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As a result of these varying expressions, we find a spatial tension created by the 

static and dynamic, permanent and continuous characteristics of space is seen and 

experienced in the Saarinen wing. 

Pei addition 

Continuity and permanence of space is articulated by the following building 

elements in the Pei addition. Parallel vertical planes and massive walls allow a strong 

space flow along the length of the gallery. The walls are of concrete and the thickness of 

the walls are seen through the slab like columns. Thickness gives an impression of 

heaviness and permanence to the structure. The entire length of the side walls have no 

openings and space is delimited on the sides conveying a closed feeling. Space is forced 

to flow along the length of the gallery. 
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Figure 2.41: Pei addition - the massive system, thickness 
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Pei's addition is composed of numerous parallel vertical planes. The entire Pei gallery can 

be visualized as a space enclosed by a pair of parallel vertical planes. They give the space 

a strong directional quality. As a result, space flows continuously throughout the entire 

gallery length. 

Figure 2.42: Pei addition - parallel vertical planes 

Beams above the side spaces in the Pei wing are also articulated to express a strong 

space flow. Beams along the sides are slender and convey the carrying of a light load. 

They are strongly directional. Along with the rectangular slab columns, they express a 

powerful movement of space along their length. The beams supporting the shed roof are 

articulated and arranged that they generate a field of space that is square in form. The 

square form results in a static space~ The supporting beams for the shed roof are massive 

in comparison to other beams within the Pei addition. The size of these beams further 

strengthens the notion of a heavy, static and therefore permanent space. 
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Figure 2.43: Pei addition - the frame's expression of motion 

Meier addition 

Continuity and permanence of space is articulated by the following building 

btrlteJitl§- elements in the Meier addition. The central gallery space is composed of three 

levels. Each level consists of a central space which is square in form. This space by virtue 

of its form is static in nature and expresses permanency. Moreover, the planes enclosing 

this space are parallel vertical and "L" shaped planes. These planes are arranged around 

a square perimeter and thereby generate fields of square, static space. All these square 

spaces have a strong central focus. Also spaces adjacent to the square central space are 
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Figure 2.44: Meier addition -. parallel vertical planes, L-shaped planes 

formed by parallel vertical planes and concave planes. The spaces formed by these 

planes are narrow in form and therefore induce movement. Wooden floor boards cover 

most gallery spaces except the sunken gallery. All boards run in one direction. In corridor 

and narrow spaces, boards run parallel to the length of the space. The direction of boards 

give the space a strong directional quality emphasizing a continuous, uninterrupted space 

flow. Vertical continuity of space is seen in the staircase core which is surmounted by 

clerestory openings. This opening is the expression of the roof's opening articulation. 

Space in this staircase core has a strong vertical emphasis because of a vertical 

proportion of space in the core. There is a continuous, uninterrupted flow of space through 

the clerestory openings. Yet again, it becomes apparent that Meier's wing falls comfortably 

within the theme of continuity and permanence of space. 
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third level 

Figure 2.45:· Meier addition - the directional theme 
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Figure 2.46: Meier addition - the opening articulation A 

The preceding synthesis of the building analysis was used as raw material, and it 

helped to determine the location of the three-dimensional form and to also assign a 

function to the form. From the synthesis, it became evident that certain gallery spaces are 

dynamic and elicit motion responses while some other spaces are static and non-

directional. It was appropriate then to locate the form within such static spaces because it 
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was the ideal place to capture people's attention. People do not have to deal with being 

channeled through the space as they would in a dynamic space. As a result, the. main 

focus will be the objects displayed within that space. Th~ form would benefit by being the 

main focus since it was going to be used as a medium to make a statement. 

It was necessary at this juncture to assign a function to the form. A gallery space 

best accommodated a gallery bench. The bench would alioweEt'people to sit and rest for a 

while. At the same time, the bench was a powerful vantage from which to appreciate 

gallery spaces. A bench form was designed and built for the Pei addition. The best location 

for the form within the Pei addition was the square static space below the shed roof. The 

designated space had natural light flowing into it. The interplay of light and shadow in the 
< 

space and on the form helped accentuate the form's expression. 
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CHAPTER 3. DESIGN OF THE FORM 

As with any site-specific design, a "site" analysis had to be undertaken so as to 

exploit the site to its maximum potential. The design process was initiated with a site 

analysis after which an attempt was made to develop a form for the space. 

Site analysis 

As discused earlier, a non-directional space best accommodated a form. The 

non-directional space prevented the channeling of people through that space which 

allowed uninterrupted viewing and use of the seating form. With this reasoning, the space 

designated for the bench was a square with sides 36' long. The square was further 

subdivided into smaller, imaginary grids. This was done to aid in the. location and possibly 

the evolution of the bench form. A 36' square can be subdivided into a .9' x 4' or a 6' x 6' 

grid. Possible dimensions for the grid were derived from dimensions of building elements 

around the space. These elements were assumed to be a part of a well orchestrated 

proportion scheme. With this premise, it is found that all rectangular, slab columns within 

the building are 12' long in plan. Also, the 12' module was used fairly consistently within 

the building and in the formation of the 36' square. Using this dimension as a framework, 

the grid was worked out to be smaller divisions of 12'. Smaller divisions were chosen only 

to accommodate a reasonably sized seating form. This reasoning dictated a 6' x 6' grid 

(Figure 3.1). About the longer axis, Pei's addition is almost symmetrical except for a larger 

volume of space to the west. This anomaly strongly suggests an anticipation of a larger 

volume of traffic. Also the entry into Pei's addition leading to this larger volume of space is 
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Figure 3.1: Grid subdivisions 
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the most probable first entry point into the addition. This entry point follows a person's 

natural circulation path through the Saarinen and Meier wings. A Person entering 

Saarinen's wing will proceed by taking the natural route which is to his or her right 

(Figure 3.2). 

The square central space was further subdivided into four imaginary quarters. The 

quarter closest to the first entry point was designated for the location of the bench form. 

This is because, this quarter is almost invisible from the first entry, and the bench form 

located here would be an element of surprise once it becomes visible. This gesture follows 

Pei's extensive use of the element of surprise. Also, this quarter presents the greatest 

potential of being interacted upon since it is closest to the main circulation path and the 

larger volume of space (Figure 3.3). Pei's emphasis of experiencing architecture while in 

motion is quite evident in his addition. He establishes goals, and a distinct circulation path 

towards the goal. A good example is the spiral stair as a goal at the end of the bridge 

which acts as the path. In a similar approach, I established a goal and a distinct path 

towards the goal. Within the central space, the central cross-axis was designated as the 

important goal. The design of the bench form will be such that it directs people toward the 

goal acting as a path (Figure 3.4). 

lInt of ~I~ht 
IYlvlslDle ~pac.e-

-----=FiFi=F'~'~' Fi==~i Fi~i~IP---~ 

Figure 3.3: The element of surprise 
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Figure 3.4: The path and goal 

Modernism and its implications 

Scully promotes the idea that the architecture of a period was a reflection of the 

state of humans during that period. Modern architecture was evolving during a time period 
~ 

when religious values was disintegrating. As a result of this disintegration, humans found 

themselves alone, but they needed security and stability while expressing their 

individuality. These conflicting desires resulted in absurdity and was reflected in the 

architecture of the period as ajuxtaposition of continuity of space and permanence of 

structure. This juxtaposition of opposites caused spatial tension in buildings.32 

32Vincent Joseph Scu1lY,18. 
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Existentialism and architecture 

A relationship was derived between the expression of Pei's addition which falls 

within the Modern Movement and the philosophy of existentialism. Absurdity was 

expressed in modern buildings as a juxtaposition of continuity of space and permanence 

of structure. The means to overcome this absurdity was expressed through continuous 

evolutionary change. A similar analogy can be drawn within existentialism. The philosophy 

professed the non-existence of God and on the complete reliance of the individual. 33 This 

condition resulted in an absurd universe. We overcame this absurdity only by taking action 

thereby healing ourselves.34 In other words, conflict which results in absurdity is beneficial 

because it forced humans to take action and change. Taking action helped humans to 

grow. Since there is such a close relationship between the architectural ~xpression of 

Pei's addition and existentialisf philosophy, it seemed appropriate to integrate these ideas 

into the bench form. The idea of conflict as a stimulus for growth and change will be 

represented on the bench form. This idea will be the underlying theme for the design. 

Design concept and evolution of the bench form 

The square central space with its imaginary grid lines dictated the basic form for the 

bench. A 6' x 6' square module was chosen for the bench which is also the dimensions of 

the imaginary grid subdivisions. As mentioned earlier, conflict was beneficial and taking 

action resulted in the resolution of conflict. This idea was integrated within the square 

33Jean-Paul Sartre, Existentialism and Human Emotions (New York: Philosophical Library.1957). 

18. 
34Jean-Paul Sartre, 32. 
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Figure 3.5: The square module 
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module in the following way. The center of the square represented the source of the 

conflict and the periphery of the module, the resolution of the conflict (Figure 3.5). I defined 

this expression as the "first journey," a journey that is tangible. By tangible, I meant that the 

resolution of module in the conflict was perceptible and results felt and experienced much 

like our simple day to day problems. I went a step further and defined yet another journey, 

the second journey which is the journey towards truth. Within the design scheme, truth is 

represented as the central cross-axis within the 36' square space. As mentioned earlier 

within the path-goal context, the central cross-axis was designated as the important goal. 

The central point is only imaginary signifying truth as being something not immediately 

perceptible or tangible (Figure 3.5). Also, the journey towards the central cross-axis will be 

an implied one, implied by imaginary guide lines between the bench form and the axis. 

The evolution of the bench form required a close examination of building elements 

within the Pei addition. These elements were used to form a visual vocabulary. A building 

element that was most relevant to the context of a square module was the spiral stair 

carved within a square block of concrete. The idea of a circle within a square was adapted 

for the design (Figure 3.6). A hollow circle within the square was designated as the conflict 

source. This hollow circle was imagined to be spiralling. This action can be visualized as a 

tornado twirling on a prairie grid. As a result of this spiralling action (conflict), the outer 

square form was thrown outward in three parts and these parts represented the resolution 

of conflict (Figure 3.7). Hence, the first journey was perceptible through the distinct imagery 

of the three parts of the form. However, the second journey being intangible, is represented 

by implied lines between the form and the central cross-axis. Lines drawn along their 

longer edges will intersect at the cross-axis. The pieces act as a path to the cross-axis by 
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Figure 3.6: The spiral stair and square concrete block 

, , , 
" , 

I 

6 

, 
.... ~,,'-- ............ , 

I \,~ 

" 'r--' 
I 
\ , 

6 

6ftr~ l - tontl1ct 
ResolurroVl o~ COYlfL:ct 

Figure 3.7: Integration of circle and square 
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Figure 3.8: The path and goal 
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guiding people towards the cross-axis by their longer edges. Hence, the path-goal concept 

is achieved here (Figure 3.8). The smaller details of the individual pieces also derived 

some of their characteristics from existing building elements. The seat of individual pieces 

took on a slab-like character similar to the rectangular slab-like columns within the 

building. Bases for each of the pieces were similar. The base were parts of circular 

sections deriving their character from the spiral stair. On plan view, the bases had larger 

dimensions at one end, and tapering to a smaller section and dimension at the other end. 

This tapering section of the base was seen as a part of a spiralling movement of the base 

form. Also, the theme of continuity and permanence was integrated into the form in the 

following way. Base forms with their spiralling movement represented movement which 

was continuous. in nature. The hard-edged, thick seats through their portrayal of 

massiveness, represented a character of permanence (Figure 3.9). 

Materials and color for the form 

Materials for the bench form were chosen by using the idea of "progress through 

conflict" as a framework. As mentioned earlier, conflict was beneficial in that, it forced Man 

to grow, and by growing, Man eliminated the conflict. Within the Modern Movement, we 

identify a similar growth and progress in the use of building materials. Designers in the 

Modern Movement looked for newer, efficient materials to meet an ever changing set of 

functional requirements. During the early stages of the Modern Movement, wood was the 

dominant material. This was because buildings were one story and fairly simple. Wood 

could easily meet the structural requirements for these early buildings. With the advent of 

~igh~rise buildings, newer and stronger materials had to be explored. As a result, steel and 

reinforced concrete started to be used extensively. The analogy we draw here was that the 
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Figure 3.9: The seat and base 
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Figure 3.10: The bench in the Art Center 
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problem and limitations with older materials resulted in the development of newer, stronger 

materials - conflict paving a path for growth and progress. With this idea, I juxtaposed 

wood and steel, the two materials at the opposite ends of the progression scale of building 

materials. Wood was used for the seat of the three pieces. The seat's form was fairly simple 

and the use of wood is justified for the simple form and construction. Steel was used for the 

bases. Steel's strength and malleability and thereby its superiority as a material, was 

evidenced by its use as a support member and its ability to conform to curvilinear forms. 

Steel retained its shiny, metallic appearance in order not to conceal its identity. 

Also, the high reflectivity of its surface enhanced the entire bench form. Sunlight flowing 

through the shed roof into the central space is reflected of the metal base. This aspect 

enhanced the imagery of the entire form. A wood color was chosen for the seat to contrast 

with the steel base. African padauk which is reddish-brown was chosen for this purpose. 

Conclusions 

This thesis examined the possibility and feasibility of designing furniture for a 

specific building after analyzing the building and its various components. The entire project 

was an attempt at determining at whether an analysis of architecture was necessary at all 

in designing furniture for interiors. 

The analysis of the building was done by studying it under three larger contexts. 

They were studied under, the similar methods of analyses developed by Thiis-Evensen 

and Ching, the three designers of the Art Center, and finally a study of the Modern 

Movement. These three contexts proved useful and resulted in valuable, meaningful data 

from which a design concept evolved. It was interesting to derive relationships between the 

building analysis data and the Modern Movement. The building analysis presented data 
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which was strictly of a descriptive nature of various building elements. In isolation, the data 

was not immediately usable. The data on the Modern Movement was more of a 

philosophical nature. The data. on the designers and the Modern Movement gave 

credibility to the building analysis data and supported the building elements' expressions. 

It became apparent that a thorough analysis would necessarily involve studying a building 

under more than one context. 

The thesis project presented a unique opportunity to test Thiis-Evensen's theory of 

a universal experience of forms and space. His work on archetypes was an invaluable 

source for this thesis project. His classification of building archetypes helped to 

systematically analyze each building element to derive the building's expression. Thiis

Evensen's classification also helps to inform people on what to look for in a building. This 

method of looking at a building could be utilized for purposes ranging from building 

analyses to building appreciation. Thiis-Evensen's description of various archetypes and 

people's experience to those archetypes is well documented. The data informs people who 

are going to visit a building for the first time, what experiences they could possibly have in 

the building. Thiis-Evensen's data also helps people experience buildings at a deeper 

level. During the building analysis, a record was made of my emotional reactions in the 

analysis sheets to see if they correlated with Thiis-Evensen's experience. There are 

definitely some experiences that are common for a large number of people but there are 

other building expressions that elicit unique responses from person to person. On the other 

hand Ching only goes to the extent of presenting organizations of space without trying to 

define their impacts. The feasibility of an organization of space and its effects is left to the 

understanding of the designer the person undergoing the experience. 

Throughout the design process and eventually the design of the form, continuity 

and permanence of space evident in modern buildings, was a strong directive in the 
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design. This idea of continuity and permanence was further extended into existentialist 

philosophy. The larger idea expressed is the abdication of religion to embrace an 

individualistic approach on the path towaros truth. As a designer of the form, it is my belief 
, 

that the individualistic approach and the search for truth is still an ongoing process. This 

belief reinforces the idea that modern architecture, as a reflection of the state of humans, 

deals with a debate that is still current. Although a new style of architecture like Post-

Modernism has emerged, it does not mean that modernism and its concerns ended with 

the style. The modernist debate is still current and may mean that humans have old issues 

to deal with before moving on to other realms of experience. 
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