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conditions but still demarcated. Within this concept of space, meaning is constructed by the user not by a supposed 
connection to a welldefined and ideal place. According to ARR, the only of type structure able to address lhe endless 

possibilities of utilization are absbact4 Abstraction allows a new interpretation between user, viewer and object. ARR 
states that 'both the viewer and the user must study the building and must get used b it becaus8 it has only l i i  to do with 
stored traditional images? Conventional imagery and relationships are replaced by abstraction and this enables the 
building to open itself b new intapretations and uses that change over time. 

condibioned opmlms 
spaceanduse 

Peter A I l i  dewibs mditioned openness as a delineated and defined cmept that is flexible, and c h a q d b ~  It 
ag91e.s generally to the of ARR but esQeadly to their ccmception of space. Unlike Mies Van der Rotre, ARR has no 
desire for the bQ the isotopic space, which was predominant in early For them Tthe qudrty of a Wing is 
largely measured firstly in the extent to which it 'determines' use and secondly in the potentiel for use it dlows, either 
implidtty or openly, in both cases over a longer period of time.- Conditioned openness giws Ihe potential for multiple 
kinds of use that can change and shift as the usev and the Gmes change. 

Conditioned openness is achieved through analyzing use. ARR does not start an architectural drawing until the office 
oompletes athorough mdysls dthe programme, the sib, and espedly the utilWon. ARR staks, ttilizatiorr suggests 

a b r o a d e r ~ t t s o f ~ b o n , m u ~ ~ ( h a t a b u ~ h a m e s n o t o n ~ I h e ~ d s p e a f i c ~ s , b r t  
the manner in which the totality of human life unfolds in these  endeavour^.^ Utilization is analyzed not prescribed. 
Utilization beccwnes revealed through building; everyday l i i  is displayed and celebrated through the spatial and formd 
~~ofARR'sarch i l echr re .  
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PmjW for a Siqm&td Restaraunt 1922, by Simbirchev. 

of representation, imperative to real5rm a forgotten truth; a building is the object of material production.'l0 The main 
programmatic vdume of the building exemplifies these ideas of the functioris of use. Meyer deslgned a frame structure 

withi which dlthedassrmare placed. Thedassrooms aredl of equal size, mfiguratifm and maEendRy; essenbaNy 
a standardized unit based upon the functions that the space has to perform, This fact was furlbed through the 

implementatton of equal lighting (through skylights and generous openings) in every room. Consequently the spatial 
experience between functionally similar rooms was also mtrdled in such a way to be virtually identical. A series of 
inlemdhomogenousspac#suJithlitllediversrtybehneen~wasproduoed.Standard~zationofs~aae~~rcg(h~ 
Meyer wanted to achieve to create fundional, but eumomicd space. 

The recreation platforms hung from the main programmatic vdume representing the largest gesture towards fundion 
within the design. To Meyer, the hanging platforms were toglcd and fundrond. They use h e  exkimg dead weight of the 
main building mass to counteract the forces of gravity, thus fulfilling the requirements for a wetHit and well-ventilated 
remation area. The ground below is free liw cimlatitm of peoQLe and automobile traffic. As well, the piatbms mnterad 

the initial pogrammatic estimates of only 500 sq. metres of remation space by aeaf ng 1250 sq. mebes of sunny, well- 

vwltJated pbying surfaces. The plahmare functiond, ecmmdydesigned q m s  that address the intended use, but 
formdly a(l9ear as a c0clsWvst gesture of ewessing the forces acting u p  the large cantilever ofthe pMbms. Why 
did the platfms have to be hung? Cwld they have beerr mounted on a grid of cdumns? A solution such as this would 
be a logical extension of the eight-cdumn grid existing on the interior of the building. It appeas to have been an 
architectural decision Ulat had less to do with function than it had to do with Meyer's own personal style. In fact the 
ht&& has a very similar formal aesIhettc to a propdfw a suspended restaurant, 1922, by Simbfrchev published 
in ABC magazine in 1924. Thii project was p u M i  two yeas before the design for the FWemd&- and 
anticipates many of the same formal strategies used by Meyer. The suspended restaurant would have been in no way 
functional due to the fact that it was beyond the capacity of Soviet enginwing at the time, whii its n u m s  changes in 









Interior renbew of Enazurb house showing the cool con- 
nedon lo the view and the dn;ubtion ramp. 

Lorrgbudinal sec8;on ot the MOMA house s b w q  how groin 
of root occurs over a wall between the bathroom and the 
utility room. 

Differences in design intention and execution can be seen most obviously In the butterfly roof configuration of each house. 

In the Emzurishouse, Le Corbusier designed the roof to accentuate the spatial and material notions of Ule house. The 
most interesting interior aspect of the buttefly roof is the junction where Ihe two sloped planes meet. At this point in the 

E~azuris house is where Le Cobusier decided lo place the landing of the ramps that lead up to the mezzanine level, Here 
one ewperiences the most compressed space in the house while also experiencing a figurative release as well. Whether 
ascending or descending the ramp the landing frames one's view out the north wall of the house. This wall is entirely 
glazed and directs the view to the spectacular mountain range beyond. This framing of the view is accentuated by the fact 

that be roof slope is the same angle as the ramp. When one ascends We camp, ils slope is carried through into the short 
arm of the roof further emphasizing the release to the view. In contrast to ths, when descending the r m p  the roof overhead 

is Ule same slope thus emphasizing one's movement down the ramp to the landing where the view is then revealed. 

Connections of the roof configuration to an overall spatial and functional idea are not apparent in Re MOMA house by 

Breuer. In this house, Breuer chose the junction of the two roof planes to e~ist over a wall where the bathroom and utility 

rooms meet. It seems ludicrous lo place the most interesting element of l his type of roof configuration in an area where it 

becomes almost impossible for the inhabitant to perceive. The larger roof plane slopes up to endose a mezzanine level 

like in the Enazunk house but here it exists only for purely functional reasons. Roof slope has no spatial impact on the 
house and no effect on ils connection to larger issues like site or dimate. In fact, the mezzanine level, which was lo exist 

over the garage, was intended to be a later addition as the family grew. If one added this piece on to the overall form of 

the hwse then it would have to line up with the existing slope of this half of the butterfly wing. It seems totally illogical for this 
type of roof. Why would one not place the addition at the joint between the two roof slopes? Then the house would begin 
as a mono-slope roof, which could then be made into a butterfly roof with the addition of this new wing. Given these 
conditions I would hypofiesize that the final form of the MOMA house exsb only as, in Gropius' terms, "visual interest."l0 

The form has become totally dispirited from function andexpresses a language of modernism that has more to do with the 



individual architect who compiled the forms than with displaying function and its connection the modern world. Formal 

incongruities such as lhis are where Meyer's architecture tends to b;come disjointed from his theories. Meyer's architec- 
lure can be seen as parallel to that of Breuer's. The final constructed building exists as the decorated diagram. The 

functional issues displayed efficiently in plan have very little if anything to do dowith the final form of the project. 

Even with all of these inherent problems, Meyer's theories can be viewed as antithetical to conventional architectural 
representation. He does not altempt such representation lo communicate to the user. Instead he attempts to break with 
histodd traditions and utilize new construction methods and materials to facilitate an abstract architecture e~pressing the 
qualities of modern life. His theory of negating conventional historical style attempts to generate meaning and relevance 
through functionally driven, non-representational forms. The final forms thereby generated fail to live up to his own critical 

theory; however, they do begin to address the notion of the negation of conventional representation. 



hannes  meyer: footnotes 
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4. Claude Schnaidl, Hannes A#eyer(London: Alec liranli Ltd., 1965), p. 23. 
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Model. FranMun main centre -, 1963 by Candlk- 
Joslc-Woods. 

in an area where none previously exisled. To be specific, the banal ubiquilousness of the large scale, repetitive unit, 

mega-structure is lessened and Me individual can then relate to the building. The architects' attempt here is to create a 

con6nuity of the form whese an overall understanding of h e  projedcan be recognized but because of the shifts h scale of 
the project the user's understanding of their role within, is lef! up lo hem 

articulation of public and private domains 
The articulation of public and private domains concentrates on Le relalionship between these two normally very sepa- 

rated conditions. Like the articulation of function this concept advocates an interweaving of two normally very separate 

mndihns. As u k s  grow larger, the articulation of public and private domains bemmes increasingly important. VViM the 

escalating compledty and density of urban areas, CJW believed the only way to address these issues was to penetrate 
built form with public space."rding to CJW, -as buildings become closer together and occupy more space, it is dear 

!hat they must englobe a greater part of the public activities, and that the pemd of the neally-zmed, Wilydassikd, speak 
building is passing. Buildings become more complex andtheir shcture lies in the organization of activities, of public and 

private, within them.'' The space wilhin the building acting as part of the puUc realm is just as important as the urban 

spaces belween and around il. Thus a symbiotic relationship between public and private exists and the lines between 
them become blurred and open to new interprelations and relationships. 
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is operating here is an intellectual association that assumes a universal comprehension of set signs and symbols. 
Therefore if Ihe language is incomprehensible due to the fact that the user has a limited to negligible understanding of the 

individual signs and symbols, then the meaning will never be discovered. The only solution is to abandon the notion of 

conventional architectural representation in favour of an architecture that interacts with the user through the direct 

experience of the whole. What results is a holistlc architecture of direct experience. 

After analyzing the various theories and strategies of the cited precedents, I have fashioned three design principles: 
boundless containmenl, the abstract monolith and the open-endedness of understanding lhat when considered con- 

currently within the design process, attempt to produce a holistic architecture of direct errperience. 

boundless containment 
'After the explicitly defined spatiality of postmodernism and deconstructivism, it looks as if the decades old- ideal of 
boundless and undefined space is set to become the main Leitbold for architects. .. .The undefined space is not an 

emptiness but a safe conlainer, a flexible shell.'' 

-Irans W i n g s  

Architedural critic Hans Ibelings, within the ciled quote, advocates he notion that in this new era of globalization architecls 
will return lo the modernisl idea of flexible, boundless space. But this is not truly the case. Many architects negotiate a 

middle ground between an open condilion and explicitly defined space, effectively a boundless containment. Bound- 

less containment is symbiotic in nature; the condition of definedness cannot exist without openness and vice versa. 

Boundless containment is a condition lhat attempts to fadlitale an understanding of architecture by directly experiencing 

fluctuations of defined and open space. 



In his 1993 arhcle, "Towards a New Archilecture,' architect and critic, Jeffrey Kipnis states that this condition "negotiates a 

---T middle ground between the homogeneily of infinite or universal space and the fixed hierarchies of closely articulated 

space." ARR advocates Ihe concept of 'condttioned openness,' the idea that space can at once be very defined and rigid 

but also flexible and malleable - essentially the same concept as boundless containment. But critical to the understanding 

of boundless containment, and never discussed by ARR, is the idea of the interstitid. The concept of the interstitial is critical 

to boundless containment. For example, the possible openness of interstitial space can be aeated by adjacenl, defined 
conditions. Two buildings adjacent to one another create an interstitial zone. Space takes its definition from the walls, the 
defining elements of the twoexisting buildings. If these buildings do not exist then neither will the interstitial nor the potential 

for boundless containrnenl. This concepl retales d~rectly to FOA's folded struclural skin in that the conCnuos fold produces 

a structure where certain spaces are enclosed and defined while others flow from one to the next. The fold facililales a 
series of interstitial spaces that exist between the separate sections of the fold. This condition hen enables an overlap 
where the defined and the open can m-exist only as a result of each other Activating interstitial space is aitical to boundless 

oontainmenl 

The Berlin Free University (BFU) demonstrates another formal principle relating directly to the symbiotic relationship 

between the defined and the open. The BFU employed what the members of Team X (with which Candilis and Woods 

were affiliated) termed the mat plan. It is literally a simple geometric plan formalion that resembles a mat. The mat is an 

architectural and urban scale strategy that elevates the whole over the part in order to further both flexibility and legibility. 
Sedional progression, Yokohama tnlematronal Port Termi- 
nal, FOA, ObjecIs, either solid or void, are added or subtracted from !he mat in compliance with the complete odhogonal logic of the 

geometric mat. This conformalion with the overall geometric logic of the plan enables a more holistic understanding of the 

architecture. No ind~vidual element is articulated lo denote singular importance. Key to the interpretation is a holistic 

reading of the architecture as opposed lo the individual elements placed within. The BFU exemplifies this concept. The 
rectilinear form of the project enables multiple additions and subtractions of building volumes as well as a series of voids 
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'Mat' fkmr pbn, the Berlin Free UniversQ, CJW. 

through multiple levels Mat permits exlerior spaces on a variety of scales while relating to Me overall form of the projed A 
united network of interior and exterior, built and landscape is Ihe result. The mat furthers the concept of boundless 

conlainment because overlapping space results. The borders between exterior and interior are blurred since they are 

treated as equal condilions of an overall system conlaining both built and landscape. Neither gains dominance over the 

othe~ consequently. both exist to accentuate h e  overall forrn and concept of the project. 

the abstract monolith 
An understanding of boundless containment is furthered by the seco~~d concept: the abstract monolith. The abstract 
monolith refers to the formal characteristics of the building. The building is perceptually read as a monolilhic whole 
suppressing mnvenlonal architectural fepresenaon a b s o n  Kipnis refers to the concept called Blankness. in 

'Towads a New Architecture.' This mncept a d m l e s  the 'suppression of Me quoblian of reference Mrough h e  erasure 

of decoraIion or ornamentO5relating directty to the abstract monolilh The erasure of ornament through abstraction is the 
only way in which the part can be negated and a holistic understanding can be achieved. Abstracl, open structures are 

able to faditatedirect experience due to lhe fact that Ihey do not attempt to communicate through signs and symbols. The 

architecture draws on ihe qualities of light, dimale, movement, and the user causing an imprint on the building recording 

presence and use, not signs and symbols. Negating the mvenlional language of architecture elevates the open-ended 

direct experience over the defined, didactic meaning. 

In all of the precedents amsidered in this project, abstraction appears in the forrn of simple, monolithic sbuctures, intended 
to influence the user through clarity and simplicity. For example, the lwo projects cited as examples of ARR's work 
demonstrate an athogonal simplldty, which imbues each project wih a formal clarity and Rexibdityof utilization. This ads as 

a starting point from whi& the user can begin lhe process of inhabilation and interpretation. The best example of this 
Model, lnfonnafkn Technology and Eledro.Technical Insti- 
tub, ARR. concept is the inlomatkn Techndogy and Eleclro-technicd/nstitute at the Graz Technical University. The buildings are 



a series of rectangular three-storey concrete bars. These abstract bars are then perceplually carved out, creating inter- 
connected spatial conditions that extend through large voids from one bar to the next. These bars do not speak a 
conventional language of architeclural structure or form; instead they favour an open abstraction, allowing lhe user to 
inhabit the building and learn through discovery and direct experience rather than an inteNectual reading of signs and 

symbols. 

Abstrachon also exists in the work of FOA, bul produces different formal results. The monolithic forms produced by F OA and . ~ - . .  '.-;.<s.,.:. t , 1 '  ARR marginalize conventional representation and attempt to find new meaning within the contemporary architectural 
.),. * f  ' 

* : . . . I ,  ' content. Each differs slghtly. The architectureof ARR seems monolith~c while the landform folded architecture of FOAis 

literally monolithic. In the ml successful projects of FOA, !he skin of the building folds upon itself to become (loor, waY. and 
Wireframe view, ~okohama Iniernatiit Port ~ennmal. FOA. ceiling concurrently. There is no distinction between structure and envelope, ground and building, floor and ramp. They 

all exist as one uniled skin. Here, the pact is suppressed and a monolilhic whole emerges. This heightens a direct 
experience over a conventional architeclural reading. This is possibly due to the fact that the sbuchrre has been stripped 
of signs and symbds of architecture leaving an abstract building form. 

This idea of the building skin furthers the monoliltlic underslanding of the archikclure. In Me work of F OA the skin is a 

continuos surface, which forms enclosure, struclure and circulation concurrenlly. Several examples are found in the 

architecture of ARR of the skin as a unifying element, The best example of this is the Instilde for Socia~Pedagogues. in 
8aden. It illustrates the skin as an applled element over a structural system (in this ease, a wnaete box) which mediates 
Ihe connection between the exterior environment and the interior spaces. The skin mediates through varying levels of 
opacity (wall). translucency (glazed skin) and transparency (void or p u n ) .  This is another bait of the abstract monolith; 
the smooth skin furlher abstracts the building envelope as a result of its fluctuation between transparent abject. radiant glass 
box and mirror of the surrounding environment. These ever-shifting conditions can only be understood through direct 

Inslilule lor Social Pedagogues, 
ARR. 



ConfguraUon changes, Yokohama Inlemalional Port Termi- 
nal, FOA. 

the open-endedness of understanding 

Combining the previous two concepts within Me design process enables the creation of the open-endedness of 
understanding. The open-endedness of understanding facilitates the user's shifting interpretation over time. It exists as 

a reinterpretation of conditions such as materiality, flexibility and significance into something where their understanding 

~t inuously  engages lhe user. It is not just the recombination of existing signifiers and elements to create new meaning, 

but the formation of open-ended meanings that change as h e  user changes. In 'Towards a New Architecture.' Kipnis, 

refers to the concept of Pointing, which has similar baits to the open-endedness of understanding. He describes the 
potential of Pointing as. We indeterminacy of pointing shifts the emphasis from the formation of stable alignments andlor 

allegiances lo the farnabon of provisional affi~ations.~ The key word. Indeterminacy, refers to an openendedness, a nun- 

fixed, perceptual understanding faalitated only through direct experience not the conventional meaning behind architec- 

tural language. 

Examples of this can be seen in three of Me precedents. For example, in F OKs Yokohama InlemalionaI Port Terminal, 
Re negation of representational elements such as visible structure or Me distinction between envelope and structure 

enables them lo address the open-endedness of underslanding. This type of structure allows them to create a re- 

configuraMe building. The lines are blurred between local and international, building and ground, inside and out. Mallea- 

blity leads to varying interprelalrMls of what a m i n i  n be and what is considered nabonal or inlemabnd lerritory. 

The outdated concept of the port terminal as gate is gone and a series of new meanings or understandings take its place. 
These concepts undermine the didactic and causal relabnship of conventional architectural representation to meaning. 
What results is the openendedness of understanding. 

W~thin the work ofAf3R. the openendedness of understanding is most visible in the reinterpretam of mnventional building 

materials or systems. In the bsiilute for Social Pedagogues, the use of Le glazed skin as a dadding within a layered 
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The programme was developed lo accommodate Ihe scale needed for this type of site as well as accomplish the 
requirements for the expansion of the ever-growing collections of the CAA, developed in conjunction with curator Linda 

f raser of the CAA and a visit to the CCA in Montreal. The programme is as follows: 
new canrdbn archituhmnl archives 
@iMm: gallery 1 : 250 m2 

gallery 2 and gallery 3; 350 
mlerior gallery (buill installal~ons): 270 

!&!!!&a shiplreceiving : 60 
handlna Imp. stwage: 91 

exh. preparatm. 6tl 
storage; 57 

pblic SDW: foyer; 64 
rea@ian: 14 
coats: 9 
bodtstore: 60 
leaurelmulli-purpose: 150 
washrooms. incl. in gross up 

9@EQ! general office: 60 
gdmmislraban: exhibilion curator's film. ill 

diredds &ice; 20 
slmage: 9 

archives: readmg r m :  50 
umhspacelcafalog~ng. 50 
storage (Mack box), 2100 
curator's offii: a0 
curator assistan1 office: 12 
calaltgngoffice. 12 
coHedion~Ofli~;e~ 12 

gmwcial :  retd: 700 

total; 870 m2 

total: 284 m2 

total: 297 m2 

total: 109rn2 

total: 2256 m2 
total: 700 m2 

grand total: 451 6 m2 
to!al(30%): 5871 m2 



site analysis and design response 

The desgn seeks lo respond to four existing site conditions. These are: Ule emphasis of the existing street wall, the creation 

of a sectional transition between the large office towers to the north and the small commercial strips to the south, the 

accentuation of the urban grid and the aclivation of the street as a public place. 

The most interesting condition of the surrounding area is the built-up streel wall (continuous f w e )  that exists on 1OhAve. 

The parking garage on the north side and the commercial strip on the south form a condition that is broken only by the 

parking lo1 on the corner, my chosen site. Placement of the new CAA at the corner of 10mAve and 2"6 St continues the 
sbetl wall on 10th A V ~ ,  park& in tq~ photograph and rebil in bo~om. existing urban street wall on 10hAve as well as providing a threshold between the increased density and size of Ihe built 

form of the downtown and the smaller scale developmenl that eKists to the south of 10hAve. 

In this area, it is impossible not to notice the change in scale that occurs here. To the north one can see the Banker's Hall 

Towers as well as the Petro-Canada Tower and to the east the Calgary Tower. To the south the tallest building that can 
be seen from the site is an eight-storey commeraal building directly south across the alley. The surrounding built form is 

between one and three storeys and offers a slark contrast to the multi-storey towers to the north. The zone where the site 

exists is in-between these two scales. The massing of the building reflects this fact. It is a five-floor building !hat has the 

responsibility to complete the vacant corner of Ulis section of the grid, espeaally at a rare intersection where the street is 







The overall form of the project in plan began as a simple, large rectangle with dimensions defined by the sidewalk edges 

I as well as h e  alley to the rear of the site This raheenl rectangular was then sublracted-from or added to based upon the - program needs of the defined storage vdurnes and the openness of the rest of the program. The integrity of the rectangle - is always apparent. Formally. all of Me spaces in the building relate to the overall form of the mat. Pieces of the mat were 

subtracted (i.e., bookstore and loading area) and others were added (i.e., the storage volumes) but all conform to the 

overall formal logic of the plan. No objects or spaces are skewed or curved to denote singular importance, everything is 

in servitude of the overall building form. The mat enables the conception of singular or speck p h s  of the programme 

into a mherent whole where all dements wotk together as well as deti ning heir own domain. Thus, lhe overdl fonn ofthe 
project is emphasized and a holistic understanding is achieved. 

the abstract monolith - M n g  with Re formal articulatiin of the plan consisting of a highly legible simple geometry, its threedimensional massing 
rZ4 reinforces this reading. The building is organized as a mmlithic box that attempts to erase the traditional emphasis of the 
Pbn views: the solid volumes versus Ule open voids. part through the use of abstraction. Abstraction exists in the Corm of sin~ple, monolithic massing as well as the fluctuating - 

glazed skin. Concepluatly, the building is perceived as a sold glazed box. The skin wraps the entire structure, uniting all 
of the spaces together and simuttaneously creating different relationships with the street. Here difference is created 

lhrwgh subtle hansfamahns of the skin. The skin exits simultaneously as opaque, transparent, and translucent. The 

skin is composed of two layers of glazing with the structure sandwiched inbetween. The exterior layer of Me skin is silk- 

screened with an abdrad panem that sh~fts in d e n s  b a s  upon e i e m e n t s  of r h i n d  For example, 
when agallefy is located behind the skin, the skin becomes very dense, almost opaque, due to the fact that these spaces 

need lower levels of diffused natural light. In other spaces such as the offices, view becomes more important than direct 
light control, so the skin in this condition is transparent. The interior skin is almost always banslucent except where direct 
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