 

$ 14,412,707.0 

Indirect Construction Cost: 

Architect and Engineer Fees 
(8.5%) 

Architect Detail Inspection 
(20% of 8.5%) 

+ 

+ 

Administration and Supervision + 
(5% of Bldg. Const, cost) 

Total: 

GRAND TOTAL: 
Building Construction Cost 
Indirect Building Cost 
Land cost 

Grand Total: 

+ 
+ 

$ 1,225,080.0 

$ 245,016.0 

$ 720,635.0 

$ 2,190,731.0 

$ 14,412,707.0 
$ 2,190,731.0 
$ 18,000,000.0 

$ 34,603,438.0 
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THESIS: 
As discussed earlier in my program, my thesis still 

deals with Santayana's 3 Aesthetic criteria of 
1) Beauty of Materials 
2) Beauty of Form 
3) Beauty of Expression 

and still state with a minor change that: 
My Architectural intent is to bring about 

through the use of geometry, structure, and through the use of 
materials of differing tactile, visual, and physical properties, a 
building whose aesthetic qualities of Form, Materials, and 
Expression become reflective of a work of Art. 

SITE/CONTEXT: 
In dealing with the site chosen I took a formahstic 

approach and have related to the existing surrounding buildings 
by continuing the wall in front of the Orange County Perform
ing Arts Center onto my site in the form of a much larger open 
grid like stmcture which divides my building in half. I have also 
continued the curvilinear form of the Plaza Tower building onto 
my building by forming a curving facade facing the street Av
enue of the Arts.( see site plan). 

BUILDING LAYOUT: 
Taking the above into account I have provided one 

major entry both to celebrate the pedestrian mall and as a mat
ter of security. Once in the circular lobby one proceeds into the 
main atrium area of the museum facing the street where an 
individual has the option of either stairs, elevators or a ramp 
which circulates around and through a curved facade which cuts 



into and through the atrium space itself. This ramp allows ac
cess to the above gallery levels also. 

Storage is below grade and is accessed from the street 
Avenue of the Arts. A service elevator is located on the South 
side of building servicing the kitchen and galleries. 

The bookstore, giftshop, restaurant, and auditorium are 
all on ground level while the galleries and library are above.(see 
floor plans & pictures of model). 

STRUCTURE: 
The structural system consists of a steel frame 

system with stone cladding. 
ENVIRONMENTAL SYSTEM: 

The heating and air conditioning system shall 
consist of a chilled water dual pipe system with a dual duct 
system with a mixing box. 
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