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Therefor we shall 
now try to clarify 
the nature of 
these things 
that we call 
buildings by the 
following brief 
consideration 
For one thing, 
what is the relation 
be1ween location 
and space? 
For another, what 
is the relation 
between man 
and space? 

-Heidegger 



P RE - PROGRAM 

p R 0 J E c T 

DEFINITION-

A space to capture the soul of its location where by its presence the Architecture 

consecrates the spirit of the land. The essentials of hour existence will become 

clear here as scientific discovery will be the discourse and the embedded history 

will be phenomenon. The Forum will house the birth of new genetic findings 

conducted by world redounded scientific researchers and will be the center point for 

announcing scientific discovery. The architecture will have a sense of presence that 

distinguishes it from a civic structure, while reflecting the same public permanence. 

The architecture will be in the spirit of the time and its inherent location. The 

architect chosen will be one who demonstrates a understanding of Renaissance 

theory in the sense of new discovery of man, yet has the ability to apply modem 

techniques in the manner of the Carlo Scarpa, Louis Kahn or Mario Botta, architects 

with a sense of human understanding. Whether it be the incorporation of light as a 

metaphor for awakening, the dealings of proportion giving sacredness to the 

structure, or creating a sense of harmony within the design that is pleasing and 

comforting. 
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The 
Simple short 
Noises stop 
You long 
Already stop 
Know echo 
About short 
Short ah , ahh 
Stop touch 
Echo bright 
Bright stop 
Touch inside 
Short 
Long stop 

R E A D A S 

Short slop long slop ed 10 short ah. ahh touch bright stop inside 

you if you listen what happens around you exists already within 

you is beautiful in The Simple Noises You Already Know About_ 

Short Stop Ed10 Bright Touch Short Long s lop echo 
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T H E 0 R y 

WHERE I AM LOCATED IN ARCHITECTURE 

p u R p 0 s E 

The purpose of this document is to bring clarity to the needs of the client so that 

the designer can design a honorable solution 

SPIRIT 0 F T H E PROBLEM 

I would like to create a place that houses discussions about scientific discovery for 

the world. This place would be the forum where the newest discoveries of the 

human body are announced. World-renowned geneticists, physicists, scientists and 

researchers here present their findings and democratically allow a glimpse of the 

future of humanity to the public. This place will also be a center for humanitarian 

debate. Discussions that explore the advancement of human evolution, I believe is 

the next step in human development and lies within the hands of us as humans. I 

take it as my responsibility to bring this topic to debate. Our advancement is within 

our own hands, our research is our creativity and the transition into post

humanitarianism is within our choosing. This is why it is so important to get the 

public excited about the research findings. Allow me to say one more thing before 

we part today. Can you imagine a world where there is no illness, hunger is without 

thought, and longevity is a matter of being? With the research conducted in the Van 

Andel Research Institute, we approach such possibilities; the forum allows a place 

for the discussion and debate of human advancement. 

-Jay Van Andel, Client 
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B A c K G R 0 u N D 

CLIENT IDENTIFICATION PHILOSOPHY HISTORY AND GENERAL 

GOALS 

Jay and Betty Van Andel could not have foreseen the course their lives would take. 

With a strong belief in family and a commitment to hard work, they were willing to 

begin with the resources at hand to chart a better life for themselves and their 

children .. . and for a great many individuals whose lives they touched along the way. 

Now in the senior stage of their lives, they have implemented plans to leave legacy 

that will touch the health and lives of generations to come. The Van Andel Institute 

is a reflection of their generosity and concern for their fellow men. It is a legacy that 

the Van Andel children are also committed to perpetuating. 
The four children, Nan, Steven, David and Barbara, were raised to share their 

parents' spiritual values and work ethic, and to believe in working toward those 

things that benefit their neighbors, their community and beyond. 

Jay and Betty brought years of dedication and tremendous personal energy to their 

many and varied interests, not the least of which is the Amway Corporation. Jay 

Van Andel and Rich De Vos founded a phenomenal success story of the American 

entrepreneurial spirit, Amway in 1959. Its unheralded growth in the decades that 

followed has been a source of inspiration and betterment for the millions of people 

around the world. Amway is a testament to an unflagging effort and a vision that 

has created the means for people to build dreams, achieve goals and help others 

help themselves. 
As Amway's presence reached around the world, so the reputation of Jay and 

Betty's Van Andel. In 1992, President George Bush appointed Jay to serve as the 

United States Ambassador and Commissioner General to Genoa Expo '92, Italy. He 

also served as Chairman of the U.S. Chamber of Commerce, was a Director of the 

Gerald R. Ford Foundation, a member of the U.S.O. World of Governors, and was 

the North American Chairman of the Netherlands American Bicentennial 

Commission. 
Their compassion has enriched lives in many ways. Local hospitals, churches, 

cultural and educational facilities, and many other organizations have been blessed 

by their generosity. Both see the world as their community and now with the Van 

Andel Cancer Research Institute, they will leave their world with an important 

legacy. 1 

1 Van Andel Cancer Research Institute. www.VAI.com. Van Andel Institute 333 Bostwick NE, Grand 

Rapids, Ml 49503 
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PROJECT CONTEXT 

The proposed Forum for scientific discovery to be built on the 6th Street Bridge in 

Grand Rapids shall be designed in a manner such that it is highly considerate of its 

surroundings. The building itself should enable one to notice the mood of the day 

while sheltered from the harshness of the weather. As a building type, the Forum 

needs a location suitable for an orator and audience but should equally facilitate 

smaller areas for informal meetings. 

PROBLEM STATEMENT 

The purpose of this program is to analyze and understand the relationship between 

man and building that occurs when experiencing architecture. Within this broad 

approach the focus will be on the nature of the space 

C 0 NS TR UC T 

Through qualitative analysis the goal is to identify the richness and complexity of 

behavior that occurs in natural settings. The data is analyzed inductively to generate 

findings. 

The concept analysis (seeks to understand the quality of space as it may be 

interpreted, the formulation of the precieved interpreter and the application of the 

analyzed space by documentuing the attributes of the space examined. 

REASON FOR THE PROJECT 

Evolution is within our hands; it is now the time and the responsibility of us to act 

now. There is no better way for the advancement of our society than to explore 

genetic research. The Form will provide an environment where those that are in the 

front of new research can announce to the world their findings. 

GENERAL D ESIGN PHILOSOPHY 
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The philosophy for this project is to provide an environment with great significance, 

one that houses discourse of equal measure. The major objective in this design is to 

create an environment that evokes the senses positively, naturally and in a socially 

acceptable manner. Time will tell the significance of the structure, though no effort 

will be lost in the spirit of its making. The design itself should evoke the spiritual 

feelings of a church while embracing the secularity and majestry of a senatorial 

chamber. The project will embrace the environment and consciously as it allows 

nature to complement its forms. The Forum will make new a place through the 

incorporation of the old. By incorporating the bridge metaphorically and 

symbolically the design will embody the diverse ideas, cultures and peoples. Their 

intersection will be the platform for the enlightened discourse of modern 

humanitarian research. 

GENERAL 

CLIENT'S 

DESCRIPTION OF 

0 PERATION 

The building will house a forum for discussion, a gallery where sculpture, painting, 

literature and other works of art can be displayed and place smaller intimate 

interactions of personal nature. Specifically meeting points where 4-7 people can 

interact. 

MAJOR CONSTRAINTS 

AND LIMITATIONS 

Non-client organizations that might affect planning 

Major concerns that affect planning are; local and federal environmental agencie~ 

that oversee development of areas near water. Specific concerns habitation of 

species near and surrounding the location of the site, where the environmental 

dangers of runoff, sewage, and other toxins may harm the region. The BOCA ' 9f 

and Grand Rapids Zoning Ordinance will be used. 
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W H E R E I AM L 0 C A T E D I N A R C H I T E C T U R E 

Figure I Left to right is Louis Kahn and Carlo Scarpa. 

Dal Co and Giuseppe Mazzariol. Carlo Sca!pa: The Complete Works. New Yori<, NY: Rizzoli, 1985. 

We are all born with a sense of what to do. Within our own singular limits 

we know instinctively that, given a sufficient opportunity to put this instinct 

into practice, we know what to do almost instantaneously, if what we do is 

true to our singularity. 
But how to do it we are not born with. We must learn to speak; we must 

learn to use tools. If you make a great virtue out of just how you do things, 

it is the least important of all. 

Louis Kahn, "On Order & Design." Perspecta 2, 1955. 
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WHERE I AM LOCATED IN ARCHITECTURE 

I N 

Dr. Jones, 

DAMIAN C 
DR MICHAEL 

STEVEN L 

DR HENDRIKA 

T H E 

D ERBY 

A J 0 N ES 

F AUL K 

B EULINCKX 

0 R y 

T R 0 D u c T I 0 N 

As I am very young in this journey of discovery about architecture, complexities often 

cloud matters that lie before me. I have come to you with the intent of developing a theory 

that geometry and nature exist in a poetic way thereby being metaphoric in their inherit 

existence in architecture. These matters include those that pertain to beauty leading to the 

design of delightful spaces. For the purpose of my research I want to demonstrate in words 

the emotions that lie within when I experience a delightful space. It is my belief that the 

essence of good architecture results from the ability to create an embryonic relationship 

between man and space. A relationship that draws on the inner most pith of the soul where 

'being' is nestled. And so I ask of you your opinion. Do you think that architecture serves 

as an embryonic relationship between Man and Space? That there is an intrinsic corporeal 

relationship occurring through a physical and mental process? I don't know; some-times I 

think to deeply. Can you shed some insight? 

Respectfully, 

Damian C. Derby 

I reveal myself, naked. I feel confident in the emotion of creation 1• I must say that 

the comfort of creation is more engaging in the process of perceiving than 

explaining. Since explanation is difficult, I resort to a miscellany of definitions to 

describe in other words more eloquent than my own. 

1 
creation The act of creating. The existence of something, and the existence of being that 

something. 
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PART ONE 

THE RELATIONSHIP BETWEEN MAN, SPACE AND LOCATION 

In discussing the relationship between man, and space, and location we must ask 

some pertinent questions. What is the nature of the space when considering its 

location and what is the relation between man and space. Heidegger asks this very 

question in his essay, "Building, Dwelling, Thinking," where he draws on the 

nature of space and the being of humans as they reside. 

Things which, as locations, allow a site we now in anticipation call 

buildings. They are so called because they are made by a process of 

building construction. Of what sort this making-building-must be, however, 

we find out only after we have first given thought to the nature of those 

things which of themselves require building as the process by which they 

are made. These things are locations that allow the site for the fourfold 1, a 

site that in each case provides for a space. The relation between location 

and space lies in the nature of these things qua locations, but so does the 

relation between locations to the man who lives at that location. Therefore 

we shall now try to clarify the nature of these things that we call buildings 

by the following brief consideration. 
For one thing, what is the relation between location and space? For 

another, what is the relation between man and space?2 

We often overlook the essence of site and its relationship to the broader location. 

Site not only speaks of and for the building and the land that it occupies, but it also 

defines the realm of its existence. The nature of the surrounding structures and 

voids, the distance from streets, the landscape topology and climate elaborate on the 

idea of site. To clarify, the juxtaposition of entities describing the makeup the 

site. 

1 Fourfold as beckoning messengers of the godhead the fourfold relates the earth, the sky mortals 

and divinities as one in a singularity of four. The fourfold is the means by which mortals dwell. 

Mortals dwell in that they preserve, saving the earth - taking the word in the sense known as setting 

free into its own presenting, one step from spoliation. Mortals dwell in that they receive the sky as it 

is. Mortals dwell in that they await the divinities as they are, hoping the hold up the divineness that 

which is un-hoped for. Mortals dwell in that they initiate their own nature, capable of death as death 

as it is a their goal. In saving the earth, in receiving the sky, in awaiting the divinities, initiating 

mortals, dwelling occurs as the fourfold preservation of the fourfold. (Heidegger, building, 

dwelling, thinking,) 
2 Leach, Neil. Editor. Rethinking Architecture. New York, NY: Rutledge, 1997 (quote taken form 

Martin Heidegger, Building, Dwelling, Thinking. P. 105-107 
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We speak of man and space, it sounds as though man stood on one side, 

space on the other. Yet space is not something that faces man. It is neither 

an external object nor an inner experience. It is not that there are men, and 

over and above them space; for when I say 'a man', and in saying this word 

think of a being who exists in a human manner - that is, who dwells - then 

by the name 'man' I already name the stay within the fourfold among 

things. Even when we relate ourselves to those things that are not in our 

immediate reach, we are staying with the things themselves. We do not 

represent distant things merely in our mind - as the textbooks have it - so 

that only mental representations of distant things run through our minds and 

heads as substitutes for the things. If all of us now think, from where we are 

right here, of the old bridge in Heidelberg, this thinking toward that location 

is not a mere experience inside the person present here; rater, it belongs to 

the nature of our thinking of that bridge that in itself thinking gets through, 

persists though, the distance to that location. From this spot right here, we 

are there at .the bridge - we are by no means at some representational 

content in our consciousness. Form right here we may even be much nearer 

to that bridge and to what it makes room for than someone who uses it daily 

as an indifferent river crossing ... 2 

2 
Le~ch, ~eil. Editor . . R~thinking Architecture. New York, NY: Rutledge, 1997 (quote taken form 

Martin Heidegger, Building, Dwelling, Thinking. P. 105-107 
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P A R T T W 0 

THINKING ABOUT SPACE 

MIND, BODY, SPIRIT 

If we consider the ability to think about space we also recognize the ability to 

perceive it. Perception is much more profound than thinking because it suggests 

interpretation of thought. Perception occurs simultaneously with thinking and 

provides the ability to evaluate the existence of space in which we dwell, dwell in 

the sense of its very nature. Dwelling is a matter of consciousness, and its nature is 

in the individual from birth. Dwelling is not merely existing, but consciously 

perceiving that which surrounds us, which is simultaneously the stimulus for the 

existence of within. 

Spaces open up by the fact that they are let into the dwelling of man. To say 

that mortals are is to say that in dwelling they persist through spaces by 

virtue of their stay among things and locations. And only because mortals 

pervade, persist through, spaces by their very nature are they able to go 

through spaces. But in going through spaces we do not give up our 

understanding of them. Rather, we always go through spaces in such a way 

that we already experience them by staying constantly with near and remote 

locations and things. When I go toward the door of the lecture hall, I am 

already there, and I could not go to it at all if I were not such that I am there. 

I am never here only, as this encapsulated body; rather, I am there, that is, I 

already pervade the room, and only thus can I go through it ... 
Man's relation to locations, and though locations to spaces, inheres 

in his dwelling. The relationship between man and space is none other than 

dwelling, strictly thought and spoken. 2 

Architecture fulfills a human need for beauty and Heidegger recognized this. 

Corporeal reactions occur when visiting successful architecture as the Kimbell Art 

2 Leach, Neil. Editor. Rethinking Architecture. New York, NY: Rutledge, 1997 (quote taken form 

Martin Heidegger, Building, Dwelling, Thinking. P. 105-107 
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Museum by Louis Khan or the Brion Tomb by Carlo Scarpa, or Mario Botta's 

Library of the Capuchin Convent. The need for beauty, for fulfillment, is the 

underlying relationship between Man and Space. Architecture resides in the 

relationship of space to thought and the nature of thought to dwelling. 

Architecture evokes emotions, in response to the surroundings. These sensations, 

give reason for architecture. The pursuit is to find what it means to experience 

architecture and then apply the process as a methodology for design. This thesis 

will focus specifically on the notion of man and space by stating that architecture is 

the combined experiences of mind, body and spirit. "The reflection on the nature c( 

the mind and of mental acts, including such problems as the relation of the mind to the 

body, personal identity through time, and the knowledge of other minds. ',3 Mind is the 

presence held of the bodily experiences and is the forethought to the spirit. The 

mind is capable of fantasy; and contains the structures of experiences, as they are 

perceived. 

Man will not accept that which is not part of eternity . .. an institution may 
have its moments when it doesn't act as well as it might, but it always will 
be there once man establishes it. It will not even last a moment if it doesn't 
answer all aspects of the inner part of man's existence. This part of man 
distinguishes itself from a rock in that the soul is present... From nature 
man gets the brain, but the soul is in the mind. (Courtesy of the Fort Wayne 
fine arts foundation. Wurman, Richard. What Will Be Has Always Been. 
New York, N: Rizzoli, 1986) 

Phenomenology is in the spirit of the mind but delights in the spirit of things. The 

spirit is the meaning within the existence of such things. The existences of things 

are capable of perception by the mind but are not fully reconciled without spirit. 

3 
~ncy~lopedia Britannica 2001. Philosophy of the Mind Database on-line. Available for Dialo& 

Bntannica.com Inc. 
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The spirit, by its nature of being is seen through the body and felt by the body. 

When the mind experiences the spirit of things, it is through bodily experiences. 

The perception of the spirit by both the body and mind is where the phenomena are 

best understood. A feeling of the sublime talces over, or the awareness of truth is 

verified. 4 

PHENOMENOLOGY 

Similarly, architecture, fantasy and memory are the guiding facilities of 

imagination; expressive details are thus endowed by the mind. This 

hermeneutical process liberates the symbolic images embodied in the 

properties, functions, and attributes of the architectonic artifacts as emerging 

from the technological point of view: the union of construction, the 

Viconian factum, with construing, the Viconian verum. This technology is 

based on the union of the real with the made, a Janus-like chiasm in which 

the techne of the logos and the logos of the techne rule the making of 

artifacts. In other words, there artifacts are produced by the converging of 

functions in a representation where reason and construction are unified by a 

conception. This union is based on a comprehension of the nature of the 

artifact's materials obtained through "anatomical" understanding, and 

produced by the exercise of detailing. That, in turn, is a reinvention of the 

real, the union of construction and reason in a fantasy; (noted: I used the 

word "fantasy," although I am aware that phantasia is a derivative of the 

verb phantasiari, which does not even have a superficial equivalent in 

English. Phantasiari is the overcoming of the disproportion that exists 

between the way we are aware of objects in the structure of experience and 

the way the same object stimulates us in the immediate of mediated 

sensations. (Frascari, 1991, Monsters, p.16) 

This beautiful notion by Frascari points out the mindfulness of life in the existence 

of material. Kahn says, "Material, I believe is spent light."5 Later he speaks of the 

mindfulness of material in where by its very presence proclaims its character, a 

corporeal trope that relates a seemingly human-less material a realm for thought. 

Using brick so makes it feel as though it is a servant, and brick is a 

beautiful material.. . The beauty of what you create comes if you 

honor the material for what it really is. Never use it in a subsidiary 

4 Guignon, Charles B. Editor. The Cambridge companion to Heidegger. New York, NY: Cambridge Univ. 

Press. 1993 Ref Phenomenology 
5 Lobel, John. Spirit in the Architecture of Louis I. Kahn. Between Silence and Light. Boulder CO: 

Shambhala. 1979. pp. 20 
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way so as to make the material wait for th~ next pers~n to come 

along to honor its character. (Kahn, between silence and hght p 40) 

In a corporeal sense brick is allowed to become and that from which it is derived 

prevails, justifying the true nature of brick; rendering it beautiful. The 

understanding of this order reveals the honor of materials only when they are used 

in the manner in which they best behave. For instance, a brick does not behave like 

glass does; brick does not allow the infiltration of light. Utilizing the same logic, 

glass cannot be used for bearing weight. 

Architecture is the manifestation in form of the order of our 

experience. It is a model of our consciousness, the fitting of 

ourselves between the earth and the sky, the patterns in which 

we relate one to another, and the physical presence of our 

institutions. The architecture of each culture is a model of 

that culture's world, not of the world's shape, but of its 

underlying form. (Kahn, between silence and light p 60) 

To understand architecture one must understand the culture in which it is erected. 

A building is not architecture unless it has meaning, meaning understandable to the 

culture. A meaningful building is a form of art. 

16 

[W]e do not directly see in modem architecture the expanding 

universe that some scientists describe, nor do we see in Hindu 

architecture the great disc, set on the backs of four elephants, 

standing on a giant tortoise swimming in an endless sea-which the 

Hindus once thought of as their world. Rather, we find in 

architecture a model of the underlying principals that govern the 

world, the forces that give shape and the space and time for its 

action. It is in this light that we can see, for example, a Gothic 

cathedral as a great model of the Medieval universe, depicting the 

boundaries of the human act, comings and goings on Earth and in 

heaven, the nature of material and of light, the forces of nature, and 

the human and divine wills as they were experienced in the Middle 

Ages. In The Decline of the West (35), Oswald Spengler described 

the architectures of each of several cultures as expressions of their 

worldviews. (Kahn, between silence and light p 60) 

-



CHARACTER OF MATERIALS 

PERSONALITY 

"In human consciousness it is the creative force that takes an active role in making 

through art what nature does not make," (Kahn, Between Silence and Light). In his 

conversations with the brick, Kahn asks, "Brick, what do you like?" Similarly, 

Kahn begins the design of any of his buildings by asking the same question: "What 

does this building want to be?" The notion of 'want' describes a personality unique 

to the nature of the object; one that must be recognized when designing and 

construing a building. This internalized conversation within invokes Kahn's 

intuition regarding the 'genesis' of creation. 'Creation,' Kahn says, "is something 

that takes place every moment, something which we have direct access to and 

which we can participate in." 
Experiencing architecture intrinsically involves the spiritual understanding of 

oneself. The interaction of solid and void reveals their polar differences. While 

one is the occupation of space the other is the form by which space is defined. 

Solid and the void are of importance because of their relationship to architecture. 

The solid assures us of strength, gives a sense of weight, the power and fortitude to 

stand proudly. The solid is the feature from which voids are created. The void 

reminds us of shelter, because of its ability to be enclosed. Void also relies on the 

solid for its strength so that shelter can be comfortable for its inhabitants. Void also 

relies on solid for its definition and role. Solid and void are in a harmonious 

opposition with void politely yielding to solid in a cohesive existence. 

The body in architecture is the presence of the individual in a corporeal sense. The 

body houses spirit and is the place where the mind dwells. The body is separated 

from the spirit and mind, thus rendering its mortal character. However, body as an 

experience can be either mind or spirit or the two. The body exists as an experience 

exists in the theatre of the mind 1; objects are given corporeal character, such as "the 

leg of the chair." This union of body and mind is based on a comprehension of the 

nature of the materials through an "anatomical" understanding, and produced by the 

work of detailing. Similarly, fantasy and memory are the guiding facilities of 

imagination; expressive details are thus endowed so by the mind. 

CORPOREALITY 

The process of demythization in architecture, which began during the 

Enlightenment, refuses the corporeal nature of building and focuses on the limited, 

functional view of the dimension of the constructed environment (Frascari, 1991, 

Monsters, p.9) 

1 theatre of the mind is the perception of the individual through the senses. An understanding by the 

nature of perceiving and conscious conclusion. 
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The embodiment of myth in architecture serves to reduce what Blumenburg 

(1985) calls the absolutism of reality, creating a breathing space, making a 

symbolic niche that protects the human animal symbolicus from the 

fundamental anxiety activated by the relationship between his biological 

nature and the natural environment. (Frascari, 1991, Monsters, p.9) 

SYMBOLS AND SPIRIT 

Myth is a tool used to evoke an understanding of the existence of something, things 

that are not yet understood. In ancient architecture, the notion of god is often a 

graphic generator in the development of a building. The bodily developments of 

details were also given to the gods as sacrificial references. Myth in this sense is 

the logic for representational meaning. 

We may be closer to the essence of created objects if we know the will behind their 

origin. While spirit is the stimulus for virtue it is present neither here nor there, but 

within and simultaneously projected on to the object being evaluated. The spirit, 

according to Frascari, is a Janus like chiasm where they are both interacting 

together though not necessarily simultaneously. "I know Dr. Jones, I visit him 

often." However while I may know Dr. Jones personally, in my dealings with him 

my knowledge is only of our interactions and thoughts I have, as I perceive him. 

Accepting meaning within things and an understanding of their relationship helps to 

guide Implications of things symbolic are simply understood though the meaning. 

Understanding results from something that may be felt rather than known, but of 

course not always. A swastika has a powerful meaning for Jews and those who 

lived during WWII, but also is used as a stop sign. The symbol is one that narrates 
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the spirit of things its implication are understood and accepted as representational 

keys to a time specific empowering its meaning. 

ANTHROPOMORPHISM, IN TERMS OF THE TROPE: 

The trope principally used in anthropomorphism is metonymy, a unity of 

contrasting elements that forms a conventional sequence through which 

sense is displaced or deferred. Metonymy was commonly used within the 

tradition of architectural practice; indeed, its remains are still present in the 

commonplace of everyday architectural office talk: "The footprint of my 

baby does not fit the geometry of the new site." In the above expression, the 

human body is the appropriate creative expression for the development of an 

architectural form. In this way, we acquire useful tool for activating the 

imagination and applying the meanings and reasons that are necessary in 

architectural production. (Frascari, 1991.) 

ARCHITECTURE AS AN EXPERIENCE 

But the details tell nothing essential about architecture, simply because the 

object of all good architecture is to create integrated wholes. 

Understanding architecture, therefore, is not the same as being able to 

determine the style of a building by certain external features. It is not 

enough to see architecture; you must experience it. You must observe how 

it was designed for a special purpose and how it was attuned to the entire 

concept and rhythm of a specific era. You must dwell in the rooms, feel 

how they close about you, observe how you are naturally led from one to the 

other. You must be aware of the textural effects, discover why just those 

colors were used, how the choice depended on the orientation of the rooms 

in relation to the windows and the sun. (Rasmussen, Experiencing 

Architecture. p 33) 

ARCHITECTURE EXPERIENCED AS COLOR DEFINED BY LIGHT. 

Without light physical objects go undistinguished just as sounds are made echo's 

are herd. Color through light brings forth the inherent personality of an object to 

surface and reveals its beauty. Color, in shade and shadow make white tum to gray, 

and prisms of pink change to yellow in a morning shower of light. Color intensifies 

19 



-

detail; it defines comers, darkening slowly as it moves away. The colors of wood 

are majestic when smoothed and coated with oil. Ash white will become an 

illustrious amber that seems to swell in light. The individual grains are revealed as 

the daylight passes selflessly across the wood. 

SCALE AND PROPORTION 

When I was young I would build a fort in my room with four dining room chairs 

and a blanket draped over them. With my flashlight in hand and my drawing book 

at the ready I had a whole world that I created a space defined by the blanket and 

the pillars of the chair backs encapsulated my universe. My size was ideal for the 

placement; the blanket reaching the floor encapsulating my world totally, totally 

private. At that time it was a great delight to create spaces that fitted my size. 

Since the dining room chairs were uncomfortable at meal times, I found it only 

fitting that they now bolstered my own world. What was wonderful about this 

space was that it only mirrored my size and not the older children in the house but 

that it was portable and re-creatable anywhere I wanted. I could carry out the 

blanked and drape it over my desk and have a similar space, suitable only for me. 

Space appropriate to proportion is as necessary to me now as it was when I was 

young. Create interesting, comfortable and pleasant spaces are key factors that 

allow one to dwell mindfully. 

I recognized this when I visited Palladio's Villa Rotunda; the rooms fatness6 

somehow seemed appropriate to my size, as were also the window size, or the door 

height, even the ceiling vault and the combination of it all. I was delighted by this 

space, delighted as I had been when I was young. 

What is profound about experiencing architecture are those ways by which it can 

affect us; the experiences are recognized and understood through body, mind and 

spirit. The effects consciously or subconsciously felt are stimulated by: (I) Radiation; in 

terms of light, color and reflection. (2) Proximity; involving distance and time. (3) Adjacency; while interpreting the position 

and sequence of the space. (4) Flow through; movement through space in relationship to the closure of surroundings. (5) 

Proportion; the relationship of size, the amount of objects and the arrangement of them in space. (6) Progression; space 

sequence. (7) Sound; acoustics and the presence of reverberation. (8) Texture; dealing with surfaces. (9) Memory, noting the 

presenci;s of history i? _the place and (or) object. (10) Divinity; a sense of spiritual presence within a building seeming 

u_ne~plamable. (11) S~mt, complementary to the vernacular culture and cognizant of the present era. (12) Sacredness, spiritual 

significance. ~J3)_We1g~t, s~nse of mass and stability where by its presence evokes gravity (14) Smell; the ambient bouquet of 

the s';11TOundmg m which 1t evokes allure or nostalgia. (15) Perception; the interpretation of the space and how ii ~ 

expenenced. (16) Enclosure and Transparency, the surrounding which may delineate space and draw boundary, or the 

transluce?cy of the enclosure. (17) Atmosphere/ambiance (18) Unity, as summation of the body of architecture with its 

surroundings. (19) Enchantment, harmony of being. 

6 F . 
atness ts a tenn used when describing space. Particularly used in space syntax analysis indicating 

the length and width of a space. 
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p A R T T H R E E 

BUILDING ARCHITECTURE THAT EMBODIES THEW A YS SPACES AFFECTS YOU 

DEMONSTRATED BY THREE ARCHITECTS WHO HA VE ADDRESSED THE ISSUE. 

B 0 TT A, SCARPA, KAHN 

A DEMONSTRATION OF THE THEORY 

A D I A T I 0 N 

IN TERMS OF LIGHT 

"The chinks in these panels create a curious transparency and a checker light in 

patterns that seem to suggest Oriental ideograms."1 

Within the chapel at the site of the Brion Tomb, fortified walls carry the roof above 

with accordance of the daily sky and pierce the opening and capture a slice of the 

sun. There cannot be a more beautiful glow than that one framed by the truncated 

ziggurat. Consistently God shines a heavenly brilliance into the chapel of the Brion 

Tomb. Heavenly the glow transcends and embraces the golden altar as the 

patterned floor and detailed walls bow in honor of lights presence. 

1 Poligrafo, Vinice. Editor. Carlo Scarpa Complete Works Rizzoli, New York NY. 1985. pp 99 

In Scarpa's Posssagno Plaster-Cast Gallery, Scarpa was speaking of the adoration of the sun 

juxtaposed against the sky and in composition with materials and forms illustrates Scarpa's 

sensitivity for the handling of light and the effects of the light as a spatial element. From this 

embellishment of light Scarpa utilizes the environment for what he calls "the culture of the eye." 
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Figure 2 Brion Chapel, Los, Sergio. Gano Scarpa. Koln, 
Germany: Benedikt Taschen, 1994 

Figure 3 Brion Chapel, Los, Sergio. Carlo Scarpa. Koln, Gllt1Ml 
BenediktTaschen, 1994 



Figure 4 Los, Sergio. Carlo Scarpa. Koln, Germany: Benedikt Figure 5 Los, Sergio. carlo Scarpa. Koln, Germany: Benedikt Taschen, 1994 

Taschen, 1994 

R AD IAT I 0 N 

IN TERMS OF COLOR 

At the site of the Brion cemetery, there is an awning that stretches modestly but 

distinctively overhead. At a little above human stature, one is reminded of a calm 

pond with the presence of sentinel trees whose branches fan out allowing their 

fabulous emerald to become the color of the water. I can see myself in the sparkling 

water. The reflected light suggests tranquility, an emerald awning of reflection 

shimmering above the Tomb of Giuseppe Brion. 
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Figure 6, Los, Sergio. Carlo Scarpa. Koln, Germany: Benedikt Taschen, 1994 

"I wanted to capture the blue of the sky," Scarpa said, justifying his original approach 

to the design of the window openings in this building. "1 

R A DIATI 0 N 

IN TERMS OF REFLECT! ON 

Reflection becomes the mood as one passes though the side door of the chapel of the 
Brion Tomb. A square of concrete is there and exists as if it holds the world, and the 
water around is a reminder of lost times. The pool is metaphor of my existence here 

1 Nakamura, Toshio. Editor. Carlo Scarpa architecture and Urbanism. Tokyo, Japan: a + 1 

Publishing Co. 1993 
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and as a passing a breeze interrupts the changing images, the stirring memories reveal 

the frailty of life in its ripplin surface. 

Figure 7 Los, Sergio. Carlo Scarpa. Koln, Germany: Benedikt Taschen, 1994 

"The condition of the building seems unusual, balanced between the last 

cultivated slopes of the hill and the natural, wild countryside around it. The 

light penetrates inside the comers which delimit the house's volume, revealing 

its interior environment of glass surfaces and transparent views . .. Sunlight 

reveals the long straight profile of the roof, slightly broken by the discrete 

shapes of skylights, drawn against the background of the hill behind. On 

approaching the building, the light seems to dig away is the base of the big 

wall: the sun penetrates into its cavities, molds its edges, explores its surfaces, 

now glass, now smooth and solid." 2 

2 Pizzi, Emilio. Edttor Mario Botta The Complete Works. Zurcich, Germany: Artemis Verlags-AG. 1993. 

Single-Family House, Riva San Vitale (Ticino) 1971-73). Speaking of the condition of light against 

the volume of spaces delineating the edges and defining openings. Just as an observation this 

residence has a tremendous amount of flow-through enabling light, vision, circulation and ventilation 

to pass though form and space. Often in this house these points of flow-through are delicately 

articulated by a framed opening. Noting the coordinates used in this house one almost floats as the eye 

travels along the defining lines of solid and void. 
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PROXIMITIES 
IN TERMS OF TIME 

''With the creation of the Brion Tomb, Scarpa's struggle against !Ix 

habits of time completely sheds its makeshift character. The entin 

project was conceived as an endless work, intended to interpret only !Ix 

time of maturation of the alchemy, the experiments, the expedients hr 

which the language of its own composition is nurtured ... a place & 

enchantments, celebrating in unrepeated fashion the primacy of !ht 

instant, which is the quest of Scarpian composition."1 

In Terms of Scale 

Field of Vision 

It is said that the human eye has a normal field of vision of about & 

degrees and that when we gaze at an object intently this field of visioni 

reduced to only 1 degree. According to the views of the nineteeni 

century German architect H. Martens, which are explained in ~ 

1 
Nakamura, Toshio. Editor. Carlo Scarpa Architecture and Urbanism. Tokyo, Japan: a+: 

Publishing Co. 1993) 



Bulmenfelds's paper, "Scale in Civic Design, the human eye looking 
straight ahead, has two thirds of the field of vision above the eye-level 
plane, with the visual angle above the eye-level plane being about 40 
degrees. If part of the sky area is th be brought into the field of view, 
one can see a building as a whole at an angle of 27 degrees when D/H = 
2 (D being the distance from the building to the observer and H being 
the height of the building).7 

As stated by Elbert Peets and Werner Hegemann quoting their book 
American Vitruvius, one "should be separated from the building by a 
distance equaling about twice its height, which means he should see it at 
an angle of 27 degrees." 

D/H<l 

(8"-12") 

~j ~ 
When D/H is less than I, the 

reverse space, the space 
between the two faces, 
attracts one's attention 

D"/H" = 2 

D'/H' = 1 
(4') 

l • -

D"/H" = 3 

D"/H" = 1 

(6') 

ll 
D"/H' is less than I, the 

reverse space between two 
people attracts ones attention. 

D"/H" = 4 

_J__ 

7 Ashihara, Yoshinobu. Exterior Design in Architecture. and Nostrand Reinhold Co., New 

York NY. 1970 
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"The final synthesis, in the clarity and simplicity of the foundation froc 

which the design is derived, soundly expresses the idea of a ne1 

relationship between man and the environment, one more attentive I~ 

ancient values but at the same time capable of generating new cultural 

expressions. The building was constructed solidly around thest 

principles, using an extraordinary richness of spatial relationshi~ 

between its component parts"2 

1 
Nakamura, Toshio. Editor. Carlo Scama Architecture and Urbanism. Tokyo Japan: atl 

Publishing Co. 1993) ' 
2 

An e_xcerpt from ~e junior High School (Middle School), Marbio Inferiore (Ticino) 1972-71 

Speaking of the spatial relationship between its parts. 
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ADJACENCY 

POSITION IN THE SEQUENCE OF SPACE 

"Each of the eight teaching nuclei presents the proper conditions for the 

independent organizations of leading activities favoring groups working 

together. Within each nucleus, in addition to classes on the first floor 

which look outward, there are spaces for the teachers on the ground floor 

and special sky lit classes on the top floor. The great internal cavity that 

runs the length of the building constitutes the main means of relating the 

nuclei with each other, and with the more properly common areas of the 

library and the auditorium located at the extreme southern end of the 

construction." 1 

1 An excerpt from the junior High School (Middle School), Marbio Inferiore (Ticino) 1972-77. 
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FLOW THROUGH 

MOVEMENT THROUGH SPACE IN RELATIONSHIP TO THE CLOSURE OF 

SURROUNDINGS 

It is possible to enhance a sense of enclosure by providing inside comers of 

instead of outside comers of exterior space. In this instance the grid pattern of 

streets that result in vertical openings at the comers, mitigate the effect of any 

planned enclosed feeling. 

Upon entering the Chapel of the Brion Tomb, the allure is immediate. My eyes 

fixate on the refined details but it is the sum of the whole that attracts me. The 

space in front contains a porthole where the sacred meets the secular. It is 

circular and reminds me of my body, I feel my being. Square and rectangular 

openings allow light to penetrate through translucent alabaster panels. Others 

stand like parishioners at the periphery, honoring the passing of ones beloved. 

They are humanly scaled, their width agreeing with mine though their height 

stretches higher. This room is not a sanctuary, but a threshold into a world 

unvisited. Here the mortals and s irits meet. 
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"There is a state of reciprocal penetration, as it were, between that which 
is situated within and that which is situated without, a state which tends 
to smooth over the sense of fractured laceration that typifies other 
constructions nearby .. . The entrance, which is a suspended metal 
walkway leading from the hillside to the upper part of the tower, gives 
us a clear measurement of the detachment of the natural environment 
from artificial environment, a detachment of which we are constantly 
aware as we descend the stairwell, penetrating the areas created within 
the large internal volumes of the building.

1
" 

"All internal rooms relate to each other through double-height spaces 
that follow one another from one floor to the next, penetrating and 
overlapping. "2 

• 
• 

- . • • 
• • • • 

1:: ~ 

.. 

. .. 

• 

• • 

-
• • .. 

• 

• 

.. 
• • 
• • 

In th~ diagram on the. left the exterior organization permeates the enclosed space. lo 
~e '!iagram on th~ nght the exterior separates the outside from the inside as pure 
mtenor space. While the space enclosed by walls look like interior space the diagram 

1 An ex~erpt from the Single-Family House, Riva San Vitale (Ticino) 1971-73). Speaking of 
~e coexistence of nature '.111d struc~e and their un-obstructing relationship. 

An exceT?t from the ~mgle-Fanuly House, Riva San Vitale (Ticino) 1971-73). Speaking of 
the penetration of space mto each level and the space 
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on the left illustrates the infiltration of the exterior and is quite deferent than pure 
interior space. 

The galleria Vittorio Emmanuelle II, 
Milan, Italy helps illustrate the point of 
the exterior space permeating the 
enclosed interior space. 

-See footnote 8 

PROPORTION 

Analyzing the relationship of size, the amount and the arrangement of objects in 

the presence of space. 

8 Ashihara, Yoshinobu. Exterior Design in Architecture. and Nostrand Reinhold Co., New 

York NY. 1970 
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I' 2' 3' 5' 6'+ 

Wall height is closely related to the height of the human eye. A 1-foot· 

high wall has almost not enclosed force, although is can serve as a 

divider of areas; it also provides a place on which one can sit a little 

while or can place ones foot for rest. The impression created by such a 

wall is, at any rate, informal. A 2-foot-high wall is not fundamentally 

different from the I-foot-high wall; it provides a sense of visual 

continuity but has almost no enclosing force; one may be inclined to 

half-lean against or sit on such a wall. Further, a 3-foot wall does not 

change the situation radically. When a wall becomes 4 feet high, 

however, it conceals the greater part of one's body, generating a sense of 

personal security; although it thus takes on the character of a space 

divider, it still provides a sense of visual continuity. When a wall 

becomes 5 feet high, it has some real enclosing force, canceling, 

perhaps, the whole body except one's head. When a wall exceeds 6 fee~ 

it can conceal one's body almost completely and so acquires a strong 

enclosing force in most cases. Thus, a feeling of enclosure is obtained 

when a wall exceeds a man's height and breaks the visual continuity of 

the floor. 
Low walls are primary used as dividers of areas and do not have much to 

do with creating an enclosed feeling, weather they are used to form 

inside right-angled corners or independently to make straight walls. 

They are effective when used as edges along elevated floors, streams, or 

shrubbery.9 

9 
Ashihara, Y oshinobu. Exterior Design in Architecture. and Nostrand Reinhold Co., New 

York NY. 1970 
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Low walls used as 
dividing areas help 
separate spaces without 
visual barrier. 

PROGRESSION 

SPACE SEQUENCE 

_I_ 
JE 
==i:c 
-==:J::c • :=J::C • 
==ic • 

• 

_?_ct_ • 
' 

r\ 

\L 
"Looming over the entrance opened up on one side of the old cemetery, 

the boughs of an Atlantic cedar usher the visitor into the "propylaeum", 

access being provide by steps leading up to the level of the tomb. These 

steps are slightly off axis. They fit into a compositional pattern devoid 

of symmetry, and this relationship is again confirmed in the case of the 

circular apertures beyond. They thus have the function of guiding the 

visitor in the direction best attuned to the inner pathways. Apart from the 

"propylaeum" entrance, access to the Tempietto which is surrounded on 

three sides by water, is also provided by a second entrance aligned with 

the gateway to the existing cemetery. This entrance, paved with thin 

concrete slabs and protected by a heavy reinforced concrete gate sliding 

on rollers, leads to the "narthex" of the Tempietto. Here, on the far side 

of a narrow hall space, separated by an arch partly sunk into the paving, 

opens out the confined space ofthis tiny chapel."1 

1 Poligrafo, Vinice. Editor. Carlo Scarpa Complete Works Rizzoli, New York NY. 1985. In 

Scarpa's Posssagno Plaster-Cast Gallery, Scarpa was speaking of the adoration of the sun 

juxtaposed against the sky and in composition with materials and fonns illustrates Scarpa's 
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SOUND 
REVERBERATION Eco ACOUSTICS 

TEXTURE 
IN TERMS OF THE MEMORY 

"Carlo Scarpa's touch manifests memory and focuses the gaze: in the 
detail, he regenerates the space of the moment and the instinctive insight 
of observation. The quality of the fragment is thus essentially the 
outcome of discontinuity and not achieved in the perspective realms of 
arrangement." 2 

WALL TEXTURE DETAILS 

~I 

sensiti~ity for the ~andling of li?~t and the effects of the light as a spatial element. From th~ 
~mbellishment of l~ght Sc~a utilizes the environment for what he calls "the culture of the eye." 
N~~ura, Toshio. Editor. Carlo Scarpa architecture and Urbanism. Tokyo Japan: a + u 

Publishing Co. 1993 ' 
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DIVINITY 
"In Oriental tradition with the coupling of stone to water. The stone lapped by 
water is the symbol in Oriental art that expresses the springing of the mystery of 
life . .. Water is thus the element of symbolic meditation between at the 
architectural components. As such, it also has the function of 'protecting' the 
architecture by ritualizing its materiality. There is good reason, .. for noting that 
the decorative theme unifying the architectural components of the tomb, the 
continuous denticulate molding, continues below the water level of the water 
surrounding the Tempietto. In this way the architecture is shown to sink its 
"roots" into the ground, veiled only by transparency. These roots are both 
rendered visible and protected by the water. As if to reproduce an ancient ritual, 
the architect seems in this way to commit the care of the edifice's foundations to 
water, and hence to consecrate it to mother goddess, the protectress of things 
against the ruin wrought by time."1 (Scarpa, Brion tomb complete works p69) 

THE S P I R I T OF THE P L A C E 

I " n 

SACREDNESS 

A gentle ramp leads up from the arcosolium to the propylaeum. We cross 
it and come to a glass door that opens by disappearing down below the 
paving:2 It slips into the water below, and we cross this "magical" 
threshold to an unroofed catwalk that stretches into the broad pool 
concluding the compositional sequence. At the center of this pool, 
embellished with water plants, rises a little pavilion made of varied 
materials. The rectangular wood roof is borne on slender uprights slivered 
with metal and casts shadows over the interplay of fantastic plastic forms 
and dwarf vegetation. The island where the pavilion is set offers an 
unbroken view of the burial places bounded by the long sloping wall and 
evokes the atmosphere of a Buddhist garden. 

2 
As you plun~e the glass door into the floor the bowing action is a metaphor to the sacred 

entrance, cross~~ ~ut o~ the world of mortal and into a new world of divinity. Scarpa represents 
the world of di~~~ w_ith a broad pool where you seemingly float upon a raft of concrete. The 
new world of divlillty displays their portrayal by lofted coffins as mortals elevating to ascension. 
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On observation the entire complex as a whole, one finds the symbolism heralded 

in the aedicule to be clarified, and enriched by fresh attributes and less evident 

elements. In the pool surrounding the little mediation pavilion there is a first 

symbolic element, placed so as to emphasize the importance of water to the 

allegory of the whole work. This element is made of pieces of stone, cross

shaped, and seems to rest on the surface of the water. It makes use of a device 

typical of Scarpa's architecture and employed in earlier designs... implies the 

relation of labyrinth to cavern, the architectural grotto hewn out of rock. But we 

have already seen how the cavern contains the 'place of passage' manifesting the 

meeting oflife with death."(Scarpa, Brion tomb complete works p68)1 

Virgilio Gilardoni, referring to the Capuchin Monastery in Lugano, wrote that 

"Mario Botta is one of the few architects who has perceived the true beauty of the 

early Cisalpine Romanesque Barbaric epoch as rustic art in stone, wood and iron 

which comes from these Celtic-Ligurian lands.-an art that is completely deferent 

in its almost sacred approach to the spirit of the materials from urban crafts that 

are reduced to being a gross imitation of the so-called 'minor' arts. 1 

"Significantly, the water flows toward the great basin, gushing out from the very 

spot where the "arks" rest, under the protection of the "arcosolium." Springing 

out from the place of death, it flows around the "isle of meditation" on which 

stands the pavilion that Scarpa forms of youthful women. The liquid element thus 

fuses imaf es of both beginning and ending, representing the coinciding of first 

and last." (Scarpa, complete works p 69) 

1 Poligrafo, Vinice. Editor. Carlo Scarpa Complete Works Rizzoli, New York NY. 1985 
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SPIRIT OF THE PLACE 

MONUMENTALITY 

B 

N-space 

A 

When an object A and the reverse space B 
balance each other beautifully, monumentality is 
enhanced. 

When other objects encroach the space6 
reverse B emerge around the same objtl' 
reducing monumentality.1 

WEIGHT 
''The column. Reduced to a straw in much modem architecture, it has 
progressively recovered in Botta's vocabulary the volume, weight and 
emphasis of a cylindrical wall. The two gigantic columns in the 
entranceway of the Noseda House in Ligrignano are exemplary .... Their 
girth is rather connected to elements, which might be described as 
expressive or symbolic. Here it is not crucial to calculate how much the 
column can bear but to exalt the fact that they do bear. These columns are 
the decedents of ancient Atlases, who bore nothing less than the entire 
world."2 

SMELL 

I am always reminded of my elementary school when I go into a library because 

the aroma of old books penetrates old memories. Though twenty-three, instantly 

return to my elementary school where I grew up and the playful mischief boy that 

I was. And there are always particular scents that occur when in natural 

surroundings whether near a stream, or in woods breathing the bouquet of near 

pines the harmony of each place is calming. 

2 
An excerpt from the introduction by Tita Carloni, for (Mario Botta The Complete Works volume 

1 1960-1985). 
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PERCEPTION 

THE ORGANIZATION OF SPACE How IT SEEMS 

"The slope of the wall has in addition the function of bringing out the 
difference in the levels between the plane of the surrounding countryside 
and that of the meadow, with the built structures of the tomb either rising 
above it or being sunk below it. To anyone studying the structure from 
outside, the boundary wall constitutes a barrier. On the skyline stand out 
the decorated top of the Tempietto with the peak of its roof projecting like 
the prow of a ship, the roof of the aedicule abutting the wall, and the 
silhouette of the cypresses. But for someone inside the wall, it appears as 
a slender line, framing the landscape and "commenting" on its distant 
reaches." 1(Brion Tomb Scarpa complete works p99.) 

ENCLOSURE 
BOUNDARY VS TRANSPARENCY 

"The body containing the chimney is wedged into a recess of the western face that 
redraws the geometry of this side of the dwelling." 3 

TRANSPARENCY 

There is a certain transparency when approaching the interior entrance wing of the 
Brion Tomb. I am lead to an enclosure, then ascend four treads. Facing me are 
two interacting circles. Their overlap is proportional to my body, and I hold a 
certain affinity for their buoyancy. I can see clearly past them across the meadow, 
symbolic of the transparency of life. How quickly we could move to the other 

side. 
The construction's shell becomes progressively emptier of internal 
divisions as it rises, and offers transparency that allows the observer to 
perceive, looking through the house, the continuity of vegetation which 

surrounds it. 1 

1Poligrafo, Vinice. Editor. Carlo Scarpa Complete Works Rizzoli, New York NY. 1985 
3 An excerpt on a Single-Family house, Cadenazzo (Ticino) 1970-71. Speaking of the chimney 

detail. P 23 no 4. 
1 An excerpt from the Single-Family House, Riva San Vitale (Ticino) 1971-73). Speaking of p. 
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E N C L 0 S U R E 
SPACE DEFINED BY HORIZONTAL ELEMENTS 

Base Plane 
A simple area of space can define place by a 
horizontal plane lying as the figure on the 
contrasting background. 

Base Plane 
Elevated 

The horizontal plane is elevated above a 
lower plane in such a way to define a place. 
The raised plane creates a visual plane 
between the background and area defined. 

Base Plane 
Depressed 

The horizontal depressed plane creates a 
visual and felt separation amongst the 
surfaces. 

Overhead 
Plane 

The horizontal plane located above 
helps to delineate the space between 
itself and the lower level. 

ENCLOSURE DEFINED BY SURROUNDINGS 

Ecclesiastical structures whose walls do not 
allow penetration of space are self-contained 
such that one can practice religious rituals 
inside the space. In the Christian church, the 
alter is in spatial terms an obelisk placed in 
the summit of the crossing axis within the 
structure. In a Japanese shrine the spatial 
layout differs in that is totally secluded from 
the outside. A barrier wall designates the 
space where the shrine is located and is 
removed from the entrance much like that of 
Christian alters. 
Though similar as Ecclesiastical structures 
they differ as the Christian church often 
abuts on streets and a Japanese shrine are 
always surrounded by fences. 
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Charettes Cathedral surrounded by N-space10 Neiji Shrine, Toyko, Japan 

ATMOSPHERE 

PLACE CREATED BY THE ENVIRONMENT 

The same space gives a 
different impression 
according to the way rain; 
wind or sunshine may affect 
the area. 

When a family on a picnic 
blanket spreads out to have a 
meal a place is created 
seemingly carved out from 
nature. 

When a couple walks through 
the rain together the open 
umbrella instantly creates a 
worM of i11st ''vo11 ::incl me:." 1 

JI 

- -~ 

~ 
~ 

/ 

10 Ashihara, Yoshinobu. Exterior Design in Architecture. and Nostrand Reinhold Co., 
New York NY. 1970 

11 Ashihara, Yoshinobu. Exterior Design in Architecture. Van Nostrand Reinhold Co., New 

York NY. 1970 
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"Here in his most significant projects, Scarpa shows he has assimilated the 
essence of the relation between softness of focus and clarity of outline so 
characteristic of Japanese architecture."

2 

ENCHANTMENT 

" In the light of these connections, Guenon states that, 'Understood 
literally, measure refers principally to the sphere of continuous quantity, 
i.e. most directly to things with spatial quality' . .. This amounts to saying 
that measure refers ultimately both to extension and to what is 
conventionally termed 'bodily matter' because of the quality of extension 

h. h . ·1 "12 w 1c 1t necessar1 y possesses. 

"In many ways it has the charms that emanate from ancient monuments. 
In antique cultures, no one was able to calculate with precession the 
necessary dimension of the various architectonic elements. Empirical 
experience was fundamental and the symbolic or figurative values of 
things were given great importance." 

4 

If there is an overlap between the concepts of 'matter' and 'measure' on the plane 
of that which is perceptible, the matter which is produced as manifest, perceptible, 
is an illumination cleaving the darkness--it is the cosmos emerging from chaos. 
Being that which emerges from chaos as order, the determinations of matter are 
essentially geometrical. Geometry is form of knowledge that measures order, 
which makes matter perceptible. 
But as Coomaraswarny shows, the meanings of order and ornament are fused in 

the concept of cosmos. The evident difficulty of perceiving this original 

connection stems, as Coomaraswamy affirms, "from the limited modem 

development of the concept of art, born of the confusion between the (objective) 

beauty of order and (subjective) pleasure, further fostered by uneasiness over 

enjoyment." (A.K. Coomaraswarny, Ornament, 1939, Selected Papers, ed. R. 

Lipsey, Princeton, 1977, p.252). by (Nakamura, Toshio. Editor. Carlo Scarpa 

Architecture and Urbanism. Tokyo, Japan: a+ u Publishing Co. 1993) 

2 
Poligrafo, Vinice. Editor. Carlo Scarpa Complete Works Rizzoli, New York NY. 1985 

3 Quote taken from (N~~ura, Toshio. Editor. Carlo Scarpa Architecture and Urbanism. 
Toky_o, Japan:_ ~ + u P~bhshing Co. 1993) Who quotes Ibid., pp. 30-31 

4~ohgrafo, VlDlce. Editor. Carlo Scarpa Complete Works Rizzoli, New York NY. 1985 



'"I he dlfterentlatlon of "order" from "chaos" thus rmphes "decorauon . (Ct. 1010., 

p.249.) 

In the wake of these conclusions, it emerges clearly that the concept of 

decoration can be associated with a very different order of significance from those 

commonly ascribed to it by modern formal vocabulary. What has happened is 

that the tradition's valid principle that nothing is useful unless it is honest 

(measured) has been gradually replaced by the conviction that nothing is honest 

(functional) unless it is useful. 

This inversion has produced a misunderstanding of the value of ornament. 
To modern culture and design, decoration and ornament appear as not 
necessary components of matter revealed, delivered from the 
indeterminacy of unmeasured quantity . . . The significance of ornament 
emerges when matter is no longer considered a mere means, hence a 
product. The reduction of material to a means is the end result of the "out
reaching hand" of modem technology, in its relation to things in action. 
The details Scarpa designs can only offer a precarious resistance to the 
technological destiny of ornament, but they have the merit of evoking 
thoughts of the distant roots, which this destiny has severed. 13 

13 Nakamura, Toshio. Editor. Carlo Scarpa Architecture and Urbanism. Tokyo, Japan: a+ u Publishing Co. 

1993)(pp37-38) 
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ANALYSIS OF EXISTING CONDITIONS 

History . .. 
The Massillon Bridge Company of Ohio for a total cost of $31,000.00 utihzmg 
rust resistant wrought iron built the 6th Street Bridge in 1886. The four Pratt 
trusses accounts for its durability. In 1921 the western truss was shortened when 
the west bank canal was filled in. In 1975 the bridge was slated for demolition, 
but concerned citizens of Grand Rapids convinced authorities to save it. This 
structure, the longest, oldest remaining metal bridge in west Michigan, was listed 
in the National Register of Historic Places in 1976. 
The bridge spans from east to west over the Grand River. Looking south from the 
Bridge is the Grand Rapids metro area. North of the bridge boast remnants of 
Michigan's furniture manufacturing capital. Developers have taken it upon 
themselves to salvage the seasoned factory structures and created a pleasant 
mixed-use district one that incorporates residences with the corporate structures of 
the modem business world. 

z 0 N I N G 

C-3b district (city center service district) -See Appendix A and B 

Zoning conditions are as follows: 

PRESENT ALLOWABLE USES 

LIGHT INDUSTRIAL USES 
Expansion of existing buildings or the construction of a new building used or 
intended to be used for assembly, production, manufacturing, storage, 
warehousing or sale of food, textile products, wood products, furniture and 
fixtures, paper, clay, glass, or fabricated metal. 
Other Uses 
DOCK.ING: SEC. 9.189. 
Boats Prohibited at Sixth Street Bridge to Fourth Street Dam 
No person shall enter the water of the Grand River in any boat, canoe or other 
craft on the waters thereof in the area between the Sixth Street Bridge and the 
Fourth Street Dam for the purpose of fishing or attempting to catch fish. 
Setbacks 
F A<;:ADE TRANSPARENCY -The first floors of all buildings must be designed to 
encourage and complement pedestrian-scale activity. It is intended that this be 
accomplished principally by the use of windows and doors arranged so that the 
uses within the building are visible from and/or accessible to the street. Building 
owners are encouraged to provide retail or personal service uses at the street level. 
In buildings without such uses, other active uses of visual interest to the 
pedestrian ~ay be displayed, including office or lobby areas, pressrooms, 
showroom, ki~chens, or manufacturing processes. Parking areas, truck loading 
areas, and vehicular access ways are not active uses. 
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REQUIREMENTS 
B U IL D I N G E N TRA N CE S. 

When located adjacent to public right-of-way, doorways must be recessed into the 

face of the building to provide a sense of entry and to add variety to the 

streetscape. For structures with less than 100,000 square feet of floor area, the 

entryway must be 1 square foot for each 1,000 square feet of floor area with a 

fifteen (15) square foot minimum. For buildings over 100,00 square feet, the 

entry must be at least 100 square feet. 
Fa9ade Setback Limits -
The following requirements shall apply to each lot line of a lot which abuts a 

street: (See Figure 1) 

U N IFORM 

Where existing buildings fronting upon the same block have established a 

uniform setback, new structures shall be located within two (2) feet of the 

established uniform setback. 

MI N IMUM 

If no uniform setback has been established, a minimum setback of fourteen (14) 

feet shall be provided for all new structures, measured from the back of the street 

curb without regard to the location of the property line. This setback provision 

applies only to the first 20 feet of building height. Above 20 feet, buildings may 

be built out to the property line. Columns may not be placed in that portion of the 

sidewalk area to support the building above the 20-foot height. 

MAXIMUM 

If no uniform setback has been established, a maximum setback of ten (10) feet 

shall be provided for all new structures, measured from the property line. This 

maximum setback provision shall not apply to residential structures, to the 

residential portion of multi-use structures, nor to any level of the building above 

the second story. 

EXCEPTION ONE 

For buildings with more than 75 feet of street frontage, up to 30% of the street frontage is exempt from the maximum 

setback provisions contained in paragraph (c) if the setback area is used for a building entrance or urban plaza complying 

with the standards of Sec 5.176(1 1 ). 
EXCEPTION TWO 

Where a property fronts on three or more streets, the maximum setback provisions shall apply to only two streets. 

Additions to existing structures and proportions of new structures in residential use shall be exempt from the maximum 

setback provisions. 
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FIGURE 18 - FACADE SETBACK 
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Figure 1 

u R B A N D E s I G N AND DE v E LO p MEN T 

STANDARDS 

STREETSCAPE DESIGN STANDARDS 

Whenever sidewalks or other facilities are replaced, new walking surface, street 
furniture, street trees, landscaping, lighting fixtures in the public right-of-way 
must be consistent with the approved streetscape plan. At least one tree of three
inch (3") caliper size must be planted for each twenty-five (25) feet. As an 
alternative, one tree of four-inch (4") caliper size may be planted for each thirty
five (35) feet oflot frontage or for any fraction of thirty-five (35) feet. (See Figure 
4) 
Urban Open Space 
Any permanent open space developed in conjunction with a development project 
must be equipped for congregation and recreational opportunities by users of the 
project. 
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oroan open space muse oe accessmre co anu vrsmre nom me saeec. 111 no msnn1ce 

shall the open space be more than three (3) feet above or below the adjoining 
right-of-way. 

There must be one (1) linear foot of seating for each fifty (50) square feet of open 

space, provided that not less than eight (8) linear feet of seating shall be provided, 

nor shall more than one hundred (100) linear feet be required. 

Ledges, walls or planters that are flat and sit-able between twenty (20) and thirty 

-six (36) inches above grade can count as seating if they have a minimum depth 

of eight (8) inches. Movable chairs will count as thirty (30) inches of linear 

seating per chair. 

One deciduous tree must be planted for each five hundred (500) square feet of 

urban open space up to two thousand (2000) square feet. One additional tree is 

required for each additional one thousand (1000) of four ( 4) inches at the time of 

planting. 

The inclusion of the following amenities are permitted and encouraged within an 

urban open space: sidewalk cafes, food kiosks, ornamental fountains, drinking 

fountains, waterfalls, sculpture, arbors, or trellises, planted beds, clock pedestals, 

public telephones, transit shelters, awnings, canopies and similar structures. 
--·-··-··-· -··-·---4 - • . . " . " 
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"' 
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FIGURE 20 - 5TREET5CAPE DESIGN 

Figure 7 

HEIGHTS ALLOWED 

Building Height Limitation -See Figure 5 
The building height limitation for each building is established by districts 

indicated on Supplemental Zoning Map A, Building height Limit Map, which is a 

part of this Chapter. The height of buildings in the C-3 district shall not exceed 

the height indicated below: 

Zone A. Structures in Zone A shall not exceed eighty five (85) feet in height, 

except that a project may qualify for increased height based upon the bonus height 

allowance as provided in Sec. 5 .172. 
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The following building features are not subject to the building height limitations: 
parapet walls not exceeding four feet ( 4 ') in height, chimneys, television and 
radio antennas, cooling towers, elevator bulkheads, stair towers, penthouses with 
an area of less than fifty percent of the floor immediately below, monuments, 
cupolas, domes and spires and necessary mechanical appurtenances. In Zone A 
additions to existing buildings that now exceed the building height limitation are 
permitted, up to the height of the existing building. 
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PARKING REQUIRED: 

ACCESS PROHIBITED 

Vehicular access from surface or structured parking areas to or from Monroe 
Center is prohibited. 
Required Automobile Parking 
Off-street parking space as required herein shall be provided for all buildings and 

structures and for additions to existing buildings or structures. The number of 

spaces required for all uses shall be one space for each 1000 square feet of gross 

floor area for all non-residential buildings and hotels, one space per dwelling unit 

for all dwellings. 
Control of Parking 
The required number of off-street parking spaces may be owned or leased by one 

owner of a building or structure, or shared by agreement when two (2) uses 

operate during different hours of the day, subject to the review and approval of 

the Planning Director. 
Exemptions 
Off street parking shall not be required for any building constructed prior to 

January 1, 1998, nor for new buildings and cumulative additions to existing 

buildings with a gross floor area of ten thousand (10,000) square feet or less. 

CHANGE OF USE 

If an existing building in the C-3 zone is changed to a new permitted use, no 

increase in the number of required parking spaces is required for the building. 

Required Bicycle Parking: 
Bicycle parking shall be provided in conjunction with new automobile parking 

facilities. Any new facility providing parking for more than fifty (50) 

automobiles, shall provided bicycle parking at a rate of one bicycle parking space 

for each forty ( 40) automobile spaces, with a minimum of six ( 6) spaces. In lieu 

of providing bicycle parking within the parking facility, the owner may provide 

bicycle parking at an alternative location well suited to meet the needs of potential 

users. Public parking facilities designed to provide remote employee parking on 

the fringe of the district shall be exempt from this requirement. 

Required Loading areas: 
Buildings and structures, excluding parking structures, must provide a minimum 

number of off street service/delivery parking spaces. Normal use of these parking 

spaces must not interfere with the normal movement of vehicles and pedestrians 

in the public rights-of-way. The number of required spaces shall be determined in 

accordance with the following: 

Non-residential Uses with a gross floor area of more than 30,000 square feet -

non-required. 
Non-residential uses with a gross floor area of more than 30,000 square feet - one 

space for each 100,000 or fraction thereof, except that no more than five spaces 

shall be required. 
If a single loading space is required, 
An alley may be used in lieu of the required loading space. The first required 

loading space shall be at least twelve (12) feet in width, thirty (30) feet in length, 

and fourteen (14) feet in height. Each additional required loading space shall be 

at least ten (10) feet in width, forty five (45) feet in length, and fourteen (14) feet 

in height. 
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S 0 I L CONDITIONS 

SOIL TYPE: 

Order: Alfisols. Developed under forests in humid regions of cool to warm 
temperatures; thin gray to brown surface horizon; presence of clay rich subsurface 
horizon; medium to high base saturation; adequate moisture supply most of the 
year. Generally fertile agricultural soils. 
Sub Order: Udalfs. Gray-brown Podzolic well drained soils of boreal and 
subalpine forests. 

ELEVATIONS 

Drainage patterns (including from and to adjacent land) 
Flood basins (tides) 
Points of visual emphasis - See Diagram 
Flat areas 
Slope orientation to surrounding areas (visually) 
Significant features -See Diagram "Significant Features" 

s 
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E N S 0 

Noise 
Odors 
Visual 

R y -See Diagram "Sensory" 

Time and Distance -See Diagrams "Walking and Driving Radius" 

-
I 

Significant Features 
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S U RR 0 U N D I N G P H Y S IC A L E N V I R 0 N M ENT-SEE IMAGES 

Surrounding zone C- 3b district-See Zone Map 

Profile -See Images "skyline" 

Skyline 6th Street Bridge 
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Skyline15 

14 
Caption obtained courtesy of Grand Rapids website www.ci.grand-rapids.mi.us 
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Skyline 

15 
Photographs by Terry Ryder of Corporate Color Services. Caption obtained courtesy of Grand 

Rapids website www.ci.grand-rapids.mi.us 
16 Photographs by Terry Ryder of Corporate Color Services. Caption obtained courtesy of Grand 

Rapids website www.ci.grand-rapids.mi.us 
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s c A L E 
- SEE IMAGES "SCALE, SKYLINE, IMAGE" 

Scale 6th Street Bridge 
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I M A 

Image 

Image 
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G E 
- SEE IMAGES " SKYLINE, NEAR BY 

ARCHITECTURE 

Near by Architecture 

from Monroe Ave. 
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Image 
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·--....--· 
lrnage17 

Water Treatment ' 
Facility 

LOCAL MATERIALS 

-See Images "Skyline, Image, Scale" 
Refer to zoning ordinance, "Urban Design and Development Standards, and 
Fa9ade Transparency." 

17 Caption obtained courtesy of Grand Rapids website www.ci.grand-rapids.mi.us 
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Form 
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Views pt. 1 

Views pt. 2 

Near By Build 
Looking East 
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Views18 

18 
Caption obtained courtesy of Grand Rapids website www.ci.grand-rapids.mi.us 
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PARKING DIAGRAM 

p ARKING NEEDS (PRESENT AND PROJECTED) - SEE "SENSORY DIAGRAM". 

AREA REQUIRED 

Twenty (20) percent of required off-street parking space shall be provided within 

three hundred (300) feet of the building or structure served and three-fourths (3/4) 

of that space required by this provision shall be reserved for visitors and patrons 

of the building of structure. In no event shall this requirement be eliminated, 

reduced, offset, or obviated by provisions that follow. 

For any building with more than 30,000 square feet of net floor area devoted to 

office uses, not less than one-fourth (114) of the spaces required by this provision 

shall be reserved for ride sharing vehicles, and shall clearly be signed "reserved

car pool/vanpool only prior to 9:30 a.m." Designated spaces may be used for 

visitor parking only after 9:30 a.m. 

The remainder of the required number of off-street parking spaces required by this 

section shall be provided through any combination of the following provision: 

The required number of parking spaces is provided within one thousand three 

hundred (1,300) feet of the building or structure served. 
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c L I M A 

Average 
Month high 

Average low Warmest ever Coldest ever 

JAN. 30 16 66 -22 

FEB. 32 17 67 -19 

MARCH 42 25 80 -8 

APRIL 57 36 88 3 

MAY 69 46 92 22 

JUNE 79 56 102 33 

JULY 83 60 100 41 

AUG. 81 59 100 39 

SEPT. 73 51 97 27 

OCT. 61 41 87 18 

NOV. 46 31 81 -10 

DEC. 34 21 67 -18 

(Weather Bureau)19 

Latitude: 42 degrees, 53 minutes north 
Longitude: 85 degrees, 31 minutes west 

Rainfall (frequency, volume, patterns) 
30-40 inches per year 
November 1 - April 30: 10-20 inches per year 

May 1 - October 31: 10-20 inches per year 

Sunlight (critical vertical and horizontal angels) 

Temperature (seasons, extremes) 

Average Snowfall, Inches 

T E 

Average dew 
point 

17 

17 

25 

34 

45 

55 

60 

60 

53 

41 

31 

22 

Snow (season, volume, patterns) DATA THROUGH 1993 of GRAND RAPIDS, MI 

YRS JAN FEB MAR APR MAY JUN JUL AUG SEP OCT NOV DEC ANN 

30 20.2 11.9 10.0 3.0 0.0 0.0 T T 

First Killing Frost 
Fall: Sept 30- Oct 30 
Spring: April 30-May 30 
Average length of frost free period 
160-200 days 

T 0.7 7.7 18.1 71.6 

19
www.weatherimages.ogr/databystate.html, http://www.nws.mbay.net/cldy.html 
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Average 
precipitation 

2.0 

1.5 

2.6 

3.5 

3.0 

3.6 

3.5 

3.4 

3.7 

2.8 

3.3 

2.6 



Average Percent Possible Sunshine 

DATA THROUGH 1993 of GRAND RAPIDS, Ml 

YRS JAN FEB MAR APR MAY JUN JUL AUG SEP OCT NOV DEC ANN 

30 30 40 45 51 56 61 63 61 54 44 27 21 46 

Cloudiness- Mean Number of Days= Clear (CL), Partly Cloudy (PC), Cloudy (CD) 

DATA THROUGH 1993 of GRAND RAPIDS, Ml 

YRS 30 

JAN CLPCCD 
3 5 23 

FEB CLPCCD 
3 6 19 

MAR CL PC CD 
5 7 19 

APR CLPCCD 
6 7 17 

MAY CLPCCD 
7 9 15 

JUN CLPCCD 
7 11 12 

JUL CLPCCD 
8 12 11 

AUG CL PC CD 
8 11 12 

SEP CLPCCD 
7 9 14 

OCT CLPCCD 
6 8 17 

NOV CLPCCD 
3 5 22 

DEC CLPCCD 
2 4 25 

ANL. CLPCCD 
64 95 206 

Average Relative Humidity(%)- Morning and Afternoon 

DATA THROUGH 1993 of GRAND RAPIDS, Ml 

YRS 30 30 
JAN 82 72 
FEB 81 68 
MAR 80 64 
APR 79 57 

Wind -Average Speed (MPH) 

MAY 79 53 
JUN 81 55 
JUL 84 56 
AUG 89 58 
SEP 89 61 

Dec. - Feb. 25 % winds from the west 10-14 mph. 
June - August 65 % winds from the southwest 
DATA THROUGH 1993 of GRAND RAPIDS, MI 
YRS 30 MAY 9.7 
JAN 11.5 JUN 8.9 
FEB 10.7 JUL 8.2 
MAR 11.1 AUG 7.9 
APR 11.0 SEP 8.3 

Wind - Maximum Speed (MPH) 

DATA THROUGH 1993 of GRAND RAPIDS, MI 

YRS 14 
JAN 26NE 39 
FEB33S 37 
MAR25NE 41 
APR24NW 41 
MAY27S 39 
JUN24NW 39 

JUL29NW 35 
AUG20SSW31 
SEP 36SSE 31 
OCT25S 36 
NOV25S 44 
DEC24SSE 39 
ANN 25SSE 44 

OCT 85 62 
NOV 83 70 
DEC 83 75 

ANN 83 63 

OCT 9.4 
NOV 10.5 
DEC 10.7 
ANN 9.8 
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B U I L D I N G C 0 D E S -S E E B 0 C A '9 7 

Occupancy allowed -See Space Program 

Fire ratings required of material -See Zoning Ordinance 

General building system design criteria 
Operational systems -including links beyond the building - See "Sensory Diagram and 

Walking/Driving Radius Diagrams." 
Systems of people movement - See "Walking/Driving Radius Diagrams." 

Points of origin and destination - See "Walking/Driving Radius Diagrams." 

Systems of material movement. - See Space Program "Docking and Receiving and 

Walking/Driving Radius Diagrams." 

Points of origin and destination (pickup-delivery) 

Form and size 
Articles that will be received at the Forum will include works of art displays, boxes and packages 

that could include the sizes ranging from very small parcel to instances that shall include sizes 

exceeding 8'x 4' and such conditions shall be met to accompany the reception of works to be 

displayed in the gallery of the Forum. 

Storage implication 
Screening. All structures and facilities for storage, truck loading areas and outdoor mechanical 

equipment must be screened so as not to be visible from the rest of the street and from pedestrian 

circulation areas. As an alternative, such features may be recessed within the footprint of the 

building. 
Waste Disposal. An 12'-0"X15 '-0" area shall be provided for 1 dumpster or other waste 

containers adequate to house garbage, materials for recycling, grease, or any other type of waste 

generated by the use of a building. Such an area shall either be located within the principal 

building, or to the side or rear of the principal building. All waste containers located outside shall 

be visually screened from all adjacent sites and public thoroughfares in a manner compatible with 

the design and external materials of the principal building on the site including landscape. 

Work nodes stations where work is performed - See Space Program 

Mechanical systems design criteria - See Space Program 

Air conditioning 
Heat generated by equipment and people 

Special consideration shall be met for the heat load created by people in the lecture areas of the 

forum as well as indoor gathering spaces with in the forum. Special considerations shall be met 

for the climate and temperature of the Library and Gallery spaces. 

Space requirements for mechanical, mechanical space requirements shall be an integrated part of 

the design criteria where by the concealment and it revealed status is created in such a manner 

here by it enhances the design of the area. Spaces used by such mechanical devices shall be 

interwoven as fabric within the design and the structure of the spatial requirements. 

Heating and cooling seasons - See Climate Analysis 
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REF LECTIO I' 

W 0 RDS TO LI F E 

I think that there can be no word said about life, rather a poetic interaction with 

nature as we relate to each other and our surroundings. 

SHARE L 0 V E 

S\11LE 
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WITH GRACE FOR 
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TRUST IN l'\TRYOl'I ' Al'D WHEN THEY BETRAY YOl: FORGIVE 

BREAK R li LES LIVE BY PR I NC I PALS 

I wrote !his on lhe day !hat I prosentcd my thesis when I began to ll:flect on what I hadn't had time to see. Thus far lhcsc all: principals !hat I feel..,, most 

unportant to me as a daily ritual. 



GENERAL CONCLUSIONS SUMMARY 

Thank you and welcome, it is an honor that we meet today. 

Today we meet in effort in the true sense of Architecture; an effort to raise awareness thereby 

creating a change of consciousness, a delicate interaction of the sense of place within space. Some 
may say that this sweet formulation of space is the pursuit of creating a work of Architecture. 

Well it is much more than that. The purpose here is to create a synthesis, a marriage between 
architecture and place whereby creating ones own poetic relation to meaningfulness of space. 

I thought for 2 years where I might create such a space; I wasn't until one leafy afternoon in 
October that I wondered upon this dance of shadow and light where by its presence became the 
location for a work that would represent all facets of it region. 

The bridge as a metaphor, the river as the nourishing youth, and the embed history of the place 
brought together in a symbolic way to represent the spirit of Grand Rapids. 

Architecture as a 4th dimension in a new light. One that is an all-encompassing change of 

consciousness that draws on the inner most pith of the soul where being is nestled. 

The bride is continuous reminder of the pulling together of 2 sides; from the early meetings of the 

Ottawa and the Chippewa tribe and the youth of the river bringing their nourishment. The great 

rise of the furniture industry and the river a gently moving the fruit of uncarved furniture. And 

now the cities new genetic research institute where the pursuit of knowledge is the pulling force 

that brings light to the world of mans next human evolution. 

This project is not about the bridge. It is not only the bridge; the bridge is part of the equation. 

What is more significant about this project is not the furniture industry, not the Ottawa and the 

Chippewa Powwow of the past, not even the findings of genetic research. 

This project exists first because of the river, the "Grand" river and its sprit is ever so. All parts of 

this work involve the delicate interlacing of the encompassing spirit of this place. 

Before I finish, I would like to add a few more words. 

First I want to thank you all for being here today for your presence is the proof of the pursuit of 

education in Architecture. 

Professor Faulk, thank you for your consistent and refreshing encouragement, ''Don't worry, 

you'll be fine" you said. Dr. Beulinckx, thank you for your continuous inspiration and long 
conversations about the meaningfulness of space in architecture. And finally, to you Dr. Jones, 

thank you. your effort, sweat, blood and tremendous sprit have been a great inspiration to 

learning. Like all great teachers your simple presence hold lessens in themselves. 

Finally 

Ralf Waldo Emerson left us with many words but this excerpt I attach my self with most. 

Every spirit builds itself a house, 
and beyond its house a world, 
and beyond its world a heaven. 
Know then that the world exists for you, 
build therefore you own world 

THANK YOU FOR YOUR TIME A N D P ATI ENC E WHI L E D E LIGHTI NG I N THIS T EX T 
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