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Abstract 
This Master's Degree Project explores the process of bringing non-dualistic thought and 

non-objective art through the discipline of architecture to create what will be termed a space 

apart. This thesis will argue that architecture possesses the ability to hollstlcally define physical 

and metaphysical space through the projection of its Inherent qualities of order and scale that are 

realized under light. These Issues will be explored In a body of text that Investigates the non-

dualistic/non-objective concepts proposed by various philosophers, artists and architects and in 

an architectural design that attempts to present these phenomenologlcal concepts in a palpable 

form. It is the intention of this approach to architectural thought and design that an alternative 

method of perceiving built form will present Itself, one that meditates on the interconnectedness 

of the unique character of the building's materiality and the spiritual expression of its Immaterial

ity. 

The design Intervention will consist of a music conservatory and civic space for the Arts 

District in downtown Calgary. This architecture attempts to manifest the non-duallstic and non-

objective aspects raised by the thesis within an architectural programme that seeks to create a 

place of learning, musical expression and collective gathering. 

Preface 
Throughout this investigation, there are references to and from particular philosophical, theo

logical and theoretical disciplines. This thesis Is not a philosophical argument, for every argument 

must prove, through experiment and predictive application, the validity of a particular statement. 

The intention of this thesis is to present a way of seeing, not a theory. The concepts, theories and 

ideologies presented in various lines of thought, ranging from philosophical to theological, have 

value in that they support and assist in conveying the intention of this investigation without em

bodying the particular agendas or directives that they may subsequently imply or incur. A 

collection of terms, phrases and concepts have been borrowed or employed In the service of 

clarifying and directing this investigation. These borrowed terms are qualified either within the 

body of the text or expressed in the endnotes following each chapter. Every attempt has been 

made to Identify and qualify particularly difficult or obscure statements In regards to their original 

Intention as well as the appropriateness of their Inclusion to substantiate the ideas proposed by 

this thesis. 
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C h a p t e r 1 : F o u n d a t i o n 

N o n - D u a l i s t i c T h o u g h t 

Non-Dualistic Thought 
Non-dualistic thought is essentially a holistic worldview. It is foundational and governs one's 

Being-in-the-world.2 It is different from a dualistic conceptualization of the world in that it is a way 

In which the world is and not a methodology from which we know the world. The non-dual 

perspective Is essential to various forms of religious and metaphysical thought, most notably, 

Buddhism, Taoism and Zen. While each discipline establishes diverse doctrines of beliefs, values, 

and judgements, the common thread that binds them together Is a holistic perspective of Being-in-

the-world. While each system offers particular expressions and explanations of non-dualistic thought, 

it Is not the Intention of this thesis to present the theoretical methodologies and practices that 

comprise each belief system but Instead, to illustrate how each system incorporates and presents a 

holistic world view. Thus, this thesis does not posit a theoretical or a philosophical interpretation of 

Being-in-the-world for every theory must, through experiment and predictive application, satisfy two 

criteria: verifiabllity and falsifiability. It is the position of this thesis that human Being-in-the-world 

cannot be reduced to ascientific explanation or theoretical deduction and thus cannot be subjected 

to the evaluating criteria of predictive discourse. What will be offered by this thesis instead isa way 

of seeing that is not limited by theoretical postulates or interpretive analysis. 

What will be promoted is a holistic worldview that emphasizes \he possibility of Being, allowing 

existents (entitles, things and phenomena) to unfold in accordance with their own unique and 

inherent potential.3 This Is different from a dualistic viewpoint that explains the mechanics of the 

universe and provides ásense of security through comprehension and predictability. Our contempo

rary society still bears the imprint of a dichotomizing foundation where existential speculations have 

been replaced by the veridical certainty and 'commonsense' of modern science and technology. 

When we askaboutthe meaning of the artistic and the poetic, we awaken an interest in an immanence 

that cannot easily be explained for it is somehow inextricably linked to our Being-in-the-world. Art 

and poetics express aspects of existence that engage the human spirit In a manner that rational 

thought cannot. 

The benefit of examining non-dualistic models is that they coherently explain a holistic world 

view that Western metaphysical thought could not attain due to the limitations found In Its own 

matrix.4 Elements such as artistic and poetic creation elude rational explanation because their 

existence cannot be empirically verified. While we can always qualify art in same objective manner or 

another, it is much more difficult to describe the elusive act of inspiration and creation. If we suppose 

that the realm of artistic expression resides outside the periphery of rational thought, then non-

dualistic models can serve as a locus to Inform the artistic process of bringing forth that which 

possesses no rational form. What is required is a shift In foundation. As has already been shown, our 

current world view is duallstically biased and since the concept of non-duality is not easily expressed 

through such a system, another perspective must be adapted to communicate the intention. 

We fee/ that even when all possible scientific questions 

have been answered, the mysteries oí lite remain 

completely untouched... 

Ludwig Wittgenstein' 
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The non-duaiistic perspective establishes that there is first and foremost the simple state of 

existence: "our experience not only can be but already is and always was non-dual; any sense of a 

subject apart from that which is experienced is an illusion."5 There is no distinction between subject 

and object causally existing at a particular point in space and time. It collapses into one condition 

of existence and becoming, existing as a unity of Being: "(i)n being time there is a quality of 

passage... (t)hatis, it passes from today to tomorrow, it passes from today to yesterday, it passes from 

yesterday to today, it passes from today to today, it passes from tomorrow to tomorrow."6 This holistic 

view is also at once past, present and future, it is at once the beginning of all things and the way in 

which all things pursue their course. Immediately, there is an implication of unity, balance and 

harmony. Relationships between existents are not given any form of priority, bias or hierarchy, they 

simply exist as connections, neither confirmed nor denied. 

From a non-dual perspective, each and every existent is unique yet part of a collective. It can 

be these two things because of the holistic foundation that asserts that both identity and coherence 

are maintained as one. Eastern religious texts continually confirm this concept throughout every 

aspect of their teachings but it is expressed most clearly in Taoism where the whole, the Tao, and the 

part, the Te, are harmonious and inseparable. There is never an attempt to qualify these two elements 

further. It Is a fundamental organization of the non-dual world view. It is imperative that this point Is 

made clear. The importance of an entity's Being depends upon the fulfillment of its unique charac

teristics that make It what it is, as well as its place in the holistic perspective and that its existence is 

conditioned by its solidarity and participation within the whole. Thus, each and every existent 

possesses an inherent potential, a condition of its Being that is self-evident (what it is in itself, its 

presencing, or bringing forth, and what makes It itself, or Its existence). Acceptance of the world's 

qua universe's dynamic laws brings tranquility, acceptance and unity. 

Such a concept of holistic existence is evident in various Eastern texts and teachings. While 

most texts on Buddhist thought (among others) focus on how to emancipate human existence and 

achieve enlightenment, the foundation of the non-dualistic world view is ever present. From the 

perspective of these teachings, the non-dualistic world view is the natural way In which the world 

exists. The tendency for humanity to substantltate reality through whatever means available distances 

the relationship to this antecedent condition. These texts and teachings seekto remind one of this 

originary condition of existence, where there is no dichotomizing separation of the world from the 

self. What are presented In these teachings are examples of how to recognize the intangible elements 

(such as spirit and consciousness) that comprise and complete a holistic view. In a broad sense, it 

is the embracing of the intangible, or negative, that achieves fulfillment.7 Lao Tzu speaks of the unity 

of being and non-being when he said: 

The Tao (Way) that can be told of is not the eternal Tao; 

The name that can be named is not the eternai name. 

The Nameless is the origin of Heaven and Earth; 

The Named is the mother of all things. 

Therefore let there always be non-being so we may see their subtlety, 

And let there always be being so we may see their outcome. 
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The two are the same, 

But after they are produced, they have different names.8 

Likewise, the 11 th century sage Dogen promoted that every phenomenon in the universe was 

unobjectifiable, limitless and groundless.9 He thus implies that regardless of what any existent is, it 

is equal among every other existent that comprises whatever form reality assumes. While these 

worldviews engage concepts that are beyond the scope of this thesis, it is paramount to acknowledge 

the foundational and fundamental aspect of non-dualistic thought and that every phenomena is 

always a possibility of Being, whatever that possibility may be. 

The difficulty in presenting the non-dual position in our current Western lexicon is that It Is 

communicated through our current dualistic perspective: "one can realize the nature of the dualistic 

phenomenal world from the 'perspective' of the non-dual experience, but not vice versa."10 Our 

language and communication system is biased to a subject/predicate relation: it is fundamental that 

things-in-the-world possess characteristics for comprehension. Both dualistic and non-dualistic 

positions are absolute and foundational, they existas the locus from which to construct and guide 

worldviews. Because of this, there exists no neutral or objective methods for evaluating either. One 

must assume a position. The position assumed for this investigation is from a non-dualistic 

perspective. For architecture, incorporating non-dualistic thought into its design parameters in

volves embracing the negative and what It means to the totality of the whole. In particular, it means 

recognizing formlessness and suggestibility. 

Formlessness and Suggestibility 
Formlessness embraces form to become one. In a non-dualistic state, there are no distinct 

opposite forms, only unison and a simple state of Being. This concept of Being-as-interconnected 

is echoed by Lao Tzu when he stated that "all things in the world come from being, and being comes 

from non-being."11 This promotes that all things in the world have a presence, or a Being, It is 

dependent upon non-being for its existence. Non-being, or the negative, and Being, or the positive, 

comprise the totality of existence. Elements such as the unconscious and the Intangible are given 

equal weight just as physical things and thus must be considered equally. 

Formlessness Is evident In architecture, for it is everywhere that form is not. For a simple 

example, one can think of a row of columns and the space that separates them. A column, to be 

defined as such, must be freestanding, thus the space between individual columns are integral to its 

definition of Being. One may not actively perceive the space between the columns as a presence yet 

it is vital to a column's definition. Like the Tao and the Te, both exist in unison as a singular 

expression. Thus, to achieve a positive presence, or the presence of form, the gesture requires 

recognizing the negative, or intangible content. When one begins to see negativity as a presence, the 

possibilities of interpretation expand. An architecture that engages with negativity presents a particu

lar suggestibility, bringing formlessness to the same perceivable level as form. 

Suggestibility, in this context, refers to meaning that particular forms infer. Meaning is depend

ent upon the beholder. How, where, and when particular concepts, beliefs, judgements, values, 

morals and ethics regarding experience entered into human consciousness is beyond the scope of 
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this investigation. Whether or not they are innate in the mind or acquired through experience, the fact 

remains that they structure humanity's attempt to structure reality. In architecture, the tectonic 

elements present the beholder with characteristics that elicit certain expectations and responses, 

eitherfrom recognizing stylistic or historic references or recognizing elements of order, scale and 

form. It is the tangible expression that awakens the Intangible response. An example of this are the 

columns that support a floor or a roof. But a row of columns also implies an order or directionality. 

Thus, two possible interpretations of the columns' function exist, neither taking prominence until the 

beholder infers some bias. Recognizing the potential of phenomena to be more than they are Is the 

provenance of poésls and techné. 

Poésis and Techné 
One of the most helpful perspectives regarding non-dualistic thought from within the Western 

tradition are the phenomenological thoughts and writings of Martin Heidegger. There are two specific 

concepts that emerge from his work, poésis and techné, that engage conditions of Being, or more 

precisely, Being as self-evident. Both terms are derived from the ancient Greek and substantiate 

Heidegger's work on how a phenomenon may disclose Its condition of Being.12 Poésis Is a way in 

which an existent develops and presents itself. It is a bringing-forth or revealing in accordance with 

its form of life and applies to all animate or inanimate phenomena. A flower, for example, can only be 

a flower: that is its inherent potential. Poésis is the manner in which the flower fulfills its potential, how 

It reveals its own nature. Poésis does not infer meanlngfulness or directives regarding meaning, but 

cultivates a direction concurrent with an existent's potential. In a broad sense, it is the way any 

phenomenon is as well as the way it came io be and the manner in which it will be. Any judgement 

as to an existent's meaning within a wider context is beyond its ability to control. Thus, for meaning 

to arise, the existent requires the beholder to involve their unique collection of thoughts, memories 

and experiences, or what will be termed their subjective inference. 

By employing a beholder's subjective inference, the manner in which an existent fulfills its 

potential could be interpreted as being artistic or poetic. Art can be seen as a form of poésis. How a 

work of art achieves presence is dependent upon the recognition of its possibility, or what it suggests. 

Through the subjective inference of the artist, or the artistic intent, the suggestion Is translated 

through a singular and subjective vision. The challenge of releasing a work of art - if it is to remain 

loyal to its potential - is filtered through the artist in such a way as the essence, or the inherent 

potential of the expression, is not lost in the translation. That is the provenance of techné, the skill of 

the artist. As much as the artistic intent shapes the artistic expression, it is proportionately condi

tioned by the characteristics of the medium through which it is revealed. From a holistic perspective, 

what the art/s could be inferred by the work/fee//. As will be discussed in the proceding chapter, non-

objective art engages aspects of poésis and techné to achieve expression. 

Non-dualistic art appeals directly to the presence of the work of art and its intention. Consid

ering art conceptually and dialectically is the realm of aesthetics. The philosophy of aesthetics can 

provide a description of the nature of art, its interpretation and its perceived value in our society. 

Aesthetics asks how do we interpret art and what attitude we shou Id adapt. This is an active position 
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taking, essentially, judgement as ego-decision. All these questions appeal to the function of 

conceptual knowledge. This means that it is not evoking the transcendental or touching on original 

meaning. It is epistemic knowledge, something that the beholder's form of life brings to the work. 

When the didactic of aesthetic theories have run their evaluative course, relinquishment to the realm 

of the transcendental Invariably arises. It haunted Kant.13 In architecture, the artistic intent found in 

the poetic arrangement of constituent parts appeals to an understanding of its programme and 

function as it relates to human Being-in-the-world. 

Art & Architecture 
In summarizing the four issues mentioned above, they all have an impact in creating an 

architectural space apart and they all can be seen to evolve from and maintain a relation to non-

dualistic thought. Formlessness recognizes the presence of absence, embracing the negative and 

promoting a unity of being and non-being. Suggestibility Is the possible meaning that particular 

forms could Infer. The presencing of a particular form Is the provenance of poésis, which allows any 

form to reveal itself in accordance with Its own inherent potential. Techné presents itself as the 

methodology through which an artistic and poetic expression may be revealed. In regards to poésis, 

this methodology is explicit about maintaining the originan/essence of the particular expression. For 

example, if one were to apply these four tenets to an architectural element such as a row of columns, 

formlessness would emphasize the presence of the material as wel I as the void that separates each 

one. The suggestibility of the row of columns arises from how one could interpret this arrangement. 

Do the columns act as structure (supporting a roof), or do they demarcate a particular place, or are 

they Doric columns ratherthan Corbusianp/M/s thus suggesting a completely new way of interpret

ing them? How these various states of the column's Being condition any subsequent Interpretation 

can be implied through poésis and their corporeality recognized through techné. In a holistic world 

view, the column (as well as everything else) Is seen as a possibility. 

To achieve an architecture that is meaningful, this thesis will promote three distinguishing 

characteristics that define architecture outside a stylistic and a spatio-temporal line: they are order, 

scale and experience. Firstly, built form exists as a delineation of space. More than the building itself, 

the architectural gesture is a demarcation of space: it is architecture in its originary essence. 

Historically, this demarcation symbolizes the human desire for security and knowledge of the 

unknown in nature, essentially the creation of a known space, which is echoed by Roland Barthes 

when he stated that "men inscribe themselves upon space, immediately covering it with familiar 

gestures, memories, customs, and Intentions."15 The act of recognition and projection of environ

mental character transforms an undifferentiated space Into a phenomenologlcal interpretation of 

place. Secondly, architecture engages human Being-in-the-world through a continuity of relation

ships. The issue of scale provides an opportunity for the beholder to realize corporealness and to 

remind one of theirfragility and mortality while simultaneously evoking ásense of the ineffable and 

the infinite, giving one a numinous place in time. Scale refers to place, relating to an ordered 

progression of one's movement through time and space, a place open to possibilities. Thirdly, 

architecture shares its place in eternity through the duration of its form in a collective memory as a 

The Stone of Stenness, Orkney, Scotland 

The Parthenon, Athens, Greece 

Villa Savoye, Poissy, France 

5 



history yet simultaneously as a presence. It participates in experience through suggestion. It is a 

continuity of expression that defies nominalistic categorization, a collapse of time and space, 

existing always as a becoming or revealing. Its timelessness is but a consequence of its gesture, an 

unmeasurable expression of the near and definite to the distant and infinite. These originary concepts 

share tenets with non-dualistic thought. These simple ideas are not prescriptive but exist as simple 

relationships and arise from the context of architecture as an expression. The beholder imbues 

meaning; any inference beyond the context of the immediate expression is beyond the Being of 

architecture. 

If architecture is seen as an art form, it is certainly the most empirical of all art forms.14 It is an 

art form with its own traditions and pragmatic concerns. Through its empirical sincerity though, it 

can elicit a sense of the phenomenal, a transcendental realization of its function seen through the 

realization of its intended form, or its form of life. Its inherent potential and the media or constituent 

parts through which it is conveyed condition this holistic projection. All its parts fulfill their own 

potential and contribute to the whole, which could not exist without these constituent parts. As 

illustrated above, realizing that the whole and the parts are inseparable is essential to comprehending 

the non-dual position. Following this pattern, the message that is conveyed is one of a unified whole. 

A Particular Point of View 
In a non-dual worldview, the intangible is tantamount to existents (phenomena, entities and 

things) for they all possess a presence in accordance with their own inherent potential. Their 

interconnectedness promotes a holistic perspective and a vantage point from which to view the 

relationships of the world. The realm of reason - which can be defined as a construct of the human 

mind - can be accepted or suspended depending upon intention and requirements, but what is 

paramount is that it is no longer the singular dominant world view. Its value is not in question but its 

authority in existential experientiality is. 

As will be shown in the proceeding chapter, a non-dual view allows original meaning in art to 

arise in accordance with the intent of the artist and the media through which it will be conveyed. The 

two are indivisible. Black ink and a piece of paper exist as they are until the potential of each is 

released to create an expression that is ineffable. Logically, the expression is empirically nothing 

more than lines on a piece of paper yet it possesses a value to the human soul willing to receive it. Art 

is thus always in the state of becoming. Architecture as an art form can find expression in a non-

dual istic view without the debate regarding its cultural, aesthetic and symbolic obligations. But these 

concerns will continue as long as the questions are capable of being posited. To become removed 

from such a debate requires built form to unfold in accordance with its form of life, and the only 

criteria for its evaluation is determined by its own Being-in-the-world. This non-dualistic approach 

permits the poetics of tectonic form to be the source of experience and enlightenment, not governed 

by referential ity or symbolic quotation. The art in architecture reveals itself as the expression of its own 

form of life, arising from the context of its intent. 
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ENDNOTES 

1. Ludwig Wittgenstein, Tractatus Logico-Philosophicus, 6.52, translated by D.F. Pears and B.F. 
McGuinness (London: Routledge & Kegan Paul Ltd., 1997), p.73. 

2. The compound expression Being-in-the-world is a term employed by Martin Heidegger to qualify a 
unified phenomena, disclosing every aspect of a thing in regards to the course of its natural evolution 
and potential to evolve and come forth into presence. See Being and Time (Albany: State University of 
New York Press, 1953), p.49. 

3. An existent, for the purposes of this investigation, refers to all that exists, any entity, thing, experience 
and sensation. The term is borrowed from Edmund Husserl, see Experience and Judgement (Evanston: 
Northwestern University Press, 1973), pp.30-31. It is a self-showing in itself, not mere appearance 
per se, which is a reterential relation (a formal concept), but its dasein, or its Being-in-the-world. See 
Being and Time (Albany: State University of New York Press, 1953), p.25. 

4. David Loy acutely comments that Western thought is inherently dualistic and cannot grasp the concept 
of non-duality because of a system that divides the world into binary oppositions. Loy argues that 
Western thought has "constructed its metaphysics on the basis of dualistic experience only, whereas 
(non-duality) acknowledges the deep significance of non-dual experience by constructing its meta
physical categories according to what it reveals." [Loy, Nonduality (New York: Humanity Books, 
1998), p.3.] 

5. David Loy, Non-duality (New York: Humanity Books, 1998), p.27. 

6. Dogen, "Being Time' in Shobogenzo, translated by Thomas Cleary (Honolulu: University of Hawaii 
Press, 1986), p.106. 

7. The negative in Eastern metaphysical thought, is not a negation of a positive, nor is it an opposite or 
at all nihilistic, but "forgotten or overlooked aspect that completes a non-dual world view. This should 
not be confused with a dualistic conceptualization. Dualism seeks to divide reality into subject and 
object, non-dualism endeavours to unite elements into one state of existence. It is the negation of the 
ego as subject that unfolds the non-dual world view, or is enlightenment. There is no formulated 
doctrine by which one may intellectually approach a non-dual world view and Is difficult to understand 
conceptually. In Zen and Western Thought by Masao Abe, Nonduality by David Loy and Zen Buddhism: 
Selected Writings by D.T. Suzuki elucidate this point repeatedly in their respected works, particularily 
to Zen and modern philosophical thought. 

8. Lao Tzu, Tao Te Ching, translated by D.C. Lau (New York: Alfred A. Knopf, Inc., 1994), 
p.4. 

9. Dogen, "The Nature of Things' in Shobogenzo, translated by Thomas Cleary (Honolulu: University of 
Hawaii Press, 1986), p.39. 

1 0. David Loy, Nonduality (New York: Humanity Books, 1998), p.7. 

11 . Lao Tzu, Tao Te Ching, translated by D.C. Lau (New York: Alfred A. Knopf, Inc., 1994), 
p.12. 

1 2. Heidegger refers to poésis as "the self-arising of something from out of itself." ("Question Concern
ing Technology" in Basic Writings, David F. Krell, ed. [San Francisco: HarperCollins Publishers, 
1975), p.317.] Heidegger's etymological research into poésis led him to Plato who stated in 
Symposium that "every occasion for whatever passes beyond the ono-present and goes forward into 
presencing is poésis, bringing-forth." ["Symposium" in Great Dialogues of Plato, translated by W.H.D. 
Rouse (New York: Penguin Books, 1956), p.100.] Techné is the skill of revealing the Being of a thing, 
it "reveals whatever does not bring itself forth." ["Question Concerning Technology" m Basic Writings 
David F. Krell, ed. (San Francisco: HarperCollins Publishers, 1975), p.318.] 
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13 . In the Critique ot Judgement, Kant attempted to reduce aesthetics to practical reason yet relinquished 
because he concluded that reason cannot touch the transcendental nor the Immanence of God. Even 
though the existence of God cannot be empirically validated, the theological and ontological argu
ments can be affirmed as long as there is sufficient non-theoretical (moral) arguments for them. Thus, 
morality and ethics exist transcendentally. 

14 . Roland Barthes, "The World as Object" in Critical Essays translated by Richard Howard. (Evanston: 
Northwestern University Press, 1972), p.4. 

15 . Architecture, seen from a dualistic view point, does not exhibit the same freedom of expression that 
other forms of artistic expression do. Art is free to explore, comment and critique ideologies and 
various subject matter in non-conformist manners. The dilemma exists for architecture in that it 
possesses a sincerity to a functional and programmatic fulfillment. This is echoed by Adolf Loos who 
stated that "the house has to please everyone, contrary to the work of art, which does not." (Loos, 
"Architecture," p.108) 
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Chapter II: Methodology 
Non-Objective Art 

Expression as Possibility 
The aim oí the artist This section examines the methodology of bringing formlessness and suggestibility as well as 

is not to solve a poésis and techné into palpable form. Non-objective art emerges as one stream of artistic expression 

problem irrefutably, that strongly embraces tenets of non-dualistic thought. Establishing a non-dualistic worldview and 

but to make people the interconnectedness with poésis permits a discussion about the process of bringing artistic intent 

love lite in all its through the discipline of architecture. To accomplish this, there must be an examination of the 

countless process of artistic expression and creation as it relates to poésis and techné, for it is essential to 

inexhaustabie uncovering the poetic potential that exists in built form.2 This investigation has proposed that art is 

manifestations. always a revealing ora becoming and is guided by an individualist viewpoint, or artistic intent, that 

cultivates and nurtures its form of life into material realization. It is important to note that a material or 

Leo Tolstoy' media's form of life can also exist as a source of artistic Inspiration, for how its Interaction with the 

artist evokes an insight, it is always a possibility of expression not only with the artist, but with the 

beholder as well. This section will examine the works and ideologies of artists and architects who 

endeavour to translate artistic intention through their particular disciplines, thus giving expression to 

their perspectives. 

Art as Becoming 
In concert with poésis, art exists as a gesture, an expression. Its origin is the nature in which the 

Being of an entity Is its coming forth into presence. To express requires intent, to recognize intent 

requires tangibility. The nature or context of this expression Is to be found in the actual work itself, 

dependent upon materiality or media. The block of stone releases Its potential at the hands of the 

sculptor, who, in recognizing the grain, fissures or form of life within, applies his skill of revealing 

what the material is presenting. The sculpture only possesses a form of life because the artist sees the 

potential lying within the stone. It is in concert with the artist's intention and the form of the stone that 

the art is realized. From this point of view, each and every artistic gesture may or may not become 

palpable without the artist, the media and beholder. 

Even after the work of art is complete, the gesture still beckons. This explains why some works 

of art are enduring because their message, their intent, continuously awakens emotions and feelings 

from the beholder. A work of art's form of life Is in its continuing realization - a gesture frozen that 

comes alive when engaged by a beholder - that suddenly speaks of timelessness in its silence and 

perspicuity. In non-dualistic thought and in poésis, time has no finality or rigid definition. If art 

appeals as a gesture, of continual presencing, it consoles our fears by speaking of a transcendental 

familiarity, not derived from cognition but from perception and memory. Its meaning sometimes 

defies explanation. It is echoed by Ranier Maria Rilke when he said that "things aren't all so tangible 

and sayable as people would usually have us believe; most experiences are unsayable, they happen 

In a space that no word has ever entered, and more unsayable than all other things are works of art, 

those mysterious existences, whose life endures beside our own small, transitory life."3 Time and 

history collapses and with it, our mortality because In an Instant, we are one. 
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A form of expression need not man ifest itself in the stone, on the canvas or on the page. The 

poetics of artistic expression is not the domain of the traditional fine arts, such as sculpture, painting 

and writing. The poetics and beauty of an intent thoughtfully expressed through a particular media 

can evoke the sensations in the beholder that speak of a universal coherence, a holistic unity of 

understanding and intent. The dancer's gesture exists as motion, always in a state of becoming, a 

flow of gestures that comprises an intent and is the dance. The dance is a flow, a continuous 

realization, its Being is always its presencing, its form of life. Dance is only dance when it is in 

motion. It is meaningful without ever saying a word. Likewise, the musician's performance of a score 

gives tone an order, an arrangement and a fulfillment of intention. Individually, each tone is disparate 

but strung together in consonance, they form an expression. 

After a beholder has experienced the expression, attempts to convey emotional responses can 

lead to either another form of art or a cursory explanation of feelings and thoughts. Asking what a 

sculpture, a dance, ora score means, beyond its immediate presence, is an inference of judgement. 

This engages the realm of aesthetics. Aesthetics is a collection of statements about the work of art. 

The aesthetic debate engages the questions of meaning, taste, style, historical continuity and 

symbolism in an objective manner. Being a branch of practical philosophy, it seeks to establish 

objective criteria for evaluating a work of art, deciphering what there is to say and how to say it. But 

are there any objective aesthetic values at all? In the Critique of Judgement, Kant states the aesthetic 

experience is a disinterested pleasure taken in a particular object, this pleasure is universally valid but 

not to be framed in general terms, and therefore not a matter of the understanding of reason, but of 

judgement." This judgement is not defined by a larger body but, for Kant, it exists on a subjective 

level. The emphasis is placed on individual interpretation. 

Evaluating art can either rely on an aesthetic course of establishing criteria to define what art is 

and the character of one's interpretation of it or it can rest on the subjective interpretation of the 

individual beholder. Aesthetics leads to definitions of good and bad art, what constitutes fine art, or 

in what style a particular artwork resides. These, logically deduced, form into directives and concep

tual agendas because they are ascribing traits to a phenomena. This, of course, culminates in 

knowledge about some thing, thus becoming dualistic in conceptualization. There is a difference 

between having knowledge of art and knowing art. Knowing implies recognition, not conceptual 

recognition but perceptual recognition of which cognition (memory) has an equal part but is not the 

metaphorical "analytical knife" that dissects the work of art first. This knowing is recognition of a 

work of art's disclosure, its intent through an appropriate mediato reveal it in accordance with its form 

of life. Once the interpretation of this form of life is standardized into a trend or a style, it leaves the 

experiential world and enters into the epistemic world, where it can be debated, analyzed and 

cataloged. Its meaning becomes guaranteed. Its form of life becomes a shadow of its originary 

meaning and/or intent, becoming an object existing in a dualistic framework. The effort is to return 

to the originary essence of the intention, to recover the experience of the gesture, and thus having this 

experience as the analytical knife as opposed to conceptual recognition. 
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Innate & Ineffable 
Recognizing that art can be, or has been, existing in a dualistic conundrum, some artists 

intentionally produce works that do not adhere to the rules of aesthetics or historical continuity. They 

chai lenge the authority of historical aesthetic development by presenting works of art that go beyond 

qualification. Such gestures engage holistic relations, where an appeal to basic human values defies 

a spatio-temporal connection and reveal ásense of unity, understanding and grounding. These are 

things that attain a sense of solemnity. How an artistic expression interacts with these constants 

creates a sense of beauty, sublimity or paradox to human cognition and becomes meaningful when 

an individual interprets it according to their own collection of memories, experiences, thoughts and 

beliefs. This is when cognition is brought into play. Artists who engage with these constants and 

simple interactions infera sense of the infinite. This is a holistic condition, where things are left to be 

as they are and the el icited response Is dependent upon the beholder to imbue the work with a sense 

of timelessness, for if it cannot readily be placed in a temporal line, so it is always open to further 

contemplation and renewed experience. Thus, the potential for renewed experience is always avail

able, whereas from a dualistic, or more specifically, an aesthetic perspective, the meaning Is gener

ally guaranteed. 

The act of translating the intention through media requires a specific insight into the material, 

its constitution, its expressive capabilities, and potential to faithfully communicate the vision of the 

artist. Art as a gesture appeals to a form of life; something that shapes the artistic intention (not the 

artist or faculty of art so much, but the inspiration itself which, paradoxically, the artist is an integral 

part of) as it passes through other forms of life (that of the artist, the media, the beholder) which 

intrinsically shape and give the expression a palpable form. Again, it Is paramount to remember that 

each and every aspect is interconnected in such a way that one cou Id not function without the other 

and forthe intention to remain, each mode of transference must remain loyal to the originar/ essence, 

a condition of a holistic world view. Thus, artistic intent is always in a state of becoming, whether it 

resides in inspiration, the artist's intent, the media of expression, the interaction with the beholder and 

its position in a spatio-temporal lineage, it is always presenting itself continually as an experience 

and always present. This explains the timelessness of certain works of art and architecture. It is 

different from art forms that seek to man ifest a message with in a specific time frame (the artist Andy 

Warhol or the architect Richard Meier express their intentions within the constraints of a specific 

cultural context or specific idiom). This type of expression is epistemic, it appeals to conceptual 

knowledge in concurrence with emotion, to complete the expression. 

Non-Objectiveness as Non-dualistic 
Walter Benjamin said that "in the appreciation of a work of art or an art form, consideration of the 

receiver never proves fruitful."5 Donald Judd who says that the public is too unreliable as a basis for 

art echoes this statement.6 What is suggested in these harsh and cryptic remarks is that one cannot 

possibly anticipate the reactions, criticism and attitudes of the beholder in art and thus to base an 

expression upon something so elusive would only lead to confusion and frustration. This is con

firmed by the continuing debate in aesthetics to uncover a universal ground or idealism from which 
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to evaluate a work of art or artistic intention. No one can agree completely on a fundamental criterion 

because every person possesses an opinion or bias, further substantiating Benjamin's and Judd's 

statement. Their option would be to appeal to the most common ground that all of humanity shares: 

experience. To present an intention in such a manner as to render it comprehensible is to achieve a 

level of translatability and a recognition of an innate understanding of human perception. Through 

the work of various artists it is possible to illustrate how artistic intent, and the work itself, is always in 

a state of becoming or revealing. 

We can follow an investment, on behalf of particular artists and architects, in expressing their 

unique interpretation of what it is and how it affects the human senses and human psyche. Light 

interacts with material, creating shadow, illuminating surfaces and features and giving substance and 

depth. In particular non-objective, three-dimensional works by Donald Judd, he presents the artistic 

intention through a fusion of the clarity of ideas and the clarity of material execution interacting with 

light. Asaform of artistic expression, Judd insists that his three-dimensional works are not confined 

by the same history that painting and sculpture have inherited through a linear time frame but are free 

to explore the nature of materials in a non-linear manner.7 In particular works, Judd relies on the 

human capacity to perceive the qualities thata particular media possesses as it interacts with light 

and is positioned in space. 

For example, the work Untitled tram 1982 is physically nothing more than assembled pieces of 

polished aluminum and violet plexiglass. The simplicity and non-objective expression forces the 

beholder to abandon any historical preconceptions, for it is not a painting, or a sculpture in any 

traditional sense. The reduction to simple shapes provides minimal information for engagement 

Untitled, Donald Judd, 1982 
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while presenting a particular clarity. The intention of this expression is summarized best when Judd 

stated that "what you want to express is a much bigger thing than how you may go after it."8 The intent 

of the work is to present the corporeal qualities of the material in a particular manner so as to infer 

meaning only in the perceptual potential of the materials alone. There is no inferred or associated 

meaning other than simple recognition. The arrangement of the aluminum in the form of a box 

challenges the beholder's a priori conceptualization of a common shape, and thus its associated 

references and responsibilities. By evoking the material's potential to reflect and refract light, In 

combination with the coloured plexiglass and Its similar yet distinct characteristics, the object (for 

It is no longer a box in a pragmatic sense, like a crate) assumes intangible qualities that cannot be 

empirically derived, only experientially motivated. The artist's form of life has allowed the Intention to 

be guided and eventually arrive in sympathy with its original meaning. In a work such as this, there 

is epistemic expectation but this type of artistic expression intentionally avoids prescription to 

always exist as a possibility. This particular work combines the character of aluminum, plexiglass and 

the quality of light to present possibilities in art. Judd enters into dialogue with a material and a 

condition of presencing, a revealing of potential, under light. Judd finds in the materials a form of life 

akin to his artistic Intent, by allowing the inherent characteristics of the materials to provide the 

genesis for the work. Thus the artist, artistic intent and expression are all in symbiance. 

In regards to art, our cognition and memory of light exists in reverence of illumination, its ability 

to reveal that which is in shadow, but rarely is it conceived of as a presence in its own right. The art 

of James Turrell endeavours to give light a palpable form, no longer subjecting it to a servile position 

but transforming it into an object existing in a participant's spatial perception. His struggle is to avoid 

the influence of the artist's process or realization of experiential meaning, thus involving the viewer 

directly without the vicarious necessity of a medium through which the story is told. The beholder's 

expectations regarding light is challenged on an individual and subjective level where experiential 

meaning is found only between the work and the beholder; the hand of the artist momentarily 

disappears. All that remains are the perceptual and corporeal qualities of the experience and the 

elucidation it awakens in the subjective psyche as Turrell writes, "one of the things I very pointedly 

want to do is to have a form where you are involved with the self-reflective act of looking at yourself 

looking."9 

Much like the work of Judd, Turrell's investigations challenge one's conceptualizations about 

things in our cognition and stimulate an individual's capacity to interpret experiential events. He 

appeals \oatranscendentalcoherence by presenting a universally understood phenomena, such as 

light, in such a manner that it eliminates any objective references and relies on subjective contem

plation to elicit meaning from the experience.10 This requires an Intimate knowledge of the properties 

and qualities of light, the impressionable character of the human senses and the potential of a 

subjective inference. Ultimately, his expressions exist as suggestions, without a form that infers a 

prescriptive judgement. 

This approach challenges the very conceptualization of art, its history and its future. Whereas 

aesthetic composition was a benchmarkto judge Impressionist paintings, or rejection of symbolic 

forms in Pollack's work, non-objective art critically questions the inherited qualities and definitions 
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from which art is measured. What is being questioned is not the appropriate material or choice of 

expression per se but the actual act of recognizing artistic intent. It could be said that fine art is a 

debate for those interested in aesthetics where as the non-objective agendas of some artists chal

lenge this very notion. What artists like Richard Serra, Donald Judd and James Turrell (among many 

others) are declaring is that art is the process of becoming, and is not limited to aesthetic artistic 

production but something innate in each and everything that exists. This adheres concurrently with 

a non-dualistic worldview where poésis determines a work of art's criteria of evaluation. Lao-Tzu's 

pleasant smile after tasting vinegar represents his acceptance and insight into the beauty of the way 

vinegar is, using only the inherent characteristics of the substance at hand as the basis for an 

subjective opinion.11 The non-objective artistic act is the same, recognizing the inherent potential 

possessed by each and every thing that exists. It is from this basis that the poetic, the sublime and the 

paradoxical can be found, not in the presentation but in the interpretation by the individual. The 

artwork is effectively neutral, it presents only what it is but becomes significant because the beholder 

introduces their form of I ife by al lowing the natural character of the phenomena, entity or thing to exist 

in accordance with its own inherent potential and thus completing its journey of expression. It is the 

artist who nurtures this potential, much like the gardener who cultivates a garden: they do not force 

or impose their ideals or goals upon the flower, they aid it with care and attention to al low it to fulfil I 

its intention, its purpose that is only innately conceived. 

Wedgework III, James Turrell, 1969 
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This investigation has only touched the subject of aesthetics and the debate of objective criteria 

from which to judge what is or is not considered to be high or fine art. To engage in such a debate now 

would not prove beneficial. What is of merit, however, is the progression of the history of aesthetics 

that constructs a bias towards what is and what is not considered art. From the hoi istic worldview, art 

is always in a state of becoming or revealing. Thus, art is found in the means, not the end. But again 

(non-dualistically speaking), the end is concurrent with the means, for they are singular and whole. 

What this means is that by displacing an aesthetic bias for art from the act of revealing biases the 

process and creates a dualistic perspective. It conditions how a work of art, if it is to be considered 

a work of art, must function. This invokes all of the pluralistic conditions of classification and 

objectification. Artists like Judd and Turrell seek to remove dualistic conceptualizations from their 

work. Obviously, working as artists already places them tenuously in the realm of artistic history and 

discourse, a condition Judd himself mentions stating that his work is a reaction to the history and 

linearity of the discipline.12 It Is something unavoidable in Western aesthetic evolution. Those who 

attend an art exhibition either enter with a bias, one of either an accumulated knowledge of trends, 

history and aesthetics or the other unaware of such things. By first challenging a priori 

conceptualizations about the artistic project by presenting that which does not adhere to the current 

paradigm immediately removes one from that context and forces an engagement of their perceptual 

and cognitive capabilities. This is where the work of Turrell is most effective, for works such as 

Wedgework III remove any associated references to the lineage of art and presents simply a condition 

of phenomena revealing itself before the beholder. 

Architecture as Becoming 
As suggested above, architecture has particular pragmatic limits. Within an aesthetic debate, 

such pragmatism would disqual ify arch itecture as an art form for it does not share the same concep

tual boundaries as painting or sculpture might. Such a qualification would establish a dualistic 

perspective, a bias from which to establish relevancy. But as has been shown by a non-objective 

approach to things-in-the-world, every phenomena, entity and thing possesses poetic expression in 

the unfolding of its inherent potential through poésis. Aesthetic concerns or pluralistic judgements 

do not limit its artistic merit. From this perspective, architecture becomes meaningful, poetically, 

through the attentive execution of its pragmatic and programmatic concerns. 

The elements that comprise architecture as a discipline outlined in this investigation (demar

cation and form) possess a degree of recognition that make it legible without being prescriptive. 

Recognition in this context refers back to knowing without having particular or specialized knowl

edge. Some tectonic relationships are intuitively comprehended and self-evident without special

ized knowledge whereas certain stylistic applications requires specific knowledge and another level 

of conceptualization. Recognizing how space is demarcated by a series of palpable elements does 

not require conceptual knowledge, only a willingness to perceive attentively to the clues presented. 

Two architects embody such a philosophy, Louis I. Kahn and Rafael Moneo, who endeavourto create 

a space apart using simple gestures that become enriched through interaction with the participant 

and light. 
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Of these two, Kahn appeals more to the conceptualization of space as an ideal pure form, 

symbolic of only relationships and the execution of will. Kahn asked his forms what they want to be." 

Inevitably, in each of his projects he seeks the form that accurately elicits his intention in regards to 

asuggestion of the ideal. The ideal in Kahn's architecture relates to capturing originary needs, which 

are providing spaces and places for human activities. The ideal is immune to decay or alteration and 

thus always exists as an innate form in cognition. His relationships consisted of bringing form, 

material and order under light. Light was the impetus that gave shapes life. Projects like the Kimbell 

Art Museum and the Exeter Library enter into dialogue with form, a form that Arthur Danto suggests 

as beginnings." As an architect, Kahn used these shapes to express intention - form and design -

through scale, order and light. Recognizing the inherent characteristics inhabiting each and every 

thing allows for an interpretation of its form of life and a release of its will to achieve self-realization. 

Kahn's preoccupation with the immeasurable manifests itself through shapes as they relate to 

originary beginnings. The forms suggest a pure geometry and innate order but they are designed with 

the suggestion of a neutrality, denying any inherent message. "Form has no shape or dimension," 

says Kahn, "form is what, design is how."15 At the Kimbell Art Museum, the repeating vaults allude 

to Romanesque forms though not through direct quotation or implementation. Their form adheres to 

their ideal beginnings as a definition of a particular space and their presentation emphasizes their 

inherent structural and historical character. The heaviness associated with a stone vault is given a 

perceptual lightness through its design, it transcends the functional and engages a suggestibility 

and formlessness through its unique form of life. The vault exists as a memory of a historical form and 

simultaneously as a perceptible form. The vault wants to be heavy but the design at once affirms and 

denies this. Our cognition recognizes particular innate understandings of its inherent characteristics 

but the form transports our expectations and engages our perceptual faculties to complete the 

picture. In the end the picture is incomplete, for the tenuous balance created is never given a firm 

interpretive ground. It forever remains formless and open to suggestibility. 

Kahn's projects display an intimate knowledge of the discipline of architecture and the innate 

nature of the human condition. At Exeter, the almost divine light that illuminates the central void is 

complimented and contrasted by the windows of the perimeter carrels that emit a sufficient task light 

for reading and to provide a view. The scale changes from one that is universal and all encompassing 

in the void to the particular of the individual who seeks personal illumination through their own study. 

The rigorous handling of the vaults at the Kimbell display an intention of bringing light into a 

sensitive space (so as not to damage the art works within) in such a manner as to reveal the nature of 

the architectural intent with as minimal tectonic expression as possible. The space appeals to the 

familiar and the recognizable without resorting to the mimetic or to direct stylistic quotation to inspire 

meaning. The space becomes meaningful through the thoughtful arrangement of its constituent 

elements: cycloid vaults, semi-circular and rectilinear walls, and columns. Each element is arranged 

in such a manner as to evoke a sense of its inherent potential as a device of demarcation and emotive 

inspiration. 

If Kahn's view of the immeasurable in architecture lay in ideal forms, the tectonic expression 

found in the Pilar and Joan Miró Foundation by Rafael Moneo leans towards suggestibility. Kahn's 
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Exterior, Pilar and Joan Miró Foundation, 
Raphael Moneo, 1987-93 

Interior, Pilar and Joan Miró Foundation, 
Raphael Moneo, 1987-93 

Platonic idealism is substituted tora contextual inspiration of programme and intent. Moneo's study 

centre and gallery reflects tenets of Miró's paintings in the simplicity of its tectonics. The building 

consists of a long rectangular block and a star shaped gallery nestled into the hillside of Palma de 

Mallorca in the Mediterranean. Moneo uses the concept of the simple rectangular block as a foil to 

the more intricate machinations hidden within. This block is not a solid platonlc form in the same 

sense as Kahn's, yet Moneo uses this reference to elicit a conceptualization or expectation before 

entering the complex. What unfolds within the building is an essay in architectural ordering and 

suggestibility. 

Moneo's work Is characterized by suggestion perpetuated through architectural moments, 

vistas or arrangements that collapse referentiality to exist as a particular place at a particular time. 

These unexpected realizations occur along a general procession, a path or sequence where the 

tectonic ordering prepares the beholder for the moment of presentation. Suggestion, in this sense, is 

a guide, revealing an opportunity. Through a series of promenades, visual and physical compres

sions and releases, the Miró Foundation reveals the complex arrangement of a relatively simple 

programme, disassembling perceived solids and establishing a domain through tectonic sugges

tion . Each element of the design, in its fragmented arrangement al ludes to a larger and more general 

cohesion. The figurative surfaces that appear to be disjunctive and singular are given an order and 

understanding as the progression through the building unfolds. There is a play between an assembly 

of thin stone screens that emit diffused light and the stéréotomie masses that demarcates the space 

and directs the penetration of light.16 The assembly of surfaces and planes allows forthe penetration 

and revealing of light. It is light that gives the series of spaces their cohesion and their character. Like 

the artist who uses the technique of chiaroscuro to give middle tones to the extremes of light and 

dark, thus thoughtfully placed skylights and translucent thin stone-veiled windows transforms a 

simple series of surfaces into an rhythmic play of light and shadow. The rooms become activated by 

the mood of the sky and the beholder within. 

Simple architectural features, such as walls and ceilings, become surfaces that allow for the 

interplay of light. Without illumination, these planes are effectively neutral. Light serves as the 

Intention whereas the building becomes the media, both require each other for a coherent expression 

to unfold. The signature of the architect momentarily disappears in favour of a singular expression as 

the elements of architecture - of demarcated space - come alive to the senses of the beholder. Much 

like Judd, who counts on light to activate his aluminum boxes, Moneo depends on light to invigorate 

these spaces in a similar manner. As light filters through screens and skylights it also assumes 

alternate characteristics than those predicted or expected. The deep skylights on the gallery roof emit 

ambient light, leaving no shadows or highlights, only a luminous glow. Here, similar to Turrell's 

work, light through Interaction with architectural elements, attains a character of its own, a 'thingness' 

as Turrell would say: it is almost palpable. Depending upon the time of day, or the time of the season, 

the building functions as a lens for processing and filtering light in infinite possibilities creating 

unlimited experiences. It is no longer an object but an interaction of possibilities. 

These three buildings - the Exeter Library, the Kimbell Art Museum and the Pilar and Joan Miró 

Foundation - share an interaction of form and light that avoid prescription and engage elements of 
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the ineffable. Kahn employed his personal vision of the ideal form that is familiar yet elusive, to create 

gestures that speak of atimelessness. Only a linear history and its related aesthetic debate can qualify 

these works with a particular style. To the beholder, they continually reveal themselves anew. Kahn 

effectively uses a cognitive symbol - the geometric platonic - in such an abstract manner as to 

remove any associated references except forthose most innate to human cognition. The architectural 

elements of order, scale and light create spaces that engage the human senses, not just appealing to 

the intellect. Intellect and cognition are things that are never likely to vanish from our conceptual grid 

but they are not always paramount. Both Kahn and Moneo demonstrate an applied knowledge of the 

potential of particular architectural elements operating in unison with each other to transform and 

state something holistic, something that is beyond empirical derivation, something that is more than 

the sum of its constituent parts. It is the gesture, the intention and the expression all interconnected, 

revealing that which only each unique component has the potential to achieve. 

Scale and Order Under Light 
In this realm of non-duality and non-objectivity, architecture possesses the potential to be an 

art form. Regardless of its pedigree in a spatio-temporal line or its perceived commitment to a 

particular culture, it retains the capacity to evoke a sense of wonder in the beholder in a way that no 

other art form can because it is felt space. Human beings polarize their world, creating and concep

tualizing space in relation to their corporealness. Both Moneo and Kahn used issues of scale and 

order under light to evoke a sense of the other, or the transcendental. The form speaks of possibilities. 

Scale places the individual in a context, be it overwhelmed in a large space or confined in a small one 

or engaged in a procession, it establishes a relationship to the beholder, conditioning interpretation 

without imparting a cursory message. Order brings security and predictability without direct referentiality 

or pastiche. Their interest lies not in replicating a historical motif but to examine humanity's originary 

attempts at basic interaction, the beginnings of form and formlessness. From this understanding the 

form and design naturally arises. The immemorality suggested by these places speaks above and 

beyond empirical description to engage something cosmic, something transcendental. 
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CHAPTER III: SPECIFICS 
ARCHITECTURE'S INHERENT QUALITIES 
Space and Sound 

The second part of this Master's Degree Project consists of the design of a music conservatory what else could exist except as one thing? 

and civic space for downtown Calgary. The programme for the design is developed from the non-

dualistic and non-objective concepts discussed in the preceeding chapters. The scope of the Piotinus' 

design will be on expressing order, scale, and experience through architecture's formal elements. In 

this gesture, there will be a coalescence of form, which exists as eternal, and design, which exists as 

temporal, to express the conflicting concepts of space-time causality and being-time as elements 

conveying a holistic vision that embraces the definable and the ineffable. By following these 

guidelines, an architectural space apart will be suggested, one that addresses the notions of histo

ricity and temporality that afflict architecture in contemporary society as well as the permanence of 

form or intention that suggests a presence that is always revealing and in a state of continual 

becoming. 

The intervention thattests this speculation is a music conservatory and civic space for down

town Calgary. The concept is to bring music to the public and the public to music. The intent of this 

conservatory is to be a place of open learning and performance for both local and international 

musicians. An international exchange broadens knowledge in the arts by sharing ideas, talents and 

education. This conservatory will function as an international node of education, where instructors 

and performers from across the globe can come to learn and teach. There will be residences for 

international visitors, private rehearsal rooms and rehearsal halls, and an open performance theatre 

where lessons, practices and rehearsals will be given in public. By bringing music out from behind 

closed doors, the populace can participate in the educational process as well as the opportunity for 

students and instructors to share their gifts with a wider audience. 

The conservatory and civic space are meant to be a place of removal, a space set apart both 

physically and ontological ly. In the rational contemporary cityscape, it is the proposal of this thesis 

that there should exist a place of removal, where there can be an invitation to introspection. To 

accomplish this, architecture needs to become neutral, providing a place of solace where the 

moods, thoughts and feelings of each and every participant can find expression and consolation. 

Through a thoughtful and intentional arrangement of architecture's constituent elements, there 

emerge a singular expression of space and place, a collection of unique parts that form a singular 

whole, awaiting activation by two parts: the beholder and light. 

A note concerning subjective vision: in the preceeding chapters, there has been an explanation 

and recognition of artistic intent, or the hand that guides an expression into presence. The artistic 

intention for this design is my personal reconciliation of the methodology presented in the first two 

chapters of this thesis with the demands of tectonic form. This design intervention attempts to reflect 

the ideas of space and form in an experimental manner, exploring and testing the potential of tectonic 

form to express elements of the ineffable. What is presented in the text for the design methodology 

and the accompanying drawings is a qualitative effort to convey my offering to the question concern

ing formlessness and suggestibility. 
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Site & Programme Analysis 

Plaza 

The site of the conservatory is on the corner of 1st Street and 7th Avenue Southwest. The 

intervention will occupy the North Western corner of Olympic Plaza, next to the Dominion Bank 

building, which now houses a small cafe and saloon. Olympic Plaza was built for the 1988 Winter 

Olympics. The intent was to createa plaza forthe medal presentation ceremonies during the games 

and then a public open space for cultural and community events. Currently, the Plaza consists of 

pathways, programmed seating arrangements, a central hard surface oriented 45 degrees to the city 

grid, which functions as an ice rink in winter, and an ad-hoc colonnade where the medal ceremonies 

took place. The hard surface Is 2.5 metres below grade and is accessed by steps and ramps. There is 

a gentle descent from 1 st Street to Macleod Trai I of approximately 1 metre. Most of the pathways are 

paved in brick but a few impromptu trails exist across green space. Vegetation is generally restricted 

to concrete planters except for a dense row of fir trees that I ine 7th Avenue Southwest. 

Olympic Plaza sits directly in front of the Arts District in Calgary. Immediately to the south is the 

Jack Singer Concert Hall, capable of holding over 2,000 people, the Max Bell Theatre, the Martha 

Coen Theatre and the Engineered Air Theatres, designed for small theatre productions. Across 1 st 

Street Southwest is the Glenbow Museum and the Telus Convention Centre. Both these buildings 

frame 8th Avenue Southwest, or Stephen Avenue Mall, a pedestrians oriented street with limited 

vehicular access. Stephen Avenue Mall bisects the Olympic Plaza and Arts Centrato connect with 

City Hall, which is located east across Macleod Trail. To the north of the Plaza Is the light rail transit 

line, a small church, apartment building, and the Calgary Public Library. 

Existing Site Plan 
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The pragmatic considerations for the conservatory consists to three elements: i) to provide a 

musical learning institution for the local populace; ii) to provide a centre for international students, 

instructors or composers to visit, learn and teach in an open forum; and iii) to provide a civic space 

forthe Arts District and downtown core where the event of music and its enjoyment is not limited by 

restricted entrance or formal presentation. These requirements demand a space that allows for 

students, instructors and the local populace to interact on varying levels of participation. There is a 

need for private rehearsal spaces, a public learning/performance forum, residences for international 

students and instructors and a revenue generating capacity to assist in subsidizing the centre. 

Site 

An analysis of the surrounding buildings revealed two types: the monolithic/mono-functional 

block and the multifunctional building. Many of the buildings surrounding the Plaza are monolithic 

in nature, existing as singular expressions and performing singular functions. Intent and time strictly 

limit the probability of uncovering other possibilities of function. Places like the Telus Convention 

Centre function only during particular events, much like Jack Singer Hall and the Martha Coen 

Theatre. City Hall, the Calgary Public Library, and the Glenbow Museum have set public hours. The 

mood and atmosphere of the area changes dramatically during the day and the night. The plaza sees 

pedestrian traffic during the morning commute to the downtown core, during lunch time, during the 

evening commute from the downtown core, and during selected events, such as performances or 

conventions. Otherwise, the plaza becomes a desolate area, perhaps activated by an evening skate 

programme or after dinner migration to the parkade. As it exists now, the plaza possesses defined 

hours of activity, causally linked with the downtown work force and their hours of operation. In 

i* 

I J Site 

Figure/Ground Site Analysis, Scale: 1:4000 
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contrast, the multifunctional buildings that line Stephen Avenue Mall function on a much smaller 

scale, relating and encouraging pedestrian activities for greater periods ottime. The smaller scale and 

greater number provides a variety of intentions and functions throughout a greater time period thus 

extending the life on the street and increasing the possibilities of social interaction. To create a civic 

space that functions within these parameters meant to address the monolithic scale of the immediate 

area and the flexible multifunctional component to encourage pedestrian activity and interaction, 

essentially densifying the existing area. 

Civic Space 

The form of the conservatory arises from the implementation of certain pragmatic elements that 

include a central civic space for performances as well as residence/studio spaces. The two dominant 

forms of the intervention that fulfills these requirements are the central space and the perimeter 

structure. Defined by two chthonic walls, the civic space is conceived of as a space apart. It 

possesses a sense of scale that is above and beyond the scale of pragmatic human need and elicits 

a sense of the ineffable and the transcendental in its immensity. This central space functions as the 

rehearsal and performance area for the conservatory, which is located 10m below the main floor level. 

Entry from the plaza, 2.5m below the main floor level, is through the glass panel doors. An impromptu 

seating arrangement is encouraged on a fl ight of stairs that lead down to the main performance area. 

This arrangement is different from a traditional arrangement of fixed seats and allows for alternative 

possibilities of interaction and engagement. The stairs function as a seating area for instruction, 

performance and also as a transition between the performance area and the activities of the civic 

space and the plaza. Interaction in the conservatory involves various degrees of removal, both 

physically and perceptually. Where one cannot visually experience the activities of music, its 

perception is not denied as the civic space allows sound to filterthroughout the entire building. 

The barrier between the civic space and Olympic Plaza is comprised of perpendicularly op

posed glass fins that filter light into the central space. At the plaza level, there are large panel doors 

that permit access to and from the outside. A copper-clad roof that hovers over both the civic space 

and the plaza dominates this threshold. From here, it gently descends westward to form a vertical 

surface that separates the west perimeter studio spaces from the central civic space. This intervening 

screen also serves as a backdrop for the main performance area. 

The main performance area is accessed in a variety of mediated manners. Interior access is 

gained via a ramp that leads to the plaza level entry and then back down to a foyer space that contains 

a cloak room and houses the washroom facilities. This area can become a foyer for intermissions or 

as a private convention space segmented from the activities of the conservatory. While isolated from 

the rest of the conservatory, the open stairwell and slivers of space between the ramp and the floor 

plates allow for mediated interaction. In contrast to the more public arrival of the plaza and ramp are 

the two staircases located in the north and south sections. The stairs project into a vertical space that 

connects to every floor in the conservatory and is framed by glass above ground and limestone below 

ground. It is an area where students and instructors alike interact and migrate from one area to another. 

It also permits inconspicuous access to the main performance areas so performers can discretely 

24 



enter and exit the civic space. The fourth mode of access incorporates an elevator. Like the staircases, 

is connects to every level. It also functions as a freight elevator, large enough to move large 

instruments, portable bars and other sizable objects. 

Perimeter Sections 

The perimetertectonlcs consist of floor plates and columns. These sections accommodate the 

residences, private rehearsal hai Is, offices and a resident's lounge. It is also serves as the threshold to 

the central space as well as an encapsulating barrier. The scale of these perimeter sections contrasts 

to the civic space in that it returns to a measurement proportionate to the human body. All floors of 

the north, south and west sections are continuously interconnected and accessed by staircases 

located in the north and south sections as well as an elevator in the south section. 

The floor plates exist conceptually as horizontal planes, defining particular spaces within the 

measured grid of the columns. From a basic typical form, these planes extend, contract and 

metamorphosize to create domains for activity. Within the overall programme, interaction amongst 

the students, instructors and visitors Is essential. Public spaces are established without a program

matic bias, surrendering only to the possibility of engagement and interaction. Breakout areas in front 

of rehearsal studios not only include access corridors but spaces of repose. These large areas are not 

rigidly demarcated but the rhythm of the columns diminishes the vastness of the space and intro

duces a more intimate scale. The columns that perform a structural requirement also establish a 

sense of human scale to the entire space. 

There are two levels of rehearsal halls located on the second and third floors. The second floor 

rehearsal halls, which are open to any student or instructor, are framed with translucent glass on the 

north-south axis permitting transitory images from the interior and exterior into and out of each hai I. 

The east-west axis is defined by a sound diffusing wall. The third floor rehearsal halls on the north 

section Introduce a skylight to emphasize a vertical connection to the exterior. This opening still 

emits a north light but emphasizes the character of ambient light in combination with the existing 

horizontal emphasis. The south section halls are slightly longer. These larger rehearsal halls can 

facilitate quartets and ensembles for instruction and/or practice. Each southern rehearsal hall, on 

both the second and third floor, are horizontally oriented, engaging the southern exposure of the site. 

Lighting on the south is significantly different from that on the north, receiving direct light and strong 

shadows. The intention of the rehearsal hall design is to present a neutral form in a variety of lighting 

conditions, thus suggesting a variance in phenomenologlcal interpretation according to a particular 

subjective inference. In essence, these rooms simply exist but they can be meaningful only by the 

beholder as they experience the space under varying lighting conditions. The breakout areas outside 

are also larger in anticipation of Interaction between the students, Instructors and the local populace 

of musicians who migrate to the conservatory for lessons. This large un-programmed space allows 

for possibilities of interaction by integrating implied lines of movement, visual connection across 

various layers of space and thresholds between public and private areas. 

The open plan residences are flexible to accommodate a variety of occupancy requirements. 

Each residence is capable of facilitating up to eight people per room, sharing bunk beds and 

South Foyer 

South Rehearsal Mall 

25 



North Rehearsal Hall with Skylight 

washroom facilities. In normal occupancy, each residence accommodates one or two people, each 

possessing an individual bed. The opaque surface, in contrast to the translucency of the rehearsal 

room doors, ensures privacy yet in combination creates a surface of variance, where light is seen as 

a palpable phenomena and also as an illuminator and a penetrator, or revealer of shadow and depth. 

Both the north and south sections include an entry foyer and houses residence and rehearsal 

rooms intended for visiting students and instructors. There is no distinction between student and 

instructor residences, encouraging a sense of a shared and communal space. There exists a cafe on 

the main floor of the north section that caters to the needs of the residents as well as the outside 

population. This cafe engages the central civic space via a large projecting balcony. The basement 

houses a mechanical room and storage area. The third floor is similar to the second floor but in 

addition there is a resident's lounge located over the main northern foyer. This area houses a small 

kitchen facility and furniture to facilitate and encourage interaction between students and instructors. 

The west section is composed of rehearsal halls intended for both the local musical populace 

and those in residence and conservatory offices. The conservatory engages a civic responsibility in 

providing education and instruction for those in Calgary. By placing these two floors of halls between 

the two residence sections, there resides the possibility of interaction. This connection between the 

two residences occurs behind the vertical copper screen of the civic space. The opacity of found in 

the roof assembly is dissolved in its vertical variation to allow a mitigated interaction between different 

spaces. This screen filters activities, allowing glimpses and suggestions of interaction. The rehearsal 

halls have a western exposure and thus another condition of light exposure. The ground floor 

contains retail components that partially subsidize the conservatory. The west-east direction is 

highlighted by glass walls, providing a visual (and, through the inclusion of doors, a physical) 

connection to the interior spaces. The facade of the retail space is recessed 6m from the surface plane 

of the surrounding buildings, releasing the confinement of the narrow sidewalks, and encouraging a 

change of pace for the street, a place of repose. This recession extends the entire length of the western 

facade terminating in the northern entrance to the conservatory civic space. Likewise, the interior 

facade is recessed 3m to encourage a similar type of engagement, connecting the activities of the 
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Main Performance Area 

exterior with those of the interior. In both scenarios, retailers have the potential of extending their 

business and influence into the street and into the civic space. 

Acoustical Concerns & Design 

Addressing the acoustical concerns of a music conservatory is integral to the design and 

performance of the main performance and rehearsal spaces. There are two major acoustical condi

tions in the conservatory: the civic space and the rehearsal space. The civic space has been 

described above as a place where the sounds of practice and performance can migrate throughout 

the entire facility, thus enriching the experience of the space and creating a place to experience 

music unlike any other. The intention is to bring music to the people and people to the music. It Is 

an experiment in listening practices where the ritual of experiencing a musical recital is forsaken for 

the potential of new and different musical encounters. It is an attempt to de-mystify the sanctity of the 

performance and reveal the process of practice, experimentation and musical education to a wider 

audience. Offering a new manner in which the public can experience music could only enhance the 

city's Arts District and afford those who might not readily participate in the ritual of attending a 

musical performance the opportunity interacting in a different way. 

Directing sound from the performance areata the entire facility requires a play of hard surfaces 

for projection and absorbent materials to minimize reverberation. The hardwood of the main stage and 

the stone walls that line the seating area project sound up and out from the lower performance area 

Into the central volume, creating an audible direction to a musical source and allowing a migration 

of sound throughout the entire conservatory.2 The perforated copper screen and the perforated copper 

roof acts as a dampener to diminish reverberation. The open breakout areas that face on to the central 

space diffuse the intensity of a sound wave. Those in attendance near the central space will receive 

a clear reception of the music performed beneath but as one moves farther from the edge of the central 

space and closer to the rehearsal halls, the intensity of the sound begins to diminish. This allows the 

rehearsal halls to retain a level of seclusion and Inclusion. The large glass doors that enclose each 

rehearsal hall can be left open or closed, thus allowing each inhabitant to mediate their preferred level 

of participation. 
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South Rehearsal Mall 

Each rehearsal hall functions on the same methodology as the central space, employing 

various hard surfaces and absorbent materials to control acoustic quality. The hard surfaces of the 

glass doors, windows and hardwood flooring are mitigated by sound absorbing materials that 

comprise the wall and ceiling surfaces to achieve a tonal balance that can accommodate perform

ances by an individual or even a quartet. The rooms are rectangular in shape and intended to provide 

a constant reverberation time. Near the windows, however, a slight inlination of the ceiling plane 

towards the window creates a slight variation to the intended symmetry of the hall. The asymmetry 

found in each hall gives the space a unique character, encouraging students to vary performing 

positions in each room to uncover different or unexpected acoustical situations, ranging from a 

constant setting to a slightly more dynamic one. 

Considering and Experiencing Light 

Lighting considerations in the conservatory achieve two primary conditions. The first directs 

the structure and form of the building to allow the dynamic movements of the sun to enliven the 

space with a unique quality of illumination. In contrast, night illumination achieves a measured 

effect concurrent with standard designs of the typical downtown building but the difference lies 

within how the form of the building allows the light cast from a standardized system to create areas 

of interest. The solemn form of the conservatory serves as a backdrop for the daily play of the sun's 

celestial movements. Light, as the most potentially effective stimulation to order, imparts material 

order or form. Light, in this particular expression, exists as a reminder of the passage of time, of 

continual change, cycles and patterns. The rhythm ottime is not indicated by chronological means 

but through celestial movements; patterns that in comparison to the mortality of humanity, appear 

timeless. Light activates the spaces, giving them meaning while making them meaningful to the 

subjective mind. Through an interaction with material, light manifests shadows and illumination, 

creating a sense of depth and chiaroscuro, animating otherwise static elements. The direction of 

sources of light and its varying intensity particularize surface qualities and forms. It does not 

physically alter their characteristics, only how a beholder perceives them ontologically, subjecting 
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Resident's Lounge, Morning 

them to a sense of uncertainty. It reminds one of the temporality of its daily progression, how it creates 

moments that hold [he possibility of becoming meaningful through its ability to define or redefine 

space. The interaction of light within the space of the conservatory is not meant to be prescriptive, 

only to exist as a suggestion. 

These characteristics continue in the illumination of the conservatory at night. But whereas the 

sun activates the spaces during the day, artificial lighting must accomplish the same end result: to 

remind the beholder of how light can manifest particular formal relationships in time and space. 

Within the rehearsal halls, residences, offices and the resident's lounge, the potlights are used for 

general lighting, providing adequate illumination for movement and simple tasks. Direct task lighting 

for reading, studying, practice or performing is provided by individual lamps (such as desk or 

standing lamps) that can be employed in whatever manner the inhabitant requires, both in the day 

and at night. In this scenario, the potlighting lights the general space on a regular rhythm, creating 

a coherent mood throughout the spaces while the task lighting accents the activities of the inhabit

ants. 

Resident's Lounge, Late Afternoon 
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Central Civic Space, Night 

In all the spaces, directional potlights illuminate any given area. The potlights are installed to 

provide adequate ambient lighting for movement around and through the space of the conservatory. 

Conforming to a regular grid, in much the same manner as the columns, these lights cast single 

beams onto the horizontal surfaces in a regular rhythm, highlighting areas of movement and interac

tion. In a broader, more poetic sense, these lights become perceivable objects in the same manner 

as physical components, such as wal Is or columns, echoing the sim ilar formal patterns. But where 

the various surfaces deviate from the overall orderto create areas of containment and release, the light 

cast from the potlights break from their rigid implementation to filter through and around these 

surfaces to reveal unexpected junctions or fissures as well as to emphasize openings and reveals. 

Thus, what is cognitively conceived as an ordered form is perceptually broken down by the interac

tion of light to create spaces of unexpected illumination and experience. 

The two distinct conditions of illumination reveal the form of the building as the possibility of 

experience in different ways. Both natural and artificial light strategies seek to illuminate the form 

beyond a technical definition. They seekto reveal the nature of the conservatory's design by simul

taneously confirming and denying the overall system of order. This is achieved by re-enforcing the 

grid either by creating shadows or by orienting light sources. What each area or room presents are 

-

Main Performance Area During A Performance 
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conditions by which one can experience a singular phenomena - light - in different situations and 

conditions. These spaces become constant almost neutral sentinels that trace and markthe variable 

patterns of celestial movements or subvert the perceived order of a lighting grid. 

Components in Consonance 

The design for the centre took its impetus from the pragmatic requirements, which attempts to 

combine musical performance and civic participation with the intention to heighten the sensory 

awareness of the beholder. This centre provides a space where music can inform, evoke and elicit 

responses from the beholders not solely through performance but through experimentation, practice 

and learning. This centre also attempts to promote the solemnity of music not only through sound 

and tone but also through the other senses. To fulfill these requirements, the architecture must be 

open to possibilities. It is not an architecture of mimesis or re-enactment but one that demarcates 

particular engagements on an urban and on an Individual scale. It isa reflection of the surrounding 

area and a suggestion of new spatial and experiential relationships. The architecture derives these 

relationships and its interconnectedness through a simple gesture of creating a singular and holistic 

Intention. 

The architecture of the conservatory is a highly ordered series of relationships In space and 

time. Order implies the presence of a unifying concept that relates the architectural elements in a 

meaningful way. The structure that physically defines space is a critical element for it segments areas 

of phenomenological definition without restricting physical access or limiting possible interactions. 

There are various layers of space within the building, existing as projections of possible program

matic functions. The intention of bringing material under light Is the progenitor of meaning in the 

conservatory. Without illumination, meaning as manifested In beauty, sublimity, or paradoxlty, 

would never be perceived. In essence, light is fundamental for perception but it is also existentially 

fundamental for experience. The formal elements are a simple palette consisting of vertical and 

horizontal surfaces and the column. These are particular to the discipline of architecture, similar to 

the manner In which oil paints and a canvas are unique, or even innate, to the discipline of painting. 

To fulfill the non-dualistic and non-objective agenda proposed in chapters one and two, the 

emphasis must remain on the presentation of objects, things and phenomena in concurrence with 

their potential for expression. This is emphasized tectonically through order and scale. These two 

conditions arise from the structure as it interacts with light, which animates the form and creates 

places of interaction. 

Order 
When asked by a student what order is, Kahn said "you must stop there. It is marvelous; just stop 

there saying, order is. " 3 What Kahn was alluding to is the inability to qualify order as a quantifiable 

form, thus leaving order open to suggestion and possibilities of interpretation and projection. It exists 

as a primordial condition, a way of making sense of the world. It is essential to understanding the 

forces of nature, the universe and one's self. Order in architecture is a felt reality of spatial organiza

tion, a perception of relationships. The ordering of parts contributes to the form of the whole. 

View From 7th Avenue 

Downtown Calgary City Grid 
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The two dominant structural systems evident in the conservatory react to the surrounding 

building types and existing city order. The first establishes a grid of columns. This primary geometry, 

derived from the existing city patterns, imposes its own articulation on the beholder yet its immutable 

presence Is assuaged In the possibilities of its spatial mechanics. The infinite extendibility of this 

order Is an extension, as well as a projection, of space - a coordinate field that suggests a spatial 

organization yet only achieves palpability through the Intervention of some form of structure. The 

radiating rhythm of the grid is suggestive but not prescriptive and permits a variety of possible 

interactions. The columns existas markers as much as they are required as structure. The perimeter 

columns suggest an edge to the Intervention without the presence of a physical barrier. The subtle 

indication dissolves a defined concept of space, replacing this complacency with a continuous 

flux, a series of relationships that arise and fall in accordance with a beholder's sense of place. 

The second order incurs a specific directionality by emphasizing a west to east direction 

through the use of monumental walls. The perimeter columns that establish the ineffable possibility 

of a space made real makes the vertical surfaces, In contrast, a definitive gesture. This west/east 

implication suggests a particularity and permanence, echoing the history and tectonic intention 

present in the immediate area and era. The permanence suggested by these walls serves as a foil for 

the daily progression of the sun, whose energy enlivens the space. As Le Corbusier stated "the key is 

light, and light illuminates shapes and shapes have an emotional power."4 Recognizable shapes and 

a comprehensible form momentarily assail particular anxieties in the beholder regarding orientation 

and place, allowing for possibilities of interpretation. 

Scale 
Scale is simply defined as a relationship. It is not a direct reference to immensity or vastness but 

how one thing interacts with another. In the architecture of the conservatory, issues of scale are 

evident in the relationships between spaces and their interconnectedness to the human form, for the 

human body articulates the sense of scale in built form. The physical relation to scale ends with the 

human form but it is from a perceptual viewpoint where scale ontologically begins, a working 

outward from precision toward the vague undefined void. Our mortal desire for the near, the precise, 

is complemented by a suggestion of the real ity of the far, the vague and the transient. 

The sense of scale provides the intervention with various levels of interaction, both ontlcally 

and ontologically. The monumental nature of the civic room walls overwhelms the beholder, creating 

a sense of vastness, enclosure and cosmic order. The column and horizontal surface interaction 

occurs in suggestive patterns and relates to the proportions of the human body on a more intimate 

level. The height between horizontal surfaces in the perimeter structure creates a sense of contain

ment and relativeness, comparable to a proportionate human scale and thus human interaction. Two 

major themes are established: the monumental experience of the civic room and the intimate 

interaction of the perimeter spaces. Circulation spaces interact between the two and suggest transi

tions. Scale functions in a variety of ways, contrasted between the immensity of the civic room and 

the intimacy of the perimeter volumes yet always mediated bythe beholder's subjective inference. 
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Form 
Form in this intervention exceeds mere shape or configuration, it is a principle by which the 

building exists. It is a harmonic unity of elements whose composition is indivisible from the 

experience of the whole. Form is at once a physical and psychological manifestation, an order that 

is relative to the corporeal nature of the beholder and an experiential engagement that lies beyond 

qualification. The form of the conservatory follows a suggestion posited by Lao Tzu: "the way to 

acquire positive is to contain negative."5 In the building, the positive and negative are at once the Columns and west/East Walls 

formal elements of the structure and the experiential space it contains. There is no hierarchy, both 

exist in unison, what is deficient in one element is compensated in another but there is never 

completion, only suggestive moments. Again, Lao Tzu assists us by saying that "completeness 

without completion is useful, fulfillment without being fulfilled is desirable."6 The completion is 

implied by a grid yet its boundaries are never firmly established, it is a form but without shape. The 

definition of a central space is explicit but its function is never clearly defined, it only exists as a place 

of possible interaction. Only the pace of life of the occupants and visitors will predecide the temporal 

meter of the form, giving it life and energy and thus clarifying its scale, and/or its relationships. 

The three elements of the building, the vertical surface, the horizontal surface and the column, 

interact in a variety of ways. The ordering of the parts contributes to the form of the whole. Singularly, 

these elements exist as monumental gestures; yet in concert they achieve a sense of balance, 

harmony and cohesion. Structure follows order. Each particular element expresses its own unique 

characteristics of enclosure and demarcation to envelop and define specific areas related to pro

gramme and experiential possibilities. The order of the structure outlinesposs/M/fes in movement, columns, West/East wails and Floors 

engagement and interaction both horizontally and vertically. The conjunction of contrasting mate

rials, elements, or forces evokes a singular source of expression. The overall order is given the added 

depth of expressive relationships: each element, each material has its own existence clearly stated yet 

always with ásense of value beyond itself. 

The conservatory's structure is assembled with clarity and subterfuge. The column and hori

zontal surface connection is a comprehensible and a clear relationship, existing in unison to perform 

a required task. In particular areas of the building, the tectonic characteristic of each individual 

element is revealed. The columns that define the perimeter of the intervention are expressed as 

freestanding elements, both as markers and as structure. They interact is various ways, expressing 

their structural nature by supporting the horizontal surfaces and supporting the encapsulating Screens, Roof Assembly and Glazing 

perforated aluminum screen; as well as expressing their gnomonic character by implying a boundary 

or threshold to and from the building.7 There is an intentional suggestibility evident in particular 

areas, such as a definitive tectonic expression versus the clarity of a boundary demarcation to elicit 

possibilities of interpretation. This allows a subjective inference, a reading and understanding of the 

elements in accordance with an individual beholder's point of view. The intention is for the structure 

to exist not as an unchanging absolute but as a suggestion, thus interpretation and experience are in 

the hands of the beholder. 
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North Elevation, Aluminum Screen 

Periphery 
The periphery of the building reflects the temporality of the surrounding cityscape while 

creating a fleeting yet permanent sense of enclosure. As with the Interior spaces, there are a variety of 

layers that compose the exterior of the building, each acting as a filter that permits and restricts 

access to the interior and vice versa. The materiality reflects the constitution of the modern city 

scape, a materiality of temporality and permeability. The outer most of the layers is a perforated 

aluminum screen supported by the exterior perimeter columns. The perforation permits only a certain 

quality of diffused light to penetrate and engage the facade of the building. This thin reflective screen 

acts as the outer most delineation of the building's place, enclosing it in a veil and giving it a tenuous 

cohesion, a cohesion that can be broken down depending upon perspective, time of day and level 

of participation. From various angles, the screen could appear solid and opaque or diaphanous and 

ephemeral but always in a constant state of perceptual change. The parallax revealed in its interaction 

with I ight and the position of the beholder changes its qual Ities and thus its perceived presence. 

The facade of the building is designed as an autonomous wrapping of the structure that frames 

views in and out of the building. It presents another layer upon which the temporality of the cityscape 

North Elevation, Facade Behind Aluminum Screen 
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is revealed. It reacts to the requirements of enclosure and release, framing particular volumes in 

regards to public and private necessity. Private areas receive translucent and reflective glass or 

opaque aluminum panels whereas public areas and circulation are emphasized with an openness 

provided by glazed expanses. These three elements all adhere to a flexible skeleton frame that serves 

to not only structurally support the panels but to provide an encapsulating logic that reacts to the 

given conditions of each spatial volume. This frame is in effect a neutral system/structure whose 

surface becomes polarized by the requirements of various spatial demarcations. It is at once neutral 

yet directional. 

Views through these two layers are activated through the position of the beholder and the 

continual celestial movements of the sun. The variance in opacity is determined by both. The 

material characteristics of the facade and the screen enter into a dialogue of reflection, refraction and 

release. Their capacity to interact charges the surfaces, giving them a character beyond an empirical 

qualification. Their arrangement allows each component to exist individually yet participate holistically 

to produce a singular gesture. The layers exist ontically as spatial encapsulators but achieve an 

ontologica! dimension through the subjective inference that engages them. Thus, logical meaning 

acquires ontological priority. 

The third layer is a roof assembly, which is a large truss structure that is clad in perforated copper 

panels similar to those used for the exterior aluminum screen. It exists as the encapsulating surface 

for the civic space. As a distinct element, and in an abstract manner, it divides the activities beneath. 

Its hovering dominance implies a perceivable limit to form as shelter while simultaneously encour

aging a freedom of movement. This layer wraps the internal space in moments of opacity and 

translucency. As a horizontal surface, it omits light except for the oculi that denote the absence of the 

neutral grid of columns. These openings emit light in a diffuse manner, filtering it through the copper 

screen. Through the oculi, the order of the neutral grid is retained even in the absence of their physical 

presence. As a vertical surface, this layer mediates between the activities of the western perimeter and 

the civic space. The opacity of the horizontal surface relents in the vertical surface to allow glimpses 

of the activities that occur beyond, the events of both spaces remain at once disparate yet whole. 

Copper Clad Roof Assembly Showing Oculi 
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Main Perfromance Area, Night 

These layers work in conjunction and opposition to the structure of the building. The structure 

is suggestive of space while the screens and facades give a definitive boundary. The contradiction 

lies in their physical manifestation. The structural system is existential ly porous. It directs movement 

and interaction without confining or containing it. Its presence is stéréotomie; solid and corporeal. 

The screens and facades establish boundaries and edges even though their tectonic assembly 

suggests a perceptual transparency. What is in reality a physical barrier is a perceptual threshold, 

allowing interaction through its definitive form. In both conditions, structure and layers are at once 

definitive and suggestive. The beholder provides determination, preference and/or bias. 

Suggestion and Possibility 
The constituent elements of this building strive to exist in harmony, fulfilling their inherent 

potential and the requirements of the specific programme. In a non-dualistic approach, the form 

must be suggestible and open to possibilities. In essence, it must embrace formlessness. Formless

ness, as has already been stated, is nothing more that the presence of an absence. Form and 

formlessness coincide to complete a singular and holistic expression, where neither confirms or 

denies the existence of the other. There is no hierarchy of dominant forms or a prejudice of intention 

that is prevalent in many dualistic conceptualizations, there is only simple existence. Again, dualism 

is not discarded as a methodology of expression or qualification but its underlying theme of 

evaluation and critique prejudices interpretation and thus limits the potential of unmitigated experi

ences. A non-dualistic approach is biased only by presenting a holistic point of view, allowing 

existents to unfold in accordance with their own matrix. 

The potential of operating within a non-dualistic framework permits both pure sensory and 

perceptual experience with the structural rationality of conceptualization. For architecture, this allows 

for the experience of the intervention to exist in consonance with the history, memory and epistemic 

traditions that the discipline has acquired throughout the evolution ottime. Such an event permits 

historic knowledge, epistemic conceptualization, memory and perceptual experience to collapse 
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into a singular event. The subsequent interpretation, evaluation or conceptualization is related to a 

subjective inference and thus beyond the control of the existent or expression itself. It is instigated by 

the existent's unfolding but is not responsible for anything other than Its presencing. Any attempt at 

analysis that is not in synchronicity with its presencing is pluralistic and a cursory interpretation. 

These ancillary Interpretations are not inherently negative except when they become the only founda

tion from which the existent is known, thus limiting or even negating its potential for self-realization. 

The overlying theme and intention of the conservatory is to express the structure In accordance 

with poésis, as a revealing or a becoming. This form of presencing must be in concert with the 

potential of any existent, allowing it to unfold as its innate character requires. This allows for 

recognition of an existent's intention, a fulfillment of its innate destiny. Uncovering the beauty in 

such a process Is provided by the beholder, a subjective inference unique to each and every 

Individual. The order, scale and materiality coming together under light is the unfolding of the 

conservatory. Its meaning is to be found in its referentialIty, It exists as a collection of formal elements 

brought together under the guidance of a programme and a context. For it to become meaningful, it 

requires interaction with a beholder and their collection of memories, thoughts and experiences. The 

possibility of meaning is within each individual. 

To compose an architectural expression using non-dualistic thought as a foundation allows 

the form to remain faithful to its Inherent characteristics. This is not to deny the pedigree of meaning 

and expectation that the term and identity architecture has achieved overtime. It is quite the opposite, 

because a non-dualistic architecture relies upon knowledge to infuse the form with the fragments of 

meaning, by beginning with common and innate conceptualizations associated with built form. This 

simple understanding of order and scale expressed through structure and activated under light are the 

beginnings from which to present an intention. These simple, almost primordial, understandings are 

what Judd and Turrell relied upon to express their visions. Turrell's expressions of light are more about 

the preconceptions a beholder brings to a piece of art than the work of art itself. His expressions 

momentarily suspend any conceptualization or rational interpretation and immediately engage the 

perceptual ability of the beholder. Turrell's work, like Judd's, presents expressions and intentions that 

111 IHIifip 

1 
Interior Column and Stone Wall 
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are non-objective, there is no meaning other than the experience. As with non-dualistic thought, the 

meaning is at once the history, the conceptualization, the recognition and the experience otthe 

actual event all existing at once. A light sculpture by Turrell challenges a beholder's a priori 

conceptualizations about art, art history, deductive and rational reasoning with what they are expe

riencing, and within even that experience, there is the challenge regarding perceptual understanding 

of light, its qualities and referential experiences and memories. All these events merge to provide 

insight into the simple existence and becoming of a singular expression in the field of human 

experience, a moment in time that is eternal yet momentary. 

In architecture, the sincerity that the discipline possesses provides a different set of parameters 

to function within than those associated with Turrel I and Judd, yet the process can be just as simple. 

This sincerity does not imply a moral or ethical overtone to architecture but shows how built form, in 

a pluralistic conceptualization, is responsible to the basic needs of human interaction. In a non-

dualistic approach, these become irrelevant since the unfolding of any existent (such as in regards 

to a column or a wall) is irrevocably linked and interconnected with the programme and social 

responsibility since each and every element has arisen from a singular intention. Similarto those who 

behold art, there is an expectation and an a priori conceptualization of what architecture should be 

and how it should be understood. These factors, as with art, are unavoidable. These are, as with art, 

also the basis from which to create a non-dualistic expression. The non-dualistic expression in 

architecture is the unfolding of its form in accordance with poésis. Programme and context deter

mine the form. Its spirit is achieved through an understanding of its use. 

The conservatory does not present itself in a historical or an epistemic context but as an 

expression of the requirements of aspecific programme and in the spirit of its context and intended 

use. Its structure is not an allusion to historic forms or contemporary expressions, it arises from the 

need of the form. Providing a form that encompasses a complex set of conditions appeals to the 

beginnings that are found in the work of Kahn and Moneo. The beginnings each architect speaks of 

is an understanding and projection of the basic needs of human activity. As Kahn said "I believe, 

though, that what was has always been, and what is has always been, and what will be has always 

been."8 The sense of place is not an expression of style or design but of pure form, a form derived 

North West Corner, Late Afternoon 
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from contemplation, not institutionalization or typology. These are the underlying forces that direct 

their respective works. An understanding of the beginnings, orarchai, of any programme or project 

is the foundation from which the subsequent form will arise.9 This is its intention and through the 

techné of the artist, it reaches its fulfillment in the essence in which it was conceived. Thus, archai, 

intention and form are indivisible. Their indivisibility negates a dualistic conceptualization and 

allows the existent or expression to exist in a holistic state. 

The conservatory considers many complex aspects but follows one simple guideline: to allow 

the form to arise from the coalescence of programme, context and intention in accordance with its 

inherent potential. The building reflects the circumstantial play of contemporary thought and the 

influence of historic patterns but never loses a sense of the eternal, the beginnings of form where the 

structural elements induce a referentiality without being prescriptive. Much like Kahn's use of the 

vaults at the Kimbell, these elements possess an historic and an epistemic meaning but their 

presence is not a quotation or a direct reference or association. Judd uses the shape of the box and 

its a priori conceptualizations to elicit a particular expectation. This reading is simultaneously 

negated by that artist's intention, the intention to presenta particular form in its essence. These play 

upon the conceptual expectations associated with each and every existent. By allowing each element 

the freedom from cursory association, their Being takes prominence. The beholder is still aware of the 

referentiality but its importance in regards to perception is momentarily suspended. Turrell's psy

chology of making the beholders aware of their own perceiving removes the comfort of determination 

and expectation, provoking the perceptual abilities of the beholder and challenging their own 

preconceptions. Presenting possibilities is the first step in presenting a holistic worldview but it can 

only exist as a suggestion. Do we still possess the capacity with which to realize it or are we still 

conditioned and directed to experience it conceptually? 

The simple state of existence in architecture is one that suspends the continuum of 

conceptualization and rationalization. As outlined in this thesis, these debates will continue for as 

long as architecture is discussed in a pluralistic manner. What this thesis sought to expound was the 

possibilities of existence, of Being-in-the-world, and an unfolding of form that presents itself as 

phenomena awaiting engagement. Any individual who possesses a collection of thoughts, memo

ries and experiences conditions this engagement. The beholder polarizes the phenomena, thus 

making it meaningful subjectively. This subjective inference eventually directs the phenomena of 

architecture as ̂ possibility, making it unique to the beholder. The event of realization, of releasing the 

potential found in architecture's innate characteristics, is an art form that is not limited by particular 

disciplines, but found in each and every entity, phenomena and thing in existence. This thesis 

investigated only a single building but what it unveiled was the potential and the opportunity to see 

everything in the world as ̂ possibility. 
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ENDNOTES 

1. Plotinus, The Six Enneads, translated by Stephen MacKenna & B.S. Page (Chicago: The University ot 
Chicago Press, 1952), p.288. 

2 . According to T.D. Northwood, "massive impermeable surfaces such as stone or masonry have 
absorbant coefficients less than 0.05 and are regarded as practically perfect reflectors (of 
sound)."[Canadian Building Digest 92, (Ottawa: National Research Council,1968), p.92-2] This 
allows the solid surfaces that envelope the main performance area to project sound. To create a 
constant reverberation, it is "necessary to adjust particularly the low and middle-frequency absorp
tion. An efficient absorbing system in this range often consists of a slotted or perforated screen over 
a backspace containing porous material." (IbicfjVne copper screen and roof of the civic space is 
mounted onto a steel truss roof assembly that is itself enclosed in an acoustical absorptive material. 

3. Louis I. Kahn, Between Silence and Light, John Lobell, ed. (Boulder: Shambahala Publications, Inc., 
1979), p.18. 

4 . Le Corbusier, Le Corbusier: Texts and Sketchbooks (or Ronchamp, Jean Petit, ed. 
(Switzerland: Association Oeuvre de Notre Dame du Haut, Ronchamp, 1989), p.67. 

5. Lao Tzu, Tao Te Ching, translated by D.C. Lau (New York: Alfred A. Knopf, Inc., 1994), 
p.30. 

6. Ibid, p.49. 

7. A gnomon pole Is a solitary marker used as a base from which to demarcate space. 

8. Louis I. Kahn, Between Silence and Light, John Lobell, ed. (Boulder: Shambahala 
Publications, Inc., 1979), p.54. 

9. The term archai first appears with anaximander who states that arche is "(a) source and origin of 
everything, which is at once eternal and divine." [Anaximander, "On Nature" in Early Greek Philoso
phy, translated by Jonathan Barnes (London: The Penguin Group, 1987), p.71.] 
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Appendix A 
Programme 

Description of Space 

Civic Space 1130m2 

Cafe 420m2 

Retail 225m2 

North Foyer 85m2 

South Foyer 575m2 

Rehearsal Halls 975m2 

Residences 450m2 

Offices 60m2 

Resident's Lounge 125m2 

Green Room 420m2 

Main Performance Stage 255m2 

Performance Foyer 425m2 

Cloak Room 45m2 

Washrooms 95m2 

Instrument Storage 390m2 

General Storage 375m2 

Mechanical Room 250m2 

Total 6300m2 
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Appendix A 
Graphical Documentation 
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Site Plan 
Scale 1:1000 

1. Olympic Plaza 
2. Teatro'sCafe 
3. Central Civic Space 
4. North Perimeter Section 
5. South Perimeter Section 
6. West Perimeter Section 
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Main Floor Plan 
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3. Civic Space 
4. Cafe 
5. North Foyer 
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First Floor Plan 
Scale 1:600 

1. Central Civic Space 
2. Rehearsal Room 
3. Residence 
4. Rehearsal Hall 
5. Office 



Second Floor Plan 
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Foyer Level 
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1. Performance Stage 
2. Green Room 
3. Instrument Storage 
4. General Storage 
5. Mechanical Room 
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