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a b s t r a c t 

This master's degree project is an investigation of the ability of architecture to project corporate 

messages. The document seeks to interpret the theoretical basis of corporate identities to gain 

an insight into how architecture could be employed as a medium to project meaningful messages. 

This exploration begins by examining what a corporate identity is, why it is used, and how it is 

projected. The intent of this examination is to gain an understanding of how corporations present 

themselves, and to question the value that architecture contains as an imaging tool. This explo

ration is guided primarily by the theoretical framework of semiotics. In order to test the theoretical 

exploration through a practical application the company Bang & Olufsen is examined as a case 

study. This examination explores the corporation's identity and how it is projected through vari

ous communication mediums. The information from this examination is then used to develop a 

specific set of principles to be employed to guide the design of an architectural investigation for 

Bang & Olufsen that would effectively project their corporate identity. These principles are tested 

through the design of a North American headquarters and design facility for Bang & Olufsen. 

The intent of the design investigation is to assess architecture's potential as a medium to effec

tively project a corporate identity. 
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i d e n t i t y i n c o n t e m p o r a r y s o c i e t y 

In today's consumer driven market, it is simply not good enough for a company to have first-rate 

policies and high-quality products; these attributes need to be projected to the public. Corporate 

identities are thus designed to communicate the beliefs and values of companies to their various 

audiences. A corporate identity can have a large impact on the success of a corporation because 

it is what differentiates similar products or services in a competitive marketplace. A corporation 

projects its identity through every aspect of the organization, through such mediums as public-

relation campaigns, advertising, packaging, and product design. A corporate identity also in

cludes any message that a company projects that affects how it is perceived, including the mes

sages presented through the environments that its products are displayed within and the archi

tecture that houses is various facilities. 

BMW M5 

An identity is the sum of characteristics that are held specific to a person, object, or organization. 

The signs through which an identity is projected can be classified as either material or non-

material. A material sign is the appearance or visual manifestation of the identity. A non-material 

sign is the presentation of the message; it is not what is said, but how it is said. For example, a 

photograph of a BMW M5 will contain at least two signs; the material sign of the car and the non-

material sign of the photographic presentation of the car, including its lighting, composition, and 

perspective. After an identity is projected, it is subjected to the personal interpretation of every

one who receives it. The receiver of the message develops a personal impression or image of 

the presented information. This image is then stored as a unique mental conception of the 

person, object, or organization. Thus, an image is differentiated from an identity in that the 

identity is the desired presented message, while the image is the personal interpretation of the 

message. 
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When an identity is manifested as a series of material and non-material signs, it can be read as 

a system of signs, and thus is best understood as a message, because it refers to something 

beyond itself. The receiver of a message interprets its signs before arriving at a meaning. There

fore, we must first consider the framework in which messages are interpreted before we can 

understand their meaning. Messages exist within, and are interpreted through, culture. Culture 

is an invisible construct that exists within society; it is constantly in flux and is comprised of the 

principles, values, practices, and ideas of the members of a society. Through these concepts, a 

culture specifies how its members understand, make use of, and live with things.1 Culture is the 

commonalties that tie us to our society and bind us together as a whole. The concepts that 

weave a culture together differ from one region to another; the signs that are contained within 

messages are often misinterpreted when they are received in a different culture from the one in 

which they originated. Thus, the meaning of a message can be broadly defined as the meaning 

that predominates the minds of the majority of the members of a culture. However, although a 

message's meaning is based on its understanding by a culture as a whole, its meaning is subject 

to further interpretation by each member of that culture based on each individual's personal 

experience and knowledge. 
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t h e o r e t i c a l f r a m e w o r k 

In this document, I will examine the theoretical basis of corporate identities to gain an insight into 

how to employ architecture as a medium to project corporate messages. The first section of this 

investigation explores the topic in three stages. First, I examine what a corporate identity is, why 

it is used, and how it is projected. The intent of this stage is to gain an understanding of how 

corporations present themselves, and to question the value that architecture contains as an 

imaging tool. In the second stage, I explore how their various audiences receive corporate iden

tities, in order to acquire an understanding of how meanings are decoded and interpreted from 

messages. Third, I investigate how architecture could be employed to project a corporate identity 

and the benefits that it presents. Throughout this section I have focused primarily on the theoreti

cal information related to understanding, projecting, and receiving a corporate identity. The infor

mation from this section is then used to develop a set of underlying principles for designing 

meaningful corporate architecture. 

In the second section of this paper, I examine the company Bang & Olufsen as a case study. I 

begin this section by exploring the company's history and philosophy in order to gain an under

standing of the company's beliefs and values. Next, I examine Bang & Olufsen's identity and how 

it is projected through various communication mediums, with an emphasis on their product-line 

and new corporate headquarters. This exploration is undertaken to gain an understanding of 

how Bang & Olufsen's philosophy is manifested in their corporate communications. The informa

tion from this section is then used to develop a specific set of principles to be used to design a 

building for Bang & Olufsen that would effectively project their corporate identity. 

To test the principles that have been developed in the first two sections of this document, I em

ploy them in the final section to guide the design of a North American headquarters and design 

facility for Bang & Olufsen. The intent of this section is to assess architecture's potential to 

effectively project a corporate identity. 
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Roland Barthes 

To aid this investigation, I have adopted the theoretical approach of semiotics, guided primarily 

by the work of Roland Barthes. Semiotics is the study of signs. As a mode of thought, it is 

concerned with the signs that are encoded into a message, and how the receiver of a message 

decodes them.2 Since a message is seen as a system of signs, semiotics seeks to deconstruct 

the message into its constituent parts, whereby it offers a means of analyzing the individual 

elements, and the structure that ties them together. To clarify these principles, I will briefly outline 

some of the basic elements of semiotics. 

Firstly, since a message is seen as being a system of signs, the system is broken down into two 

axes; the elements within the system form a vertical axis, while the structure that links them 

together forms a horizontal axis.3 Thinking of a message as a system of signs allows us to 

consider the individual elements, how they interact with one another, and how they can be linked 

to form statements.4 

Second, semiotics deconstructs each sign into a signifier and its signified, the signifier being the 

physical sign that we perceive and the signified being the corresponding mental concept or mean

ing. The relation between the signifier and signified is arbitrary, and thus any number of signifiers 

could suggest the same signified.5 

Third, the meanings that a sign conveys are either denoted or connoted. A denoted meaning is 

the obvious meaning of the sign; for example, a photograph of a BMW M5 denotes that particular 

car.6 A connotated meaning is the meaning that includes an interaction between the sign and the 

feelings of the receiver of the message.7 A connotated meaning considers the receiver's subjec

tive interpretation of the sign; in the example of the photographed BMW, the connotated sign is 

the message projected by how the automobile is photographed. 

Fourth, a sign can be organized into codes through a paradigm or a syntagm. A paradigm is a 

vertical set of units from which the desired element is chosen.8 A syntagm is the horizontal 
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structure into which the individual vertical units are linked, according to the rules and conven

tions of the specific structure.9 For example, words can be chosen from the paradigm of the 

English language and then combined to form a sentence, which is the syntagm that is structured 

by the rules of grammar. 

Fifth, Barthes suggests that nothing has meaning unto itself; rather, meaning is formed through a 

relationship between different or similar elements.10 Thus, semiotics considers the relationship 

between elements in a message. 

Sixth, every sign is polysemic and is thus subject to multiple interpretations. The sender of a 

message wants to ensure that its receiver sifts through the wide range of possible meanings 

projected by the signifiers and decodes the intended meanings. Thus, the sender of the mes

sage must consider the principles through which the signs are combined, or the rhetoric of the 

message, in order to ensure that the signs are not received in an arbitrary and random fashion. If 

a message is projected in a clear manner, members of a society are likely to decode the message 

with relatively similar results, since we follow collective cultural rules and guidelines when we 

decode messages. 

In addition to these basic principles of semiotics, I would also like to briefly mention one of the key 

ideas that Barthes presents in his work on semiotics. Barthes suggests that a message is consti

tuted of three parts: a source of emission, a channel of transmission, and a medium of recep

tion.11 The source of emission is the designer, who encodes the message with signifiers in order 

to guide the interpretation of the recipient. The medium of reception is the public, who receive 

the message and interpret the signifiers. The channel of transmission is the physical medium or 

object that contains the encoded message.12 Both the designer and the receiver of a message 

can be understood by studying their motives, attitudes, and behavior in the natural context of 

their society.13 This approach to deciphering messages will be employed to structure this explo

ration. 
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c o r p o r a t e i d e n t i t y 

A corporate identity is the sum of material and non-material signs that are specific to a particular 

organization. When planned and orchestrated, a corporate identity projects the positive features 

of a corporation, and thereby differentiates it from its competitors. A corporate identity is the 

expressive character of the corporation. This identity can be employed to focus external and 

internal perceptions about a corporation by defining and communicating core corporate princi

ples.1 Thus, a successful corporate identity begins with an objective understanding of the corpo

ration and a comprehensive understanding of existing exterior perspectives of the corporation. 

After the corporate philosophy is understood and the intended audiences are defined, a company 

can begin to effectively communicate messages about itself. The key is for the company to 

effectively translate the abstract values and ideas that the corporation holds true to itself into 

concrete messages. 

Every company has a corporate identity; however, not every company actively manages their 

identity. An identity is projected by everything that a corporation does, whether it is consciously 

aware of it or not. A potential customer will respond to the company's nomenclature, logotype, 

product design, and advertising, and immediately form an opinion. Internal operations are also 

part of a corporate identity; corporate publications, management relations, and the work environ

ment all affect how employees perceive an organization. Therefore, in order for an identity to 

effectively signify a corporation it must be designed to project the preferred reading; it must 

consistently project the same message; and it must be presented through every facet of the 

corporation.2 

Advertising and packaging are the primary communication methods that people associate with a 

corporate identity. This is largely because it is commonly understood that these messages are 

designed specifically to promote a product or company. However, for a product-based company, 
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the product itself is often the most important element in presenting an image. People perceive 

the identity of a product as a manifestation of the beliefs and values of the corporation. Thus, a 

product's identity is a vital component of the perception of the entire corporation.3 For example, 

the design of BMW's M5 signifies elegance, quality, and refinement, all of which have become 

associated with the entire corporation. The perceptions that are commonly held about different 

forms of corporate communications often cause people to overlook the totality of elements that 

constitute a corporate identity. In actuality, a corporate identity is a culmination of every material 

and non-material sign that a corporation projects. Therefore, in order for the public to perceive 

the corporation in a preferred way, the organization must limit the number of readings that its 

messages project. 

A corporation's image is the perception of the corporation that is accepted by its various audi

ences. Although directly shaped by how a corporation manages its identity, its image is also 

largely determined by performance. A corporate identity program endeavors to project a compa

ny's products, actions, and beliefs in a desirable fashion; however, it cannot alter how the per

formance of the corporation or its products is perceived.4 Any direct experience that the various 

audiences of a company have with it will have an effect on their perception of the company. Thus, 

it is important for a corporate identity program to accurately represent the philosophy of a corpo

ration, so its projected image effectively matches the desired reality of the corporation and all 

messages emanating from a company are consistent. 
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w h y c o m p a n i e s i n v e s t i n t h e i r i d e n t i t y 
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The primary reason corporations invest in their identity is so that their various audiences have an 

accurate and realistic perception of the organization. Actively managing a corporate identity 

reduces the number of different readings for a corporate message. An image of a corporation, 

and of its products, exists in the minds of its audiences, independently of a corporation's willful 

intent. When a corporation communicates its identity through means that express the intention of 

the corporation, the resulting perception will likely be closer to the actual corporate reality. In 

contrast, a corporate image that contradicts reality may alter sales in the short term but will 

ultimately produce an awareness of the fallacy of the corporate identity and a distrust in further 

corporate communications. 

Consumers are continuously presented with an immense amount of information from which they 

must process messages and decode signs in order to evaluate products and make purchasing 

decisions. The information that is presented to them is used to discern how they want to live and 

what they need to attain their desired lifestyle. However, the products presented to the consumer 

are becoming increasingly similar, because corporations operating within the same industry are 

facing the same market forces and legal regulations.5 Consequently, the identity that a corpora

tion projects is what differentiates it from its competitors, because it signifies the qualities of the 

organization that are desirable and unique. To encourage the public to perceive a favorable 

image, a corporation should project messages that are easily recognizable, enabling the receiv

ers of the message to automatically connect the signified (the preferred reading) with the signifier 

(the message). 

A well-designed and orchestrated corporate identity has the potential to not only project a favorable 

message, but also to render it memorable. A corporate identity, through its nomenclature, logo

type, and advertising, serves as a signifier for the positive characteristics with which a corpora-
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tion desires to be associated. These most frequently presented aspects of the corporate identity 

program serve as a connection between the objective corporate reality and its perception in the 

minds of its various audiences.6 When presented in a consistent fashion, these aspects act to 

register a long-term conception of what the corporation is about. If successful, a memorable 

identity program will allow: new products to be more easily introduced into the market, advertis

ing to be more easily identified with the company, and employees to understand more easily the 

overall philosophy and desired direction of the corporation. 
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h o w a c o r p o r a t e i d e n t i t y i s d e s i g n e d 
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Before a corporate identity can be designed, there are some fundamental considerations that 

need to be taken into account. Foremost, the beliefs and values of the corporation must be 

translated or encoded into simple, recognizable, and memorable messages that can be effort

lessly decoded.7 The designer must render the complex abstract ideas of the corporate philoso

phy into concrete words, images, or sounds. Drawing on symbols already present in contempo

rary culture often accomplishes this by encouraging the associated meaning of the symbol to be 

transferred to the corporation. However, corporations today are likely to interact within the global 

marketplace, which creates the challenge of designing messages that can be decoded effectively 

by people in different parts of the world. Essentially, globalization requires the designer to envi

sion universal signs. Yet, as cultures associate different meanings with signs due to differing 

beliefs, values, principles, and even superstitions, it is almost impossible to develop a sign that 

will project a globally accepted meaning. An additional problem exists when a corporate mes

sage has paradoxical meanings cross-culturally that present inappropriate or even negative as

sociations. However, the complete avoidance of misinterpretation by dissimilar cultures can 

result in a reductive design process that may create completely meaningless corporate identi

ties.8 

The design of a corporate identity should also consider the potential to elicit both an intellectual 

and emotional response. An intellectual response is important because it affords the different 

audiences an understanding of what the corporation is about. This is the component of a mes

sage that identifies the corporation and presents an awareness of the type of products the corpo

ration produces, or the services it provides. The emotional component of a message encourages 

the various audiences to connect to a corporation on a more personal level. An identity that 

includes an emotional component is also more likely to function successfully at a multicultural 

level.9 
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The connotated meaning is another fundamental component of the corporate identity that needs 

to be considered. Connotation is the visual or auditory expression of the presented message. 

Connotation primarily reflects how the designer and corporation feel about the message that they 

are presenting. Connotation is also based, however, on the accepted cultural vernacular of the 

time.10 The connotated meaning acts as a supplementary message that is layered on top of the 

original message and thus adds an additional meaning. Therefore, two messages are projected 

by every component of a corporate identity; first, what is being presented or the denoted mean

ing, and second the manner in which it is portrayed or the connotated meaning. The connotated 

meaning contains a coded message that has to be interpreted by its recipient and, consequently, 

requires knowledge of the culture from which the message was designed to fully and appropri

ately interpret its meaning.11 However, not every corporation is overly concerned with the stylis

tic aspirations of the time. To avoid the cost factors connected to continually updating one's 

image, it is in the best interest of some corporations to adopt a design strategy that does not 

overly reference or partake in contemporary trends and visual vernaculars. 

After the above considerations have been taken into account, a corporate identity program must 

also consider how the identity can be developed in a consistent and flexible manner. A precise 

and controlled identity, with a definitive style, may create limitations on how the corporation can 

present itself, if not orchestrated with the proper foresight. Therefore, a corporate identity pro

gram must be designed for flexibility in presentation and if possible in the relationship between 

the different visual elements. This is not to say that primary visual indicators cannot be tied to 

one another to develop a recognizable message. Rather, the design of the identity requires the 

freedom to be adaptable to various mediums and audiences.12 
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i n t e g r a t i n g c o m p a n y p h i l o s o p h y i n t o c o r p o r a t e i d e n t i t y 

After the basic aspects of designing a corporate identity have been considered and strategized, 

the next step is to consider the unique beliefs and values that are specific to the corporation. 

During this stage of the design process, it is important to consider the corporation's purpose, 

culture, competitors, and markets.13 This broad spectrum of considerations will help the design-

team understand the context in which the identity will have to function. However, the major 

design considerations should always focus on translating the corporate philosophy into an effec

tive message. An identity designed as a smoke screen to hide the corporation's faults or present 

it in a different light can only be successful, if at all, for a short time, as the public will inevitably 

see through the charade.14 Thus, the most effective method for designing a lasting corporate 

identity is to reflect on the corporate philosophy and then develop an identity strategy that ema

nates from its key components. If this approach is taken, then the corporate identity can function 

to guide not only corporate communications but also all of the corporate endeavors. 

If a corporate philosophy does not already exist, then establishing the values, ideas, and goals of 

the organization becomes the first task. A corporate philosophy is the set of underlying principles 

that are used to guide all of a corporation's internal and external decisions. Specific corporate 

messages cannot be encoded without first understanding what the company stands for, what its 

main objectives are, and how it perceives its own successes.15 Therefore, in order for a corpo

rate philosophy to be formulated with meaning, the upper management must decide what the 

goals of the organization are, whom they are responsible to, what the social aims are, and what 

their products do for their customers.16 In order to achieve results that are both unbiased and 

constructive, these questions are best answered by a team of upper management members un

der the direction of an external consultant. The use of an external consultant will help the man

agement team better understand the reality of the corporation and how these ideas could be 

defined as a set of meaningful underlying principles. Once the corporate philosophy is set, it can 
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then be used as a guide to direct future endeavors, such as the development of a unique and 

specific corporate identity. 

Instead of developing an identity based directly on a corporate philosophy, some organizations 

are influenced by the visual style, or generic, that is characteristic of an industry. This occurs 

because a public impression is developed about how corporations, and their products, within a 

given industry should appear. This impression is often based on the visual identity of key players 

within that industry. After an industry generic is perceived, corporations within the industry will 

likely begin to emulate its visual characteristics, so that they are perceived not only as belonging 

to the industry, but also as containing its vital qualities.17 The problems that arise are: corpora

tions begin to present themselves in a manner that is different from what they actually stand for, 

and corporations within a given industry begin to look the same, thereby projecting few distin

guishing qualities. Corporations should question the characteristics of an industry generic, and 

then consider how their own corporate philosophy differs from the norm. While emulating the 

industry generic will deny a corporation its unique character, deviating from it will project a sense 

of individuality. 

Power Mac G 4 

Another challenge faced is developing the identity in a manner that can be appropriately de

coded by all of the organization's audiences. While the ideal would be to present an identical 

message to all of the corporation's audiences, in reality a single image is often too simple to 

communicate the variety of required messages. Each of the corporation's audiences is inter

ested in a different type of information: the financial community in capital growth, the consumer in 

a quality and affordable product, and a potential employee in job satisfaction.18 Thus, a corpora

tion should develop a core underlying identity that stems from its corporate philosophy and can 

be shaped to accommodate the variety of messages required for its different audiences. This 

allows the core identity to be encoded into every avenue of the corporation's communications 

without reducing the specific information that needs to be projected to different audiences. 
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h o w c o r p o r a t i o n s p r o j e c t t h e i r i d e n t i t y 
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After a philosophy is formulated, and the abstract ideas are put into definitive words, the next 

challenge is to translate these words into images and sounds. An examination of the different 

mediums through which a corporate identity is expressed will afford an understanding of how an 

identity functions in its totality. The individual elements that an identity is comprised of are con

nected and contribute to how the total identity is perceived.19 Some of the basic components of 

an identity, such as logotypes and symbols, can function effectively for up to twenty years, de

pending on how radically a corporation changes over time. Other, more particular, components 

of an identity program, like advertising and corporate communications, may need to be rede

signed annually to present new products and design ideas.20 However, a corporate identity as a 

whole is far more permanent than yearly advertising trends often present it to be. 

The name that a company chooses to identify itself with is a key component of its identity, and is 

paramount to how the organization is perceived. A name should signify the character of the 

corporation, and thus needs to be succinct, descriptive, memorable, and capable of both verbali

zation and visualization.21 For a product-based company, the name should connote positive 

meanings that could be associated with the products. A name can be used to connote a quality 

or value of a product, or could be used to present a marketing strategy, like low prices.22 Nomen

clature can also carry emotive connotations. Countries, family names, and animals all transmit 

sentimental meanings that can be utilized to project certain characteristics of a corporation. For 

example, the incorporation of the name of an animal within the corporate nomenclature could 

cause the anthropomorphic attributes that are associated with the animal to be projected on the 

corporation and its products.23 Thus, the key to an effective nomenclature is its ability to appro

priately project the desired impression of the corporation. 
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The symbol that a corporation employs to project its identity is the key iconographic and acoustic 

message of the corporation's intentions. Although symbols can be powerful communicators of a 

corporate identity's visual and auditory message, they are not a necessary component of an 

identity program, as they can be replaced by other elements, such as personalized typography. 

However, that noted, the visual and auditory nature of symbols affords them the powerful ability 

to express emotive themes. This is why a symbol is often used to present a corporation on 

signage, memos, business cards, and in advertisements. The way people respond to symbols 

also adds to their value; symbols are easily recognized and decoded, and thus the preferred 

reading is likely to be effortlessly received.24 

The internal culture that a corporation creates has a major influence on the internal relations 

within the corporation and thus has a profound impact on how the organization is perceived. 

Possibly because it is intangible, the corporate culture is often the least understood component 

of a corporation's identity. It is comprised of the principles, beliefs, and values that a corporation 

communicates internally.25 The corporate culture is the basic element that frames the perception 

that employees carry about the organization and the products that it produces. It includes the 

relationship between employees and the messages that employees project about the corporation 

to one another. Most importantly, corporate culture also includes the messages that employees 

project externally to the various audiences that they come in contact with. Thus, it is essential 

that a corporation effectively communicates its values to its employees and that it monitors the 

image that its employees project. 

For a product-based company, the product is the most important aspect of the corporate identity. 

Consumers develop an impression of a product and the corporation that produces it, based on 

the design, quality, and price of a product. If a product is found appealing and is purchased, the 

impression that the consumer holds about the corporation will now be based on how the product 

lives up to the consumer's expectations. If the promises made by a company's advertisements or 
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other promotional communications are not found in the product itself, then the consumer will form 

a negative impression about the corporation. 

Advertising is another major component of the corporate identity, although its impact is not as 

substantial as is commonly believed. Advertising refers to messages that are paid for by a corpo

ration, in any of a variety of mediums, to present a product in an appealing fashion. It is a unique 

form of corporate communication in that it often attempts to utilize the symbolic content of popular 

culture, such as words, images, and sounds, in order to add appeal to a given commodity.26 

Suggesting an association between previously accepted symbolic material and a product in or

der to develop new symbols and meanings largely does this. However, this is not easily accom

plished. A corporation cannot simply create new symbols that contain a predetermined meaning; 

they can only develop already present symbolic elements and hope that their intended meaning 

is adopted.27 
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t h e r o l e o f t h e a u d i e n c e i n v i s u a l c o m m u n i c a t i o n 

The goal of corporate communications is to gain the interest of its various audiences. In order to 

achieve continually effective communications, a corporation must not only understand the mes

sage that it wants to present but also how its different audiences receive the varied messages. 

Semiotics, the theoretical approach that has been adopted for this paper, recognizes the unique

ness and specificity of any given audience. It acknowledges that different audiences will decode 

messages differently, based on differing knowledges and belief structures. Correspondingly, it 

also understands every message to be polysemic, as its meaning will vary with each different 

decoding strategy. The challenge that this presents to designers is to layer messages so that any 

reading will reveal the desired meaning. 

A message containing words, images, or sounds can be understood as a collection of literal and 

symbolic signs that are distinguished by the denotative and connotative meanings they project. 

The denoted meaning is the obvious meaning of a message and can be directly read by almost 

any audience; corresponding connotated meanings that bring additional information to the mes

sage also often supports it. However, the connotated meanings are not obvious and require 

additional knowledge beyond what is present within the message to be properly decoded. Pose, 

photogeny, and aestheticism are all methods of projecting a connotated message. Pose, for 

example, is the specific positioning of a person, where their stance signifies a common idea, such 

as praying.1 While there are multiple interpretations that signs such as these may offer, their 

meanings inside a particular communication can be shaped by the use of accompanying denoted 

messages. A well-structured message will allow the receiver a variety of signs to read, which 

when read in any sequence will add up to the preferred reading. However, the unique knowledge 

and cultural beliefs that a particular audience holds ultimately determine how the connotated 

meanings within a message will be perceived. 
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Signs are understood at a social level, and accordingly have a collective meaning. Members of 

the same society recognize the same rules when decoding a message, and consequently inter

pret the same meaning. However, signs are decoded by individuals and are translated by being 

linked to a personal collection of stored meanings. Therefore, although we follow culturally de

termined rules when we decode signs, their meanings are personal as each individual recipient 

supplies them at the time of interpretation. Furthermore, in addition to the range of possible 

interpretations of the information contained within the message, the message is also subjected to 

the personal disposition of the receiver at the time of reception.2 However, the interpretation of a 

message primarily depends on the different types of knowledge that the individual receiver pos

sesses. Each individual within a society has a base of different types of knowledge. These 

include practical, cultural, scientific, and aesthetic knowledges, which affect how messages are 

interpreted. Consequently, a message is understood not as the totality of its projected meanings, 

but instead as a collection of personally deciphered meanings.3 The manner in which individuals 

decipher meanings within messages is also unique. Based on successful past experiences, 

each individual searches for signs within a message differently. Thus, different receivers of the 

same message are likely to discover different meanings, further adding to the variance of possi

ble interpretations. 
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t h r e e t y p e s o f m e s s a g e s 

T A H O E 

L I K E A R O C K 

The messages that corporations project are intentional and are designed for specific target audi

ences. Each message is designed so that it will be easily and directly translated by its intended 

audience. The words and images contained within a corporate communication can be classified 

as one of three types of messages: linguistic, non-coded iconographic, and coded iconographic. 

Within a single communication, these message types will be linked together to form a combined 

meaning. However, they are read differently because they are formed according to different 

structures. 

The linguistic message is all of the words, either spoken or written, within a message and is 

deciphered using the codes contained within the structure of the language. In order to under

stand a linguistic message, the receiver only needs to have knowledge of the rhetoric or grammar 

of the language, and thus is often the clearest form of communication. Within a linguistic mes

sage, the meaning of the combined words creates the denotative meaning, while the impression 

that the typeface conveys through its style, font, and scale creates the connotative meaning. A 

degree of misinterpretation within a linguistic message is possible if the receiver of the message 

does not posses the required knowledge base or does not understand a culturally specific com

ponent of the message.4 Nevertheless, as the codes that are used to create and interpret lin

guistic messages are conventionalized, the intended meanings are likely to be partially, if not 

fully, understood. For this reason, linguistic messages are usually incorporated into corporate 

communications, either to present the message in its entirety or to guide the interpretation of 

other aspects of the message. 

Linguistic messages are often linked to iconic messages to anchor the overall intent of the mes

sage.5 Since iconic messages are polysemous and imply a wide range of potential signifieds, 

linguistic messages are incorporated within the overall message to help direct the receiver's 
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attention to the intended signifieds. People are unlikely to invest the time to read long linguistic 

messages, so iconic messages are used for their efficiency in presenting information. Linguistic 

messages are then layered within the communication to limit the possible range of meanings that 

the image might project.6 Typically, the linguistic message clarifies and strengthens the connota

tions presented in the iconic message. The linguistic message can also be applied to alter the 

interpretation of the iconic message by suggesting an alternative meaning.7 The intent of this 

type of message is the same, the only difference being that it uses the relationship between the 

different structures of the message to create meaning. 

The non-coded iconographic message, or a literal message, is comprised of the setting, people, 

and objects that are depicted within a message. A non-coded iconographic message is the 

collection of prearranged denoted meanings that are projected in a specific manner but which do 

not contain a code that may guide their reading.8 A non-coded iconographic message will con

vey an assortment of messages and will offer a variety of possible readings. The knowledge 

needed to read this type of message comes from perception; we need to understand the medium 

the message is projected through and recognize the objects that it presents.9 Upon recognizing 

the signifiers within the message, we then determine meaning by associating the various signifiers 

with their corresponding signified. 

The third type of message is the coded iconic message, or the symbolic message, and is com

prised of the iconic connotated meanings within the message. The coded iconic message is 

created when a code is linked to an iconic message and thus guides its meaning. For example, 

a linguistic message can be linked to an iconographic message to direct the receiver's attention 

to a specific preferred meaning. Here the linguistic message acts as a code, presenting informa

tion that suggests how the iconic message should be read. The coding of an iconic message acts 

to limit the range of possible readings the iconic message projects. A code will also suggest the 

meaning that can be derived from the arrangement of elements within a symbolic message. This 
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requires the receiver of the message to identify the codes and then employ their suggested rules 

to link the signifiers to their corresponding signifieds. Consequently, the meaning of a coded 

iconic message is not found by simply reading a series of discontinuous signs, but by also trans

lating the meanings that the relationship between the signs projects. 

Cultural knowledge may be required to decipher the signifiers within an iconic message. The 

signs within a message may require the receiver to understand cultural gestures, attitudes, ex

pressions, and even colors.10 To an extent, then, every message can be found to have a cultural, 

and even historical, component that may not be required, but may aid the receiver in fully under

standing the preferred reading. However, corporate messages are designed to be easily and 

quickly decoded, and can often be understood with only a few of the signs appropriately inter

preted. 
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c o m p l i c a t i o n s i n d e c o d i n g m e s s a g e s 

In order for communication to be meaningful, the receiver of the message needs to be an active 

participant and search for signs within the message. However, corporate communications are 

often resisted by audiences because they are seen as not being beneficial. The present-day 

consumer is aware of the intent of corporate communications and, therefore, is intuitively resist

ant to the messages presented by corporations. To combat this awareness, corporations attempt 

to appeal to their audiences' basic instincts and drives, in order to influence the consumers' less 

rational side.11 However, consumers do not readily accept the idealizations in corporate commu

nications and often criticize them as being overly artificial and materialistic. Proof of this is found 

in the variation of consumer choice; if people mindlessly followed corporate messages, then the 

marketplace would be much more uniform. 

The belief that corporate communications, or more specifically advertising, coerce people into 

buying products that they do not need, or even want, seems to forget that consumers on the 

whole are competent social beings. Consumers are aware of their actions and are interested in 

getting the most value for their money. When shopping, a consumer typically does not rely 

heavily on messages projected by corporations, either consciously or subconsciously.12 A con

sumer is more often than not in control of the shopping experience, and if influenced by an 

external source it is more likely to be by friends and family than an impersonal and distant corpo

ration. Corporations have their most direct influence on the consumer through previous experi

ences that the consumer or his/her acquaintances have had with the company and its products. 

Thus, as corporate communications are typically resisted or rejected, a corporation's greatest 

influence on potential consumers is through experiences with its products over time. 

Advertising can be ineffective as a communication medium, as it often relies on noncommodity 

material to enhance the product's appeal. The noncommodity material is integrated with the 
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product to suggest to the consumer a connection between the symbolic connotations of the addi

tional material and the product.13 However, this requires the recipient of the message to accept 

the symbolic material, correctly interpret it, and then consciously acknowledge its association 

with the presented product. The complexity of this task creates a number of potential problems. 

The advertisement will not effectively communicate its intended message if the noncommodity 

material is not found appealing; if it is found appealing but does not become associated with the 

product, it has not achieved its purpose.14 One of the most common problems with an advertise

ment's communication is that the noncommodity message is remembered but the product is not 

associated with it; thus, its reception is meaningless. 
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t h e v a l u e o f a r c h i t e c t u r e t o p r e s e n t a c o r p o r a t e i d e n t i t y 

Hongkong Shanghai Bank 

Now that I have examined what an identity is, why corporations invest in them, and how they are 

received, this next section will explore why architecture would be a viable and essential medium 

to express a corporate identity. This exploration will continue to develop on the ideas presented 

through the theoretical approach of semiotics. Applied to architecture, semiotics identifies the 

various functions that different building types afford as their denotative meaning. The formal, 

aesthetic, and spatial expressions of the architecture is seen as the building's connotative mean

ing. It is the connotative meanings architecture projects that can present meaningful messages 

about the beliefs and values of a corporation. Architecture is a powerful medium through which 

to present messages because it can project them visually, experientially, and spatially. This 

section will aim to reveal the benefits that architecture promises as a three-dimensional construct 

to project corporate messages. 

The unique relationship we have with architecture afforded by its three-dimensional form and its 

inhabitability provides it with an immense potential for presenting messages. The complex na

ture of a built environment affords architecture a variety of means with which to present mes

sages that cannot be conveyed by other mediums. For instance, the design of a building can 

project the beliefs, values, and aesthetics of a corporation through its relationship to the build

ing's site, form, aesthetics, use of materials, and containment of space. An example of this is the 

new head office for the Hongkong Shanghai Bank, by architect Norman Foster in 1986. The 

head office was designed to project the technologically innovative identity of the bank. Its formal 

massing and aesthetic language resemble a highly polished industrial machine and thereby project 

the bank as a strong, stable and efficient organization. A building's relationship to its site and its 

containment of space connote the occupants' values and philosophy towards the use of land and 

natural resources. The form of a work of architecture connotes the formal character of a corpora

tions, as well as projecting the level of commitment that the corporation has to the formal lan-
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guage that it employees in other mediums, such as product design and advertising. The form of 

a building also connotes whether its inhabitants are conservative or experimental, and whether 

design is important to the corporation. The tactility of materials and their aesthetics connote the 

visual language of the corporation and the importance that it places on quality verses quantity. 

The quality of spaces a building contains, both interior and exterior, reveals the importance the 

corporation places on the quality of life of its employees. The spatial relationships within the 

building connote the corporation's beliefs about connection with or separation from different ar

eas of the corporation. Thus, the complex nature of architecture, compared to the nature of other 

mediums, such as a printed advertisement, allows it to project corporate messages in a variety of 

unique and meaningful ways. 

The architectural language and the tectonic expression of a building can be designed to project 

a corporation's aesthetic. Through this, the architecture can create an inspiring working environ

ment while also projecting the unique character of the organization to external audiences. In 

addition, if the building is to house the corporation's products, whether for exhibition or retail 

purposes, it can be designed to present an appropriate context in which to experience the prod

ucts. The atmosphere that is created within a gallery or showroom has a large effect on how the 

product is perceived. Thus, the interior spaces should be designed to complement the product-

line. 

Architecture is part of a corporate identity, whether a corporation consciously invests in its poten

tial to present messages or not. Every physical manifestation of the corporation presents mes

sages about the beliefs and values of the organization. Therefore, the various audiences that 

come in to contact with a corporation's architecture, whether passing by it on the road or ventur

ing inside to interact with the corporation, will respond to the character of the built environment 

and will form an opinion about the organization. If the corporate architecture is developed in a 

i m a g e i n a r c h i t e c t u r e 3 3 



Bang & Olufsen Wall: designed to create 
an appropriate context to present the 
product-line 

manner consistent with the other messages the corporation projects, then it will act to reaffirm the 

identity of the corporation. Maintaining visual uniformity throughout the corporation will further 

ensure that the corporation is perceived favorably. 

Architecture is one of the key components of a corporate identity that affects the employee's 

image of the organization. The development of a visually meaningful environment can, if consist

ent with other identity messages, create a positive and inspiring working environment. The envi

ronment in which employees work has a dramatic impact on how they feel about their positions 

within a corporation and how they view the organization as a whole. Thus, the environment 

should be designed not only as a pleasant place to work but also with the aesthetic character of 

the corporation in mind, so that the resulting environment also functions to present the beliefs 

and values of the corporation to its employees. The spatial relationships within the building can 

also be designed to further the philosophy the corporation holds about employee interaction. 

The work environment would then potentially function to enhance employee morale, which could, 

in turn, affect positively how their behavior and attitudes project their impression of the corpora

tion. 

The manner in which a corporation's architecture responds to its specific location and its geogra

phy is also an important contributing factor to the perception of the organization. Each culture 

understands and responds to signs differently. Thus, a corporation needs to become aware of 

how the location of a facility and the messages it projects are interpreted by the local culture. 

Otherwise, the organization could risk projecting inconsistent or inappropriate messages. Con

versely, if appropriately considered, the environment in which a building is sited can play a sup

portive role in projecting the intended messages about a corporation. In addition, if a community 

accepts a work of architecture and finds it to be a positive addition to the area, it could potentially 

become a component of local identity and pride. If the architecture reaches this level of commu-
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nity acceptance, then the positive associations with the architecture will likely be linked to the 

corporation. 

The lifespan of a building may be considered a negative aspect of architecture's usefulness in 

projecting a corporate identity. With the constant change in trends and product styles, the adver

tising used to promote them is constantly in flux in an attempt to keep up with the latest fashion. 

Where the lifespan of a product may be from six months to ten years (depending on the industry), 

and an advertisement may last six months, a building can have a lifespan of 50 to a 100 years or 

more. However, as a visual medium, architecture should be considered in the same light as a 

corporate nomenclature or logo, where a corporate name is potentially timeless and a logo can 

appropriately project a corporate identity for over 20 years. If a work of corporate architecture is 

designed to project the corporate philosophy, which are the long-term beliefs and values of the 

corporation, and does not simply respond to the fashion of the time, then the architectural lan

guage will transcend short-term trends. Furthermore, even if the architecture projects the style of 

the corporation at the time of its design, this would not be a negative feature, as it would act to 

mark a prosperous moment in the corporation's history. 
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c o m p a n y h i s t o r y 

Peter Boa Bang and Svend Olufsen 

Five Lamper 

Beolit 39 

Born at the onset of a new century, Peter Boas Bang grew up in a time of exciting technological 

ideas. There was an optimism in the air, created by the new class of industrialist that invented 

and produced new technologies, such as electric light, the telephone, and the automobile. Im

pressed by the technological advances and the advent of the radio, Peter Bang enrolled in the 

Electrotechnical School in Arhus, Denmark, where he met Svend Andreas Gron Olufsen. Some 

time after they both graduated with engineering degrees, a peer of Svend's encouraged him to 

contact Peter Bang, as they were both experimenting with radios. Together, they continued to 

develop Peter's idea of powering the radio directly from the mains. They set up their first labora

tory in the tower room at Svend Olufsen's parent's estate in Quistrup, deep in Denmark's country

side. On November 17,1925, they formed the limited company, Bang & Olufsen, with each of the 

partners and their families holding equal shares. 

When they were able to stabilize the technology of bringing power from the mains, Peter and 

Svend developed a new radio named the 'Five Lamper'. Their innovations allowed the radio to 

be directly powered from a standard outlet, unlike traditional radios, which operated on batteries 

that needed to be continually charged. The 'Five Lamper's' housing was designed like a tradi

tional piece of furniture; its cabinet was made of walnut and had a maple inlay. However, criti

cisms of their products and their designs caused Bang & Olufsen to realize that advanced engi

neering was not the only component of a radio's design. For exampie, in 1933, Professor Ole 

Wanscher wrote: "to make the radio fit nicely anywhere is easily achieved by using Caucasian 

walnut and badger legs or Chinese Functionalism - like a theatre design conceived of by the 

furniture dealer's youngest apprentice!"1 Ole Wanscher and other critics inspired Bang & Olufsen 

to collaborate with some of Denmark's leading edge architects and designers. By the mid-fifties, 

Bang & Olufsen's product-line, which included radios, televisions, and tape-recorders, reached 

the high standards of the Danish design industry. 
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Stereo record player 

Beogram 4000 

In 1957, Denmark joined the common European market. Although their agricultural industry was 

likely to thrive within the larger marketplace, Denmark's small electronic companies were likely to 

fall to the competition of the larger German manufacturers. Instead of competing for their posi

tion within the Danish market, Bang & Olufsen pursued a smaller share in the larger European 

market. To forward this strategy, Bang & Olufsen began a new line of stereo products that were 

designed to appeal to the quality and design-conscious segment of the larger market. The key 

component of the new line was the stereo gramophone, which required Bang & Olufsen to em

ploy the top engineers in the field, in order to become a leader in the industry. They already 

employed the 'pick up' specialist, Erik Rorbak Madsen, who developed a feather light micromagnetic 

pick up with a sapphire needle, so they only needed to find a turntable specialist. They employed 

Danish engineer, H.C. Hansen, who developed a new belt drive that enabled the company to use 

lighter, less expensive turntables. Together these innovations allowed Bang & Olufsen to de

velop a new stereo record player that gave them a solid reputation in the industry. 

The next major shift for the company occurred in the 1980s, when pressure from Asian competi

tors reduced their share in the market. The Asian companies were promoting their high-fidelity 

systems as technologically superior products, and consequently gained control over a sizeable 

portion of the high-end market. Bang & Olufsen approached this problem with a strategy similar 

to what they had used in the past. They wanted to maintain their focus on the design and quality-

conscious segment of the market. In order to achieve this, however, they had to differentiate 

themselves from their new competitors. Realizing that their competition was marketing the hi-fi 

component of their products, Bang & Olufsen decided to promote the opposite. They introduced 

a new product-line called the 'Beogram 4000' that concealed the technology beneath the sur

face. The simplicity of the new product-line was designed to afford an ease of use that allowed its 

users to enjoy the music without becoming overly concerned with the technology the produces it. 
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By the late 1980s, Bang & Olufsen was facing economic problems and had to instigate a major 

restructuring program. This resulted in the initiation of 'Break Point 1993', a production strategy 

that changed Bang & Olufsen from a mass-producing company to an order-producing company.2 

This effectively allowed the company to avoid tying up large amounts of resources. The restruc

turing also caused Anders Knutsen, Bang & Olufsen's chief executive, to question the corpora

tion's ideas and culture, which resulted in a revival of the company's original values. In essence, 

'Break Point 1993' was a rebirth of Bang & Olufsen, it returned the company to their original 

philosophies. 
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b a n g & o l u f s e n ' s c o r p o r a t e p h i l o s o p h y 

When Peter and Svend developed their first radio, they focused on technological innovation. 

Their goal was to create a superior product and push the technology, not to simply mass-produce 

something for profit. When they decided to form a company, they realized the importance of their 

beliefs and values, and decided from the onset that they should be integrated into everything the 

company would do. Together, they envisioned the corporation's underlying concepts and the 

framework from which they would operate. Emphasizing a cohesion of ideas and quality, they 

wrote a vision for their company: 

Large-scale production of radio receivers requires a great deal - first and foremost, of 
course, a factory, the right workforce, the right colleagues, the best materials, etc. In itself, 
however, this is not sufficient. What is also required is what one could call: enterprising 
creativity a never-failing will to create only the best, persistently to find new ways, 
improvements - all that which enhances the name's reputation and creates respect for the 
radio receivers supplied to the world under the Bang & Olufsen brand name. 
This is why each receiver which leaves the factory in Struer bears its name with pride - the 
best of the best, both in respect of the interior and exterior.3 

In the 1960s, Svend Aage Kirkegaard, Bang & Olufsen's head of advertising, understood the 

importance of differentiating the company from its competitors. Bang & Olufsen had strong be

liefs, values, and ideas and it was vital for the company to stress them, both internally and exter

nally. Svend Kirkegaard's linguistic message accomplished this: "Bang & Olufsen - for those 

who discuss taste and quality before price".4 This message accomplishes two things: it projects 

information about the philosophy of the company, and it defines their intended audience. The 

slogan became a valuable identity tool, not only because of the message it projected to the 

company's various audiences, but because it could be used to explain the philosophy of the 

company to its employees. Peter Bang and Svend Olufsen also projected their positive attitudes 

and values within the working environment to instill confidence and drive within their employees. 

Through these and other initiatives, they built a strong corporate identity. 
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Ten years later, Bang & Olufsen developed a unified, marketing department strategy named 

'Bomark' that coordinated the national and international departments.5 The goal of this new 

strategy was to evaluate the values and ideas that were part of Bang & Olufsen's identity and 

coordinate them in order to formulate a more cohesive corporate identity. Bomark resulted in the 

formation of 'the Seven CICs' (Corporate Identity Components) which identified and described 

the corporate philosophy through its values and goals. Once conceived, 'the Seven CICs' were 

used to guide the projection of the corporate identity, both internally through corporate communi

cations and externally through every aspect of the corporation. 'The Seven CICs' were also 

utilized to guide product design: 

Essentiality, simplicity (or essence) are two very important ingredients in our product phi
losophy. It has been decided to limit our products' commands to essential functions, elimi
nate all unnecessary gimmicks, because we believe that "Less is more". It is our aim to 
replace, with distance commanders, manual operations and movements. In this way, we 
intend to associate the listener with our products in the closest way, by connecting his 
selections to the world of sound and vision.6 

In the 1990s, Anders Knutsen reevaluated the cohesiveness with which the company was pro

jecting its philosophy. He was concerned that Bang & Olufsen's identity was not projected through 

every aspect of the corporation. To effectively project a holistic identity, Anders Knutsen wanted 

the intent behind their product-line to become apparent in how their products were displayed, 

how their employees conducted their interactions with the clients, and how their advertising pro

jected the identity of the corporation. He felt that, if any aspect of the corporation did not signify 

the corporate philosophy, then the entire corporation would fail to live up to the expectations of its 

customers. Thus, once again, Bang & Olufsen managed its identity in order to remain true to its 

underlying corporate philosophy. 
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b a n g & o l u f s e n ' s e x t e r n a l i d e n t i t y 

R a d i o 

BANG 6. OLUFSEN U V_«X 

Bang & Olufsen Logo 

Bang & Olufsen's external communications surfaced in 1932, when they purchased a logotype 

from a young Danish boy named Mik. The logo, inspired by the graphic style of the Bauhaus 

School, contains a capital letter 'B' beside a lowercase letter 'o' with an ampersand symbol above 

it.7 The most distinguishable characteristic of the logo, apart from the simple geometry of the 

letters, is the unique shape of the letter B, which has become known as the 'pregnant B', as its 

upper arch curves out beyond the normal structure of the letter. The company soon combined 

the slogan "The Danish Hallmark of Quality" to the logo to emphasize the quality that they strived 

for in their product-line. Through the corporation's internal communications, Svend and Peter 

continually pushed the need for new ideas, both technologically and aesthetically. They were 

already developing a technologically advanced product and began to focus their attention on the 

message that the forms of their products projected. To advance the design of their products, 

Bang & Olufsen developed a relationship with the School for Applied Arts in Copenhagen, from 

which they employed many young designers. They also contracted Werner Neertoft, a professor 

at the design school, who helped the company understand the value of a cohesive identity. 

Bang & Olufsen wall 

Under the direction of Peter Bang and Svend Olufsen, Werner Neertoft developed a new graphic 

language for the company that visually expressed its philosophy. It was designed so that the 

company could express its identity in an effective manner. Once designed, Werner began to 

integrate his visual language into every component of the corporation. One of his most success

ful projects was in collaboration with Bang & Olufsen's chief architect, Jorgen Michaelsen, when 

the team designed a number of product exhibitions. For example, one of the exhibitions used a 

series of vertical transparent and translucent glass planes to divide an open rectilinear space 

into a sequence of interconnected spaces. The product-line was displayed on horizontal glass 

planes that were spatially arranged within the vertical planes to afford a series of defined listen

ing and viewing stations. These exhibitions were successful because they employed the entire 
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environment around the product to aid in its expression. Their success led to the 'Bang & Olufsen 

wall', a new way of displaying the product-line in stores. The company found that, through the 

manipulation of the environment, they could better project the intended expression of their prod

ucts. The 'Bang & Olufsen walls' produced a less aggressive environment than what was typi

cally found on a sales floor, thereby allowing their products to be experienced will less distrac

tions. 

Bang & Olufsen Advertisement: a life less 
ordinary. 

With the aid of Werner Neertoft's visual language, Bang & Olufsen began to project their identity 

through a variety of different mediums. The catalogue and advertisements were possibly the 

most important new additions to the corporate identity, because they became the primary medi

ums that were employed to promote the company to new audiences. The catalogue was a no-

frills brochure that introduced the year's products in a clean and straightforward manner. The 

design of the catalogue's layout amplified the expression of the products through its minimalist 

style. For their advertising, Bang & Olufsen employed the Danish agency, Gutenberghus, who 

translated the formal design of the product-line into simple advertisements. Instead of following 

the contemporary trend of using desirable non-commodity material to signify the character of 

their products, they simply presented an image of a product along with a refined linguistic mes

sage that signified the philosophy of Bang & Olufsen. These advertisements effectively differen

tiated the company from its competitors since they projected the beliefs and values of the com

pany, instead of attempting to present a need for the product. While other typical electronic 

companies were promoting the technology in their products, Bang & Olufsen's advertisements 

expressed the joy of listening to music. 
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c o n t e m p o r a r y p r o d u c t d e s i g n 

Bang & Olufsen's product-line is a fundamental component of the corporation's identity. Criti

cisms of the product design, early in the company's history, led Bang & Olufsen to realize the 

potential of meaningful design in projecting the beliefs and values of the corporation. An exam

ple of this is found in a 1960s brief to the designers that simply stated: "Create a European Hi-fi 

format, which communicates power, precision and identity".8 The contemporary Bang & Olufsen 

product-line consists of televisions, stereos, CD players, video players, sound systems, telephones, 

and answering machines. The emphasis that the corporation places on projecting its identity 

through its product-line has intensified; now there is a strong relationship between the functional 

aspects of the technology and the design quality of each component's form. The development of 

the products has also changed to allow for a dynamic interaction between the designers and the 

engineers, so that the resulting products will work, both aesthetically and technologically, as a 

synthesized whole. 

The visual language that characterizes Bang & Olufsen's product-line is a distinctive signifier of 

the corporation. The visual language is capable of effectively signifying the corporation without 

any other messages to guide its reading because it is both definite and vastly different from that 

of any other electronics company. The signs that typify Bang & Olufsen's visual language can be 

organized into two sets of codes: as a set of units (paradigm), and as the sequence through 

which the units are linked (syntagm). The paradigm that Bang & Olufsen employs in its visual 

language is comprised of simple geometric shapes, which are occasionally modified to enhance 

a functional requirement. The syntagm that Bang & Olufsen employs to link the various elements 

of the paradigm together binds the geometric forms in a manner that continues to express the 

purity of the geometry. The range of linking possibilities that this syntagm affords includes sliding 

shapes into one another, cradling one shape on another, and laying a shape on top of another. In 

addition to using geometric forms that are linked together in a manner coinciding with Bang & 
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BeoSound 9000 

BeoSound 4000 

Olufsen's visual syntagm, the visual language must also project precision and elegance. This 

aspect of the visual language is achieved through the design of the forms themselves and through 

the relationship that their proportions have with one another. 

One of the most innovative components of Bang & Olufsen's product-line is the 'BeoSound 9000', 

a six CD player. The unit, like most high-quality multi-CD players, has extended programming 

features, memory for two hundred titles, AM/FM radio, and of course a remote control. However, 

this is where the similarities end, for the clarity of the sound produced is unsurpassed. Yet, it is 

not the technological innovations that cause the Museum of Modern Art in New York to continu

ally purchase and exhibit Bang & Olufsen's product-line. What truly separates the 'BeoSound 

9000' from its competition is its innovative design. The unit displays the CDs that it holds behind 

a rectilinear piece of glass and has a motorized player that runs up and down the unit to engage 

the different CD's. Thus, the 'BeoSound 9000' transforms the experience of listening to CD's into 

a visual and auditory experience, as it allows its users to watch the CDs spin. The unit also has 

a variety of display possibilities; it can be hung vertically or horizontally, or it can be placed in a 

number of different positions along an optional stand. The straightforward design of the 'BeoSound 

9000' does not project its high technology; instead, it appears easy to use. The collection of 

buttons and knobs that typically cover the faceplate of a CD player is replaced with a few highly 

finished materials. The clean, smooth aesthetic of the unit presents, through a few elements, a 

rhythm of forms that is so unique that it could not possibly be interpreted as anything but a 

component of the Bang & Olufsen product-line. 

A more traditionally formatted CD player from the Bang & Olufsen product-line is the 'BeoSound 

4000'. Although its form is somewhat traditional, it still looks nothing like the non-descript black 

boxes that characterize the majority of the competition's sound systems. The 'BeoSound 4000' is 

a slim CD and tape player that sits vertically on an integrated stand to present its functions to its 

users. When one reaches toward the player, its glass doors automatically glide open to invite the 
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BeoLab 8000 

user to change the album or playing settings. To guide a new user through its operations, the 

'BeoSound 4000' will automatically light the buttons that are related to any operation that has 

been initiated. Here, the emphasis, even in the display of the technology, is on its effortless 

usability. The aesthetic design of the 'BeoSound 4000' emphasizes form over high-fidelity. The 

appearance of the unit resembles a work of industrial art, not a highly sophisticated electronic 

device. Nevertheless, the form still projects an aura of precision through its flush detailing and 

highly finished surfaces. The refinement of its form, textures, and materials tells its users that the 

diligence of the design is backed up by parallel technological innovation. 

A discussion of Bang & Olufsen's product-line would not be complete without mentioning at least 

one of their innovative loudspeakers. All of the company's loudspeakers are designed to be 

compatible with any of the BeoSound players. This is achieved technologically by placing an 

internal amplifier within each speaker. This principle is called Active Loudspeakers and results in 

a speaker with high volume capabilities and a minimum amount of distortion. Since the amplifier 

is in the speaker and not in the controlling unit itself, even the smallest of the BeoSound players 

can adequately power any number of the loudspeakers. The visual relationship between Bang & 

Olufsen's loudspeakers and players has also been considered. Each speaker has been de

signed with the same style and vision in mind; thus, although their forms are different, they all 

project the same visual language. For example, the 'BeoLab 8000', one of the company's more 

powerful loudspeakers, stands like crisp sculptural towers. Their cylindrical, polished aluminum 

surfaces balance on solid stone-like plinths, an aesthetic language that coincides with and com

plements any of the BeoSound players. Thus, Bang & Olufsen's product-line projects a consist

ent identity; as each component is designed with the same visual language, they together act to 

validate and reinforce the underlying identity. 
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b a n g & o l u f s e n ' s c o r p o r a t e a r c h i t e c t u r e 

Office wing 

Anders Knutsen approached the commission for the new Bang & Olufsen headquarters in a 

similar manner to how he approached any other design decision. He searched for a designer 

that he had utmost confidence in so that, after he presented the commission, he could simply sit 

back and watch. The architect that Anders Knutsen chose was Jan Sondergaard of KHR AS 

Architects, and the commission was clear: design a new corporate headquarters that relays the 

philosophy of Bang & Olufsen. 

Entrance 

View of entrance from inside 

After reviewing Bang & Olufsen's beliefs and values, Jan Sondergaard chose to work in a style 

that expresses a technical precision with an aesthetic overtone. The resulting style of the build

ing is classified as international modern aestheticism.9 At its most basic level, the building presents 

itself as a sequence of rectilinear forms that have come together to express accuracy, both through 

their pure geometric massing and through the clean lines of their surfaces. The minimalist form 

of the building and the manner in which it is detailed together signify the refined nature of Bang & 

Olufsen's product-line. The headquarters sits on its site as a building and nothing more, allowing 

the nature of its materiality to be experienced without the distraction of heavy formalism. The 

dominant themes that the architect worked with were transparency and opacity, lightness and 

heaviness, and framing of the landscape. 

The new headquarters is situated in Struer, West Jutland, at the southern end of a row of Bang & 

Olufsen's factories. The landscape in this region of Denmark consists of rolling hills separated 

by inlets from the sea. The neutral rectilinear factory buildings, clad in red brick, set a rhythm of 

solid and void across the landscape. The new headquarters, known as 'the farm', interacts with 

the rhythm of the existing buildings, and takes its form from the paradigm of shapes which consti

tute the surrounding architecture of the nearby town.10 The form of the headquarters consists of 

three interlocking rectilinear masses that have slid together to form a U-shaped enclosure. The 

c a s e s t u d y 4 7 



View across courtyard from foyer 

layout of the building creates a sheltered courtyard that affords a visual connection between the 

different wings of the building. The visual connections are an important component of the com

position, as they create a relationship between the different spaces in the building and the land

scape. The intent was to dissolve the boundaries between the different spaces, both interior and 

exterior, and to create a more flexible and open, working environment.11 

The headquarters is approached from a secondary road along its west-side that provides access 

to a small gravel parking lot. However, even from the relatively close proximity of the parking 

area, the entrance to the building is concealed by the consistent treatment of the west facade. A 

small stone path reveals to the visitor that the entrance is located at the northwest corner of the 

building, where two of the rectilinear masses intersect. Once inside the foyer, the layout of the 

building is revealed to the visitor through large luminous corridors that wrap around the con

tained courtyard and through visual connections across the courtyard. The foyer is within the 

northern wing of the headquarters and houses the irregular program elements, such as the audi

torium, meeting rooms, and the canteen. The western connecting section that intersects the 

northern wing contains the marketing department and the showroom, while the south wing at the 

other end of the western section contains the general office spaces. 

Brick facade of office wing 

The office wing is the most distinctive component of the composition, due to its apparent differ

ence from the other two components. Like the other building masses, the outward facing facade 

of the office wing is clad in red brick; however, it is detailed with continuous rows of ribbon 

windows that cause the intermittent brick layers to appear to float. On the courtyard side, the 

continuous glazed facade wraps around the corners of the building, and thus creates an impres

sion of weightlessness, as a minimal amount of the structure is revealed. Beyond the treatment 

of the fagade, the entire wing of the building is raised off the ground and hovers on a few key 

structural elements. The lifting of the office wing allows the landscape to flow into the courtyard 

from two sides, and thus reveals the extent of the surrounding countryside. Yet, the overall scale 
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Structure under office wing 

Stair detail 

and mass of the wing causes it to maintain the sense of enclosure within the courtyard. 

The dominant two themes that Jan Sondergaard employed throughout Bang & Olufsen's head

quarters were lightness versus heaviness and transparency versus opacity. The theme of light

ness and heaviness is most evident in the relationship between the brick clad areas of the facade 

and the entire glazed areas. Sondergaard emphasized this relationship by placing the primary 

structural members underneath the glazed portion of the facade, causing the brick to appear to 

float without any supporting structure.12 In the corridors of the western section of the building, a 

sense of weightlessness is also achieved through the detailing of the floor condition. The floor 

area was glazed to allow daylight to penetrate to the spaces below. To emphasize the transpar

ency of the floor's surface, Sondergaard employed slim steel beams spaced relatively far apart, 

thereby encouraging those passing over it to attain a feeling of weightlessness. Jan Sondergaard 

continued to explore a sense of lightness in other details throughout the building. An example of 

this is found in the treatment of the stair condition, where the risers are removed and the trans

parent runners are only supported by a thin steel structure. The theme of transparency creates a 

relationship with the surroundings by reducing the apparent barrier between inside and outside. 

The extensive use of transparency also affords maximum daylighting, and allows the building to 

express the constant activity that takes place within. 

In terms of projecting the corporation's identity, Jan Sondergaard's design communicates a number 

of Bang & Olufsen's beliefs and values. The building primarily responds to the corporate philoso

phy of Bang & Olufsen by signifying the precision and technological innovation of the company's 

product-line. This is achieved through the complex structural system, refined detailing, and the 

use of clean lines. The building further projects the corporate philosophy by creating a positive 

and healthy work environment through a relationship with the surrounding countryside. In addi

tion, the corporation's choice to erect a headquarters that is influenced by their beliefs and values 

positively demonstrates the holistic approach that Bang & Olufsen applies to all areas of the 
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corporation. 

View out from office wing 
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Site plan 

Bang & Olufsen's new headquarters, however, fails to consistently denote the positive charac

teristics of the corporation. The north-wing of the building has a continuous concrete wall along 

its north-face and thus appears to turn its back on the rest of the facility, suggesting a disjunction 

in the communication between different levels of the company. The style of the architecture also 

fails to denote the forward-looking persona of the electronics company. International modern

ism was at its peak as an architectural language in the 1940s and 50s; today, it presents ideas 

that are linked with the past. Lastly, the messages that the architecture projects do not effec

tively communicate the identity of Bang & Olufsen since they do not reach a level of specificity 

that directly signifies the corporation. The design of the headquarters does not limit the number 

of potential readings, and consequently the messages it projects could be associated with any 

number of Danish design firms, or even other electronic companies. Thus, due to its inability to 

consistently communicate the philosophy of Bang & Olufsen, Jan Sondergaard's new head

quarters does not effectively project the identity of Bang & Olufsen. 
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g e n e r a l p r i n c i p l e s f o r t h e d e s i g n o f c o r p o r a t e a r c h i t e c t u r e 

• The design must express the beliefs and values of the corporation in order to effectively 

project its philosophy 

• The architectural design should differentiate the corporation from its competitors by signify

ing the corporation's specific identity. This can be achieved by considering the corporation's 

purpose, culture, competitors, and markets. 

• The architectural language and the tectonic expression of the building should project the 

visual language of the corporation. 

• The interior and exterior environments created by the architecture should effectively project 

the values of the corporation in order to provide a positive and enjoyable working environ

ment. 

• The design of the architectural language should consistently project the same message to 

limit the number of possible readings. 

• The design of the architectural language should consider the specific culture that the facility 

is to be located within. 

• If the facility is to house the corporation's products, whether for exhibition or retail purposes, 

it should be designed to complement the character of the product-line. 
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p r i n c i p l e s s p e c i f i c t o b a n g & o l u f s e n 

• Simplicity, the idea of distilling an idea down to its essence, is a fundamental component of 

Bang & Olufsen's design philosophy; therefore, any design must be limited to its key compo

nents. 

• The technological component of a design solution should be concealed in order to allow the 

essence of the idea to be expressed in a simple and straightforward manner. 

• A facility for Bang & Olufsen should be located within a non-urban context to maintain the 

corporation's historical tie with nature, and to afford a positive and healthy working environ

ment. 

• The design of the facility should be progressive, as Bang & Olufsen has always strived to be 

innovative and visionary. 

• The architectural language should project the aesthetic character of Bang & Olufsen, which 

is characterized by clean lines, refined materials, subdued colors, and a sense of precision. 

• A facility for Bang & Olufsen should appeal to the quality and design-conscious segment of 

the market. 

• The design for a facility for Bang & Olufsen should encourage a dynamic interaction between 

members of different areas of the corporation, as the company's philosophy encourages an 

interdisciplinary approach to design. 
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i n t r o d u c t i o n 

The final section of this investigation explores the potential of architecture to effectively project a 

corporate identity. This exploration is based on the theoretical framework of semiotics. Accord

ingly, the design intervention is conceived of as a system of signs that present a distinct mes

sage. The design principles outlined at the end of the previous section will be employed to guide 

the design investigation. Hence, the investigation is intended to translate the corporate philoso

phy of Bang & Olufsen into a system of visual, spatial, and experiential signs. These signs are 

projected architecturally through the building's siting, formal language, spatial relationships, aes

thetics language, and technological innovations. If successful, the signs will project the specific 

identity of Bang & Olufsen, and thus validate the proposition that architecture can effectively 

project messages. 

The program chosen for this investigation is a North American headquarters and design facility. 

The major programmatic elements that the facility is comprised of include management offices, a 

design studio, engineering studio, testing lab, and gallery. The building's program, including 

circulation and supporting spaces, is approximately 3, 650 meters square. At its most basic level, 

the partie of the building consists of two geometric forms: a rectilinear plinth that houses the 

service spaces and an ellipse that houses the served spaces. The partie design has been limited 

to a few key components to signify the clean and minimalist style Bang & Olufsen espouses. The 

composition of the elements was designed to project the refined nature of the company's formal 

language. 
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s i t i n g 

The design investigation has been sited as an object in the landscape. This siting strategy 

considers the building an autonomous object with a self-contained form and scale; therefore, the 

design does not consider the specific nature of the selected site. This strategy was chosen to 

emphasize the simple geometric character of the partie design's formal language. This siting 

strategy also facilitates the theme of flexibility, a theme that is carried throughout the design 

investigation. To facilitate the siting strategy, the base of the partie was treated as if it were a 

plinth, thereby mediating the junction between the architecture and its site. This separation is 

further expressed through the juxtaposition of the base, as a hard-edged geometric form, against 

the gradual undulations of the natural landscape. 

After the siting strategy was conceived, the characteristics that a site required to sufficiently 

support the design partie and the corporate philosophy of Bang & Olufsen had to be outlined 

before the actual site could be chosen. The primary characteristic that the site required was that 

it had to be located within a rural area to afford a visual connection with the surrounding country

side. A visual connection with the natural environment is imperative because it connotes the 

value that the corporation places on providing a positive, inspiring, and healthy working environ

ment for its employees. The second imperative characteristic of the site is that it must be located 

between 50 and 65 degrees latitude to take full advantage of the building's vertically orientated 

solar energy systems. In addition, the site must facilitate the orientation of the building towards 

the south, with a minimal amount of natural or man-made obstructions to further allow for maxi

mum solar exposure. The character of the landscape of the site should also contrast with the 

hard-edged geometry of the building's massing to further define the building as a foreign object 

within its site. Lastly, the site should be located within close proximity to an urban center to 

facilitate easy access to the various financial, service, and material resources that are required 

by a headquarters and design facility. Therefore, although the building was conceived of as a 
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View east towards the site 

foreign object that is placed onto a site, its design interacts with the surrounding environment, 

and correspondingly must be sited to meets these requirements. 

The site that was chosen for the facility is located on a section of agricultural land in the municipal 

district of Rockyview, in southwestern Alberta, Canada. The site is located approximately 12 

kilometers west of Calgary, and 2 kilometers south of the TransCanada highway. Primary access 

to the site is off the number 22 primary highway, via rural road 244. Experientially, the site exists 

in a transition zone between the City of Calgary and the Rocky Mountains. Capturing the best of 

both worlds, the site offers a dramatic view of the mountains and immediate access to the re

sources of the city yet without the noise of the city or the distraction of the leisure activities 

available in the mountains. The landscape in this area primarily consists of rolling foothills with a 

seemingly random dispersion of coniferous trees. The natural landscape gradually dissolves to 

the east, as it is consumed by the City of Calgary. To the west, the distant edge of the mountains 

acts as a backdrop that frames the sky. The specific site for the design intervention is located on 

the western slope of a plateau on one of the foothills; it was chosen for the breathtaking view of 

the surrounding countryside that its slightly raised vantage point offers. 

Access to the new headquarters for Bang & Olufsen would typically be facilitated by automobile, 

although one could easily cycle to the facility in the summer months from the surrounding com

munities of Spring Bank, Bragg Creek, and Cochrane. The headquarters is approached from the 

northeast on a private road, via rural road 244, that approaches the facility in line with the center 

of the entrance facade. Approximately 60 meters in front of the facility the entrance road forks, 

allowing visitors to continue on route and park directly in front of the northeastern fagade, while 

employees would take the road that branches off to the right. Employee parking is located within 

the base of the plinth and is accessed further along the west side of the building at the location 

where the elliptical form cantilevers past the base of the plinth. On the west side of the building, 

the form of the plinth extends down to the ground plane, fitting the specific character of the 
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sloping site, and accommodating employee parking. The linear approach to the facility is in

tended to present the building from a singular elevation, thereby downplaying the three-dimen

sional qualities of the form. This encourages the initial perception of the building as two simple 

geometric shapes in space, fu rther connoting the minimalist formal language of Bang & Olufsen. 
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View west from the site 
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d e s i g n 

North west perspective 

Entrance 

The design of the massing elements for the new headquarters has been based on the formal 

language of the corporation's product-line. The form of the building consists of an elliptical 

element that is suspended above a solid rectilinear plinth. The form of the plinth acts to cradle 

the ellipse while elevating it from the irregular surrounding landscape. To accommodate a ter

race space and create a more elongated and elegant form, the length of the plinth has been 

extended beyond the perimeter of the ellipse. The form and treatment of the ellipse were chosen 

to express elegance and precision while also accommodating functional solar and daylighting 

needs. The solar tracking system developed for the project required the facade to be curved, 

while the daylighting strategy required a relatively shallow form. The functional requirements 

encouraged the initial form to become elliptical, while the desire to express a sense of precision 

resulted in the form being pinched at its ends. A transparent buffer zone separates the two formal 

elements of the building, further defining them as unique elements within the composition. For 

the purposes of advancing the overall reading of the minimalist formal massing, the presence of 

structural members was downplayed by placing them within the interior spaces. Thus, the formal 

massing of the building and its detailing have been coded to project the simple and clean formal 

language of Bang & Olufsen. 

From the parking area, the visitor approaches the facility via a solid stone rectilinear path that 

terminates at a set of thin steel steps. The entrance fagade is detailed with an inset steel plane 

that is punched into the surface of the solid stone plinth. A four and a half meter reinforced glass 

plane that slides within the space between the stone plinth and the inset steel plane forms the 

entrance itself. Once inside, the visitor experiences the compressed space within the plinth as 

an elongated threshold between the natural world and the electronic world of Bang & Olufsen. 

Beyond the plinth, the glazed buffer zone that separates the plinth and the ellipse functions 

experientially as a moment of release as the entry space opens up on all sides. From this space, 
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North west perspective 

the visitor discovers the detailing of the ellipse's surface treatment. The exterior polished stain

less steel cladding of the ellipse seamlessly wraps down the side of the form and continues along 

the interior ceiling, further defining the form as a single element. The entrance procession con

tinues underneath the ellipse into a slightly compressed, more personal space where the recep

tion is located. The entry sequence culminates at the foyer, an expansive space in the center of 

the ellipse, underneath the four level atrium. In addition to being the heart of the facility, the foyer 

also offers a panoramic view of the surrounding countryside, especially the Rocky Mountains. 

The clean simplicity of the entry sequence, and the emphasis that is placed on the experiential 

nature of moving though the sequence of spaces, parallels the importance that Bang & Olufsen 

places on the quality of visual and auditory experiences. The architectural expression draws on 

the design philosophy of the company, and evokes the experiential nature of Bang & Olufsen's 

products. 

Programmatically, the building is organized into three distinct areas which coincide with the three 

formal building elements. The plinth houses the service spaces, the buffer zone houses the 

public spaces, and the ellipse houses the serviced spaces. The layout of the plinth and buffer 

zone is quite straightforward, compared to the more complex programmatic requirements of the 

serviced spaces within the ellipse, which have led to a more elaborate organization scheme. 

Nevertheless, the programmatically different served areas within the ellipse have not been for

mally separated; instead, they coexist within the shared volume. The purpose of intermixing the 

different programmatic areas within the ellipse is to facilitate and express the inter-connective 

nature of Bang & Olufsen's design philosophy. As a result, instead of separating the different 

areas of the company in a traditional manner, the programming strategy seeks to bind them 

together. Consequently, the spaces have been organized based on their general spatial require

ments, not on their specific program. Smaller functional spaces like offices and meeting rooms 

are located along the narrower southwestern side of the ellipse, while larger programmatic spaces 

like the general office area and the design lab are located within the larger open plan on the 
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northeastern side. This strategy was chosen because it allows areas of the program that are 

traditionally separated to be placed beside one another, thereby encouraging the exchange of 

ideas between different areas of the company. 

3rd Level atrium: view west from elevator 

The atrium space was envisioned as an extension of the foyer and thus has become not only a 

passageway but also a meeting place. The walkways and bridges that run through the atrium 

were designed to afford a variety of movement opportunities between the surrounding spaces to 

completely interconnect the program. The atrium thus functions as both visual and physical link 

between spaces. The atrium's character as a public space has been heightened through the 

incorporation of a few open-meeting spaces along its perimeter. The public atmosphere of the 

atrium is carried into the treatment of the surrounding working spaces. Accessibility and inter

connection are achieved through the translucent treatment of the surfaces that face the interior 

atrium space. The translucent dividers separate the spaces and provide a private working envi

ronment while simultaneously giving an impression of the activity within the space. The ambi

ence projected is openness. The public character and inter-connective nature of the atrium and 

its surrounding public spaces were designed to signify Bang & Olufsen's interdisciplinary design 

philosophy. 

4th Level atrium: illustrating bridge and 
stair treatment 

To further facilitate the idea of inter-connectivity within the served spaces of the ellipse, the 

design of the spatial layout was based on the concept of non-determinate space making. The 

intent was to afford flexibility within the spatial ordering that would also allow the different depart

ments to intermix their programs. This was achieved by designing spaces that could house a 

number of programmatic activities. In this way, no space is tied to a specific task; its use is up to 

its occupant and, resultantly, can change over time. This spatial organizing scheme was deemed 

appropriate because it allows the location of programmatic areas within the facility to shift and 

change, allowing for a dynamic interaction between different programmatic areas over the course 

of time. This scheme was also chosen because of its flexibility and adaptability to the changing 
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needs of its users. Being paired with a post and beam structural system, which minimizes the 

need for internal load-bearing walls, further enhanced this organization scheme's inherent flex

ibility. As a result, the spaces are organized with non-structural partition walls that function like 

flexible dividers which can be modified over time to fit a variety of spatial needs. 

The aesthetic language and tectonic expression of the building and its surfaces were encoded to 

signify the aesthetic character of Bang & Olufsen, which is characterized by clean lines, refined 

materials, and flush detailing. These ideas are most evident in the detailing of the curtain wall 

system of the ellipse. A curtai n wall was employed as the exterior skin on the ellipse and as the 

interior skin within the atrium space. The framing and mullions that support the exterior curtain 

wall have been placed along the interior face of the skin, resulting in a flush and seamless exte

rior surface that connotes the clean aesthetic of Bang & Olufsen. At the junctions in the exterior 

skin, where it is punctured to afford terrace spaces, the treatment of the mullions remains consist

ent, but they are transformed functionally to also serve as handrails. The second curtain wall 

system applied to the interior surfaces of the atrium space were employed to minimize the visual 

edges between floors, thus expressing the seamless aesthetic of the ellipse. To further signify 

the clean aesthetic character of Bang & Olufsen, all mechanical and electrical systems have 

been contained within the floor plates of the building, resulting in simple, refined surfaces. The 

clean tectonic expression of the building components has been carried through in the treatment 

of materials, all of which are highly finished to signify Bang & Olufsen's characteristic precision. 

Together, the aesthetic language and tectonic expression of the architecture project the specific 

aesthetic character of the organization to exterior audiences and create an inspiring and motivat

ing working environment for employees. 

In addition to guiding these conventional architectural considerations, the philosophy of Bang & 

Olufsen presents another challenge, it stress the importance of visionary and innovative design. 

Thus, in order for a work of architecture to truly project the identity of Bang & Olufsen it must 
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accept this challenge and question a fundamental aspect of how architecture is traditionally con

ceived. In keeping with the technologically advanced nature of the company, I challenged the 

inefficiency of conventional architectural design. The approach taken focuses on reducing the 

need for a building to draw up exterior sources of energy to operate its basic functional systems, 

such as the heating and cooling, lighting, and electrical systems. 

Detail of air space within passive thermal 
system 

The design of the facility incorporates a passive thermal system to minimize the need for an 

active heating and cooling system. The completely glazed southwestern facade of the building is 

designed to allow the occupants to have control over the level of natural heat gain through the 

building envelope. The passive system is incorporated within the building's hybrid open/closed 

Heating, Ventilating, and Air Conditioning (HVAC) system to allow natural ventilation during warmer 

summer months, with controlled closed airflow during cooler winter months. The passive system 

is comprised of two sets of double pane glass spaced one meter apart, with movable sun shading 

devices along the inner face of the contained space.1 During the warmer summer months, the 

louvers within the airspace intercept the sun's solar rays and convert the solar energy into radiant 

heat. The radiant heat warms the air within the contained space; the air rises due to the stack 

effect and is subsequently exhausted through dampers at the top of the contained space.2 Since 

the passive system intercepts the solar rays before they enter the functional spaces within the 

building, the required cooling load is effectively reduced by approximately 50 percent.3 In addi

tion, the interior windows facing onto the contained space are operable during the warmer sum

mer months, allowing exterior air, when cool, to infiltrate the building and cool the interior spaces. 

During the cooler winter months, the louvers are primarily opened to allow the solar rays to pass 

through the building envelope without being largely absorbed or reflected. The sunlight enters 

into the functional spaces of the building where it is directly absorbed by the interior surfaces 

within the space. The solar energy from the sunlight is then converted into heat in the form of 

radiant energy, which warms the interior air. The warm air is then circulated through vents and 

dampers to cooler interior spaces within the building.4 
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To further reduce energy consumption, the facility was designed to utilize daylighting as the 

primary source of illumination. Electrical lighting systems would be used as a secondary source 

of illumination when daylighting is insufficient, and for specific task lighting. The use of daylighting 

as the primary lighting source was predominately achieved by reducing the depth of the building 

and by orientating the longer, completely glazed, facade towards the south. Natural light enter

ing the building through the southern facade is controlled and regulated with the horizontal 

sunshading devices that run the entire length of the southwestern fagade. Daylighting within the 

core of the building is provided by clearstory glazing at the top of the atrium and by diffused light 

passing through the translucent surfaces of the inner partition walls along the southwestern side 

of the ellipse. The northeastern fagade has been detailed with a minimal amount of glazing to 

reduce heat loss. However, the ribbon windows that were employed have been located along the 

upper portion of the walls to allow natural light to penetrate deep into the space. 

Solar array 

While the passive heating and cooling system, and the use of daylighting, reduces the amount of 

resources that the building requires to function, they do not completely remove the need for the 

facility to import energy. Therefore, in order for the facility to be functionally self-sustaining, an 

advanced solar energy system has been integrated into the design of the architecture. The 

system that is employed generates the required energy for the building on site, relieving the need 

for the facility to be tied into the electrical grid and further emphasizing the building as an self 

contained object within the landscape. The design of the solar array is a further development on 

a new form of an active photovoltaic energy system. The system is comprised of a tight grid of 

1 mm spherical silicon photovoltaic cells spaced 1 mm apart on a single pane of glass. The glass 

is coated with a transparent metal film that functionally links the individual solar cells together. 

When natural light is available, the solar rays are absorbed by the photovoltaic cells either di

rectly or indirectly (i.e. reflected off the curved surfaces of surrounding spherical cells). The 

photovoltaic cells directly convert the natural light into electricity. The electricity is then trans

ferred through the metal coating on the glass to a network of wires that links the solar array to a 
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collection of storage batteries, from where the electricity is then directly supplied to the building. 

The size of the solar array is based on the estimated average energy requirement of the facility 

and the average solar gain for the region. Its scale has been oversized to accommodate addi

tional energy storage for use at night and on cloudy days. 

In order to continue the cohesive design philosophy of Bang & Olufsen, the form of the solar array 

has been integrated into the design of the facility. The array has been conceived as a slim skin 

that slides across the curved face of the southwestern fagade. The form of the ellipse accommo

dates the collection of solar energy by providing a curved surface from which the array can track 

the path of the sun from sunrise to sunset. The purpose of the solar tracking is to provide the 

photovoltaic cells with continuous maximum solar exposure. The tracking itself is achieved with 

sensors on the array that continually test the solar gain at both sides of the array to determine 

where there is more light energy. The use of a completely vertical ray was possible due to the low 

sun path that the longitude of the site offers, whereas an array designed for a site closer to the 

equator would benefit from an angled array. In addition to providing energy for the facility, the 

translucent nature of the design of the solar array allows it to filter the daylight and reduce glare 

where it is most intense, thus providing a more comfortable working environment. The solar 

array was designed to visually signify of the innovative character of Bang & Olufsen. 

In order to test the potential of architecture as a medium to project messages, the design of the 

North American headquarters and design facility for Bang & Olufsen was specifically encoded to 

signify the identity of the corporation. The philosophy of Bang & Olufsen was utilized to guide 

every aspect of the design process from the siting of the facility to its formal, spatial, and aes

thetic language. The technological aspects of the design were also resolved and expressed in 

accordance with Bang & Olufsen's philosophy. The design process focused on projecting the 

actual character of the corporation to reduce polysemy and limit the number of potential read

ings. The consistent encoding of the beliefs and values of Bang & Olufsen within the design 
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project along with the variety of different signs through which they have been projected, together 

have resulted in an architectural investigation that directly signifies the corporation. Correspond

ingly, I find that the multiplicity of different signs within the architectural investigation were com

prehensible, and that they are read as components of an overall message. A level of specificity 

is reached through the accumulation of the discontinuous signs that effectively projects the iden

tity of Bang & Olufsen. Therefore, as the design investigation proved successful in projecting the 

identity of Bang & Olufsen, I conclude that the medium of architecture is capable of effectively 

projecting specific messages. 
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C o n c l u s i o n 

The intent of this exploration was to question the potential of architecture as a medium to effec

tively project corporate messages. Through the design investigation I found that the medium of 

architecture presents many opportunities to translate the abstract values and ideas of a corpora

tion into concrete messages. My original premise, which stated that architecture is a powerful 

medium through which to present messages because it can project them visually, experientially, 

and spatially, was validated though the design investigation. In addition, the design stage of this 

investigation also revealed further subtle characteristics of architecture, which had not been 

anticipated, such as its ability to project messages that are received with minimal resistance, and 

its capability to elicit an emotional response. These unexpected characteristics of architecture 

add to its capacity to effectively project messages. 

Despite the inherent qualities that architecture possesses as an expressive medium, it does not 

project messages with the immediate clarity of mediums such as advertising, which convey both 

linguistic and iconic messages. Architecture projects messages visually, experientially, and spa

tially, and as a result its messages may offer a variety of different readings, as they are projected 

without the aid of a linked linguistic message to anchor the overall intent of the message. Thus, 

the messages projected through architecture are inherently polysemic and offer a wide range of 

potential signifieds; therefore, the architect must design the signifiers with a higher level of rigor 

to avoid presenting inconsistent or unclear messages. In contrast to the direct nature of medi

ums such as advertising, which are required to project the specific character of an individual 

product, architecture acts as a supporting medium that projects the values and ideas of the cor

poration as a whole. In addition, architecture is read over a longer period than a typical adver

tisement, which is often viewed in a compressed time frame, sometimes only for a matter of 

seconds. Therefore, architecture does not require the direct clarity of a linguistic message that is 

so vital in an advertisement. This is not to suggest that architecture cannot project a preferred 
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reading but that, as a medium, it expresses messages based on its own inherent characteristics 

that are not as definitive as the written or spoken word. However, the dynamic character of the 

medium of architecture presents the opportunity to project messages visually, experientially, and 

spatially, making architecture an effective medium for corporate communication. 

Architecture is also an effective medium through which to project messages because they are 

often not perceived as being imposed upon its receivers. Since the receiver of a message needs 

to search for signs within the message and be an active participant within the decoding process, 

some corporate communications, such as advertisements, are often resisted as there messages 

are not seen as being beneficial to its receivers. However, the nature of architecture to present 

messages subtly, such as in the detailing of a surface, allows its messages to be received with 

less resistance. 

Architecture's potential to project a corporate identity is strengthened by its ability to elicit an 

emotional response. The experiential nature of architecture allows it to convey powerful emotive 

themes, thereby encouraging the receiver of its messages to connect with the corporation on a 

more personal level. In addition, the emotive potential of architecture allows it to function suc

cessfully at a multicultural level. 

When presented in a coherent fashion, the layers of different signifiers available within the me

dium of architecture add to its potential to present messages. Due to the complexity of the 

medium, all of the signifiers within a work of architecture could not be decoded within a single 

reading. Thus, the medium of architecture has the potential to offer a quick initial reading of its 

more prominent signifiers, while also offering the opportunity for its more subtle signifiers to be 

discovered as its users develop a relationship with the building through time. The reception of 

messages over time is beneficial, for it reinforces the receiver's understanding of the corporation 

and affords a more stimulating working environment for employees. 
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In order for a corporate identity to be effective, it must reduce the number of different readings 

that are projected by the corporation. Thus, all aspects of the organization must be designed to 

project an appropriate message. This is why corporate architecture must be designed to project 

the values and ideas of the corporation. That noted, what this investigation has discovered is not 

that corporate architecture should be designed to project corporate messages, but that it can 

effectively project corporate messages visually, experientially, and spatially. 

In response to employing the theoretical framework of semiotics to guide an architectural inves

tigation, I found that it was an appropriate mode of thought. Semiotics affords a solid and com

prehensive framework through which to interpret and understand not only visual and auditory 

signs, but also experiential and spatial signs. Due to the cohesive nature of semiotics, as a mode 

of thought, I believe that it could be employed to interpret or analyze any medium. Yet, in re

sponse to architecture, it is especially valuable because it allows the messages projected through 

the medium to be read as a system of signs, which can then be interpreted as individual ele

ments, thus allowing the complex nature of architecture to be more easily understood. In addi

tion, semiotics also takes into account the relationship between the elements within a message, 

thereby allowing the potentially complex relationships between signs to be discovered and con

sidered. Lastly, semiotics proved to be a valuable mode of thought to guide an architectural 

investigation because it considers the polysemic nature of messages, and thus ensures that 

signs are projected in a meaningful and consistent fashion. 

c o n c l u s i o n 8 9 



r e f e r e n c e s 



I m a g e s 

Page i BeoLab 6000. Bang & Olufsen, (Product-line catalogue). 1998-1999, p.37. 

Page 01 BeoCenter 2300. Bang & Olufsen, (Product-line catalogue). 1998-1999, 
p.19. 

Page 02 BMW M5. Need for Speed: High Stakes, (CD-ROM). 1999, BMW M5 slide 
show. 

Page 05 Roland Barthes. http://www.jonmattox.com/grids/people/barthes.html 04/23/01 
06:43 PM. 

Page 08 BeoSound 9000. Bang & Olufsen, (Product-line catalogue). 1998-1999, 
p.07. 

Page 09 Philips Advertisement. Wallpaper: the stuff that surrounds you. v.31 (Sep 
tember20OO), p.59. 

Page 11 RCA RP 8070 5 CD changer, http://www.futureshop.ca/catalog/ 
proddetail.asp?sku_id. 03/19/01 11:32 PM. 

Page 11 Pioneer pd-F 1009 CD changer, http://www.futureshop.ca/catalog/ 
proddetail.asp?sku_id. 03/19/01 11:34 PM. 

Page 11 Technics SLMC4 CD changer, http://www.futureshop.ca/catalog/ 
proddetail.asp?sku_id. 03/19/01 11:35 PM. 

Page 13 Energizer Bunny, http://www.energizer.com/bunnystuft7screensaver/. 03/22/01 
7:15 PM. 

Page 13 Potterybarn Advertisement. Wallpaper: the stuff that surrounds you. v.31 
(September 2000), p.269. 

Page 14 Ferrari F50. Need for Speed: High Stakes, (CD-ROM). 1999, Ferrari F50 
slide show. 

Page 14 Volkswagen Catalogue. Volkswagen Golf and GTI, (Product Catalogue). 
2001, p.18. 

Page 14 Volkswagen Advertisement. Road & Track, v.52, n.1 (September 2000), 
p.2-3. 

r e f e r e n c e s 9 1 

http://www.jonmattox.com/grids/people/barthes.html
http://www.futureshop.ca/catalog/
http://www.futureshop.ca/catalog/
http://www.futureshop.ca/catalog/
http://www.energizer.com/bunnystuft7screensaver/


Page 16 IBMAptiva. http://www.pc.ibm.com/ca/aptiva/index.shtml. 03/19/01 11:22PM. 

Page 16 PC Clone SC 2110. http://www.futureshop.ca/catalog/proddetail. 03/19/01 
11:24 PM. 

Page 16 Power Mac G4. http://www.apple.com/ca/powermac/. 03/19/01 11:28 PM. 

Page 17 Jaguar Logo. Road&Track. v.51, n.9 (May 2000), p.16. 

Page 18 Fila Logo. FHM: For Him Magazine. May 1998, p.93. 

Page 18 Ray-ban Logo. FHM: For Him Magazine. May 1998, p.49. 

Page 18 Porsche Logo. Road & Track, v.51, n.9 (May 2000), p.65. 

Page 19 Ferrari 360 Modena. Need for Speed: High Stakes, (CD-ROM). 1999, 360 
Modena slide show. 

Page 22 BeoSound 4000 with BeoLab 8000. Bang & Olufsen, (Product-line cata 
logue). 1998-1999, p.16. 

Page25 Chevy Tahoe Logo. Road&Track. v.51, n.9 (May 2000), p.110. 

Page 25 Rage Performance Tires Logo. Road&Track. v.51, n.9 (May 2000), p.121. 

Page 26 Porsche Advertisement. Road & Track, v.51, n.9 (May 2000), p.65. 

Page 31 BeoSound 9000 with BeoLab 8000. fiang <& Olufsen, (Product-line cata 
logue). 1998-1999, p.04. 

Page 32 Hongkong Shanghai Bank, http://www.greatbuildings.com/cgi-bin/gbi.cgi/ 
Hongkong and Shanghai Ban.html. 04/23/01 11:15PM 

Page 33 Nokia's Head office, http://www.nokia.com/main.html. 07/15/00 1:39PM. 

Page 33 Nike factory in Vietnam. Leaked Audit: Nike Factory Violated Worker Laws. 
1997, p.02. 

Page 34 Bang & Olufsen Wall. "Aesthetics and Technology: Back to Basics" 
Arkitektur Dk, v.43, n.6 (October 1999), p.361. 

Page 36 BeoSound 4000 with BeoLab 2500 and BeoLab 4000. Bang & Olufsen, 
(Product-line catalogue). 1998-1999, p.17. 

Page 37 Peter Boa Bang & Svend Olufsen. Bang & Olufsen: Vision and Legend. 
http://www.beo.com/default.asp7id-23 09/08/00, 11:32 PM. 

r e f e r e n c e s 9 2 

http://www.pc.ibm.com/ca/aptiva/index.shtml
http://www.futureshop.ca/catalog/proddetail
http://www.apple.com/ca/powermac/
http://www.greatbuildings.com/cgi-bin/gbi.cgi/
http://www.nokia.com/main.html
http://www.beo.com/default.asp7id-23


Page 37 Five Lamper. Bang & Olufsen: Vision and Legend, http://www.beo.com/ 
default.asp?id=26. 09/08/00, 11:32 PM. 

Page 37 Beolite 39. Bang & Olufsen: Vision and Legend, http://www.beo.com/ 
default.asp?id=33 09/08/00, 11:32 PM. 

Page 38 Stereo record player. Bang & Olufsen: Vision and Legend, http:// 
www.beo.com/default.asp'?id=34 09/08/00, 11:32 PM. 

Page 38 Beogram 4000. Bang & Olufsen: Vision and Legend, http://www.beo.com/ 
delault.asp?id 35. 09/08/00. 11:32 PM. 

Page 41 The Seven CIC. Bang & Olufsen: Vision and Legend, http://www.beo.com/ 
default.asp?id=40. 09/08/00, 11:32 PM. 

Page 42 Bang & Olufsen Logo. Bang & Olufsen: Vision and Legend http:// 
www.beo.com/default.asp?id=25. 09/08/00, 11:32 PM. 

Page 42 Bang & Olufsen Logo. Wallpaper: the stuff that surrounds you. v.35 (Janu 
ary/February 2001), p.23. 

Page 42 Bang & Olufsen Wall. "Aesthetics and Technology: Back to Basics" 
Arkitektur Dk, v.43, n.6 (October 1999), p.363. 

Page 43 Bang & Olufsen Advertisement. Wallpaper: the stuff that surrounds you. 
v.31 (September 2000), p.100-101. 

Page 44 BeoSound 9000. Bang & Olufsen, (Product-line catalogue). 1998-1999, 
p.06. 

Page 45 BeoSound 9000. Bang & Olufsen, (Product-line catalogue). 1998-1999, 
p.06. 

Page 45 BeoSound 4000 with BeoLab 4000. Bang & Olufsen, (Product-line cata 
logue). 1998-1999, p.38. 

Page 46 BeoLab 8O00. Bang & Olufsen, (Product-line catalogue). 1998-1999, p.31. 

Page 47 Office wing. "Magic on a High Level" Arkitektur Dk, v.43, n.6 (October 
1999), p.324. 

Page 47 Entrance. "Magic on a High Level" Arkitektur Dk, v.43, n.6 (October 1999), 
p.311. 

r e f e r e n c e s 9 3 

http://www.beo.com/
http://www.beo.com/
http://www.beo.com/default.asp'?id=34
http://www.beo.com/
http://www.beo.com/
http://www.beo.com/default.asp?id=25


Page 47 View of entrance from inside, "Magic on a High Level" Arkitektur Dk, v.43, 
n.6 (October 1999), p.311. 

Page 48 View across courtyard from foyer. "Magic on a High Level" Arkitektur Dk, 
v.43, n.6 (October 1999), p.331. 

Page 48 Brick facade of office wing. "Magic on a High Level" Arkitektur Dk, v.43, n.6 
(October 1 999), p.327. 

Page 49 Structure under office wing. "Magic on a High Level" Arkitektur Dk, v.43, n.6 
(October 1 999), p.349. 

Page 49 Stair detail. "Magic on a High Level" Arkitektur Dk, v.43, n.6 (October 
1999), p.337. 

Page 50 View out from office wing. "Aesthetics and Technology: Back to Basics" 
Arkitektur Dk, v.43, n.6 (October 1999), p.369. 

Page 50 Site plan. "Magic on a High Level" Arkitektur Dk, v.43, n.6 (October 1999), 
p.309. 

Page 52 BeoCenter 2300 with BeoLab 2500. Bang & Olufsen, (Product-line cata 
logue). 1998-1999, p.19. 

Page 55 BeoSound 9000. Bang & Olufsen, (Product-line catalogue). 1998-1999, 
p.06. 

Page 58 Map of southern Alberta. Alberta Road Map. Alberta Motor Association, 
02/99. 

Page 58 View east towards the site. Photographed by author. 

Page 60 View west from the site. Photographed by author. 

Page 60 View west from the site. Photographed by author. 

Page 60 View east from the site. Photographed by author. 

Page 86 BeoSystem AV 7000. Bang & Olufsen, (Product-line catalogue). 1998-
1999, p.53. 

Page 90 BeoLab 4O00. Bang & Olufsen, (Product-line catalogue). 1998-1999, p.41. 

Page 97 BeoLab 4O00. Bang & Olufsen, (Product-line catalogue). 1998-1999, p.40. 

r e f e r e n c e s 9 4 



b i b l i o g r a p h y 

Bang & Olufsen: Vision and Legend. http://www.beo.com/default.asp?id=3 -http://www.beo.com/ 
default.asp?id=56 09/08/00, 11:32 PM. 

Bang, Strine, and Morten Bjarnhof. Bang & Olufsen, (Product-line catalogue 1998-1999). Swit
zerland: Druckerei Winterthur dw AG, 1998. 

Barthes, Roland. The Responsibility of Forms: Critical Essays on Music, Art, and Representa
tion. Berkeley, California: University of California Press, 1991. 

Bernstein, David. Company Image and Reality: A Critique of Corporate Communications. Lon
don, England: Holt, Rinehard and Winston Ltd, 1984. 

Chajet, Clive. Image by Design: From Corporate Vision to Business Reality. Reading, Massa
chusetts: Addison-Wesley Publishing Company, Inc., 1991. 

Crosbie, Michael J.. Green Architecture: A Guide to Sustainable Design. Rockport, Massachu
setts: Rockport Publishers, Inc., 1994. 

Curtis, William. "Machine in the Landscape" Arkitektur Dk, v.43, n.6 (October 1999): 350-359. 

Curtis, William. "Magic on a High Level" Arkitektur Dk, v.43, n.6 (October 1999): 307-349. 

Dant, Tim. Material Culture: in the Social World. Buckingham, U.K.: Open University Press, 
1999. 

Fowles, Jim. Advertising and Popular Culture. Thousand Oaks, California: Sage, 1996. 

Hawken, Paul, Amory Lovins, and L. Hunter Lovins. Natural Capitalism: Creating the Next Indus
trial Revolution, http://www.naturalcapitalism.com/sitepages/art11.asp? 03/17/01, 4:07 PM. 

Jenkins, Nicholas. The Business of Image: Visualizing the Corporate Message. London, Eng
land: Biddies Ltd, 1991. 

Lister, Lily. Seeing the Green Light: Theoretical and Practical Perspectives on the Relationship 
Between Corporate Image and the Environment. Senior Project (M.C.S.) University of Calgary, 
1992. 

r e f e r e n c e s 9 5 

http://www.beo.com/default.asp?id=3
http://-http://www.beo.com/
http://www.naturalcapitalism.com/sitepages/art11.asp


Meyers, William. The Image-Makers: Power and Persuasion on Madison Avenue. New York, 
N.Y: Times Books, 1984. 

Michelsen, Anders. "Aesthetics and technology: Back to Basics" Arkitektur Dk, v.43, n.6 (October 
1999): 360-373. 

Nava, Mica. Buy This Book: Studies in Advertising and Consumption. London, England: Routledge, 
1997. 

Olins, Wally. Corporate Identity: Making Business Strategy Visible Through Design. London, 
England: Thames and Hudson, 1989. 

Reid, Esmond. Understanding Buildings: A Multidisciplinary Approach. London, England: Con
struction Press, 1984. 

Seiler, Robert M.. Roland Barthes, The Rhetoric of the Image, http://www.ucalgary.ca/~rseiler/ 
barthes.htm 03/17/01, 2:05 PM. 

Seiler, Robert M.. Semiology // Semiotics, http://www.ucalgary.ca/~rseiler/semiolog.htm 03/17/ 
01, 2:06 PM. 

Simpson, Maria. Corporate fdentity: Name, Image and Perception. U.S.A.: The Conference 
Board, Inc., 1987. 

Stein, Benjamin, and John S. Reynolds. Mechanical and Electrical Equipment for Buildings, 8th 
Edition. New York, N.Y: John Wiley & Sons, Inc., 1992. 

Udsen, Vibe. Living Architecture, No. 17. Copenhagen, Denmark: From & Co., 2000. 

Vale, Brenda and Robert. Green Architecture: Design for an energy-conscious future. London, 
England: Thames and Hudson Ltd, 1991. 

Zeiher, Laura O. The Ecology of Architecture: A Complete Guide to Creating the Environmen
tally Conscious Building. New York, N.Y: Watson-Guptill Publications, 1996. 

r e f e r e n c e s 9 6 

http://www.ucalgary.ca/~rseiler/
http://www.ucalgary.ca/~rseiler/semiolog.htm


a p p e n d i x a: a r c h i t e c t u r a l p r o g r a m 

a p p e n d i x b: C D R O M : c o m p u t e r a n i m a t i o n s 

a p p e n d i c e s 



p r o g r a m 

entrance 40m2 
reception 20m2 
foyer 120m2 
gallery 100m2 

lobby (2 levels) 80m2 
general offices 460m2 
managers offices (8) 160m2 
conference rooms (6) 120m2 
board room 40m2 
storage space 20m2 
printing fax and copy room 20m2 
washrooms (2) 100m2 

engineer lab 160m2 
engineer offices (4) 80m2 
design lab 160m2 

designers offices (4) 80m2 

material storage 40m2 
testing lab 160m2 
tech equipment room 40m2 
tech office (2) 40m2 
auditorium/class 140m2 
cinema 60m2 

workshop/multipurpose room 160m2 
canteen/kitchen 200 m2 
library/research centre 60m2 
washrooms (2) 80 m2 

mechanical room 40m2 

shipping receiving 140m2 

parking 60stalls 

total 2 920m2 
total with 25% net gross up 3 650m2 
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C D R O M i n d e x 

perimeter animation 

solar animation 

interior walk through 
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