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A  M A P  O F  M E M O R I E S  A N D  E X P E R I E N C E

Distance is not constant. My experience of distance and 
time alters as my speed of travel increases and decreases.

My experience and knowledge of a place is determined 
on my journey through a space and time spent there.

Route by Bus 

Coastline 

Walking Routes

Green space

Construction Boundaries

Surrounding routes

Routes used on a daily basis 

In Saltdean I know the place more cohesively, my sense 
of place is impacted by childhood memories. I have used 
images edited to resemble a memory. All places shown 
give me a sense of comfortability and I am very familiar 
with.

Through the city route I know only what I see on the 
journey and so my brain absorbs more information and 
becomes more visually engaged. Here I focus on details 
that interest me: The contrasts in architectural style. My 
drawings therefore pick out the details that I visually 
engage with, as opposed to the photographic format 
which includes many layers of detail.

Past Routes no longer used by hold 
memories

Recorded every two minutes on the 
journey and how far I got there. 
Correlation can be made between 
distance travelled and time spent.

Houses with memories 

Mapping my journey from home to the university. 

“A comprehensive 
narrative of a transport 
system requires a record 
of both time and spatial 
experiences.”

Theoretical Precedents

Envisioning Information, Edward R Tufte.

Key

1

1 Edward R. Tufte, Envisioning Information, 4th Ed, (Connecticut: Graphics Press, 
1994) 102.

Footnotes



A DEVICE THAT RECORDS ITS USERS PERSONAL COMFORTABILITY ON A JOURNEY

BETH STARLING & ADRIAN PETKOV

CARTOGRAPHIC DEVICE - GROUP WORK



Distance and speed alters 
what we see

I D E A  E X P A N S I O N  F R O M  O U R  P E R S O N A L  C A R T O G R A P H I C  M A P S 

A device that speeds up and slows down 

On wheels  

More time you spend in a place the greater the familiarity 
and sense of place

Shutter speed for a blurred sense of vision

Faster you go less you see

Over or under exposure

Personal experience of place

Different marks made to show 
intensity

Shows how you move through space at 
different times of day

Two recording devices 
Visual and literal

Mark making tool becomes an 
instruction for photographic mapping

Shows how fast you travel by 
moving a marker left or right 

at different speeds

Time spent in a place alters 
how we experience it

Key Ideas to 
come from 
Individual 

Cartographic 
Maps

Modes for recording different 
data

User Engagement

Direct impact from external 
Stimuli

Data Recording 

Comparative data collection

Wanting to record a mark not just 
a photograph

Creating a line to indicate direct / 
surrounding / distance sense of place

Developing Collective and Initial Ideas Through Sketching and Mapping

We aim to develop a device that records its users 
experience on a journey. 

It will aim to show on a map at what points the user was familiar 
and therefore comfortable and seeing the distance. 

Or Unfamiliar, uncomfortable and so concentrating on the direct 
and close information. 

A map to record a persons comfortability on a 
given journey.

GROUP WORK

LINK BACK TO PREVIOUS PORTFOLIO STUDIES
Mapping the Experience of a Place

My Cartographic map was separated into 
three sections. Each part of the journey was 
experienced differently dependant on how 
well I knew the area, the speed I travelled 
through the space and how comfortable I 
felt. 

Zone 1, I was the least familiar with and 
so focused on the information and detail 
directly in front of me. Zone 2, I travelled 
through quickly with little time to see much 
at all. The view became blurred by speed.
Zone 3, I have lived in for 25 years and it 
is very familiar. I become nostalgic and 
reminisce and map memories of the place.

Time spent in a space alters how we 
experience it. 

Zone 1 Zone 2 Zone 3



D E V I C E  T O  M E A S U R E  E X P E R I E N C E  A N D  C O M F O R T A B I L I T Y  O F  A  J O U R N E Y

Form and Mechanical Exploration

Triangle creates a structurally stronger frameCubed frame creates greater surface area to record 
data on

A spring Loaded Mechanism. 

Like a Pen.

Connecting pens through bars 
so that multiple marks are 
made at the same time. 

Paper driven through the device by a rigid 
axle and speed is determined by speed of 
walker. 

Rear roller needs to be separate to feed 
paper.

Pens/Markers could be placed on spring 
loaded mechanisms so that they retract 
when not controlled by the user.

Pen attachment, hole and screw.

Hinge Joint which uses a spring 
in tension to force the pen off 
the paper when no pressure is 
applied. 

On hinge like a compass Spring loaded bar

GROUP WORK

MECHANICAL REFERENCES

Human scale

1m

50cm

One central line created by pressing 
the core pen down. This line is pressed 
to demonstrate that the user is 
concentrating more on the immediate 
surroundings. They are focused 
because they feel uncomfortable.  

By pressing all of the pens down the 
user is demonstrating that they feel 
comfortable. The marks on the outer 
show that the user is looking further 
than just in front of them. They feel 
comfortable. They are using their 
peripheral vision. 

One central line created by pressing 
the core pen down. This line is pressed 

to demonstrate that the user is 
concentrating more on the immediate 

surroundings. They are focused 
because they feel uncomfortable.  

The wider apart the marks become, 
the more comfortable the user of the 

device. 

The multiple pens can be pushed down 
together, to represent a more chaotic 
surrounding or separately. The wider 

the more comfort experienced by user. 
The closer, the more discomfort and 
enhanced and focused concentration.   

Pushing pens on a hinge system Pushing pens on a spring system Pushing pens on a spring system and a 
device that is collapsible. If a situation whilst 

recording the device becomes too chaotic and 
uncomfortable the user can then collapse the 

Device.

The device is always controlled by the user, and 
reactive to external stimulus.

The frame must be light weight in order to be accessible and inclusive.



A  D E V I C E  C A P A B L E  O F  S H R I N K I N G  A N D  C O L L A P S I N G

Developing  a Device that reacts to External Situations by changing its shape

REFERENCE MECHANISMS

Cross hinged walking frame

Collapsible frame

Folding hinges

Sliding brackets

Light load trolley lift

GROUP WORK

500mm

1m

300mm

600mm
300mm

Plan View

Elevation

The Different Stages of the Device

Conclusion: 

The data created is still completely 
and directly related to where the 
user slides the arms too. 

In order to record activity in place 
and how this has an impact on our 
level of comfortability it needs 
to be more reactive to its direct 
external surroundings.

The closer and denser the lines are towards the 
constant pen mark the more uneasy the user felt 
and so they closed the device down. Suggesting 
lots of external factors and unfamiliarity with place. 

How the Data Would Visually Record

Now the arms are always connected and move in 
and out, there is a more fluid reading. It is clearer 
to see the direct relation to exploring the outer 
visually and concentrating on the immediate 
surrounding.

A central, consistent and core line gives a mark 
form which to make comparisons to the other 
readings marked on the paper. 

A hinge to collapse the width inwards 
wouldn’t work because the paper roll is a 

constant size and cannot collapse.

Reduced core frame with extendible 
attachments. A hinge used to fold 

extending side panels in to reduce the 
overall width. Controlled by user based on 

comfortability level.

Sliding brackets controlled by user. 
The further they are out, the more 
comfortable the user feels in their 

surroundings.

It has the ability to collapse horizontally and reduce its width dependant on how the user is experiencing 
the location. When completely collapsed the user feels unfamiliarity and uncomfortable. When completely 
assembled the user is at ease to completely open the machine and the environment they are experiencing.



I N T R O D U C I N G  M O D E S  T O  T H E  C O N T R O L  P A N E L

The Device Becomes Reactive to External Stimuli and is also influenced by the users personal experience

Testing the arm in Completely content mode.

The tension on the elastic had to be adjusted to lessen the impact force created by 
external situation (person walking past pushing the arm, building or object blocking its 
path).

Elastic always returns arm to centre. 

It shows three modes experienced by user. 
But data recorded is entirely impacted by 

the user and give little to no explanation of 
the surrounding environment.

Would respond directly to surrounding 
environmental factors with little user 

control. 

A detachable arm allows possibility of 
exploring modes of control. These directly 

relate on a personal level to the user but 
data recording in each mode responds to 
environmental factors such as passing a 

person or an obstacle.

1 2 3

4 5 6

Initially tested with tension cables but they applied force 
in the wrong direction. To have them on the side was too 
restrictive. So we tested holding it in tension from behind 

using elastic. 

GROUP WORK

A central, consistent and core line gives a mark 
form which to make comparisons to the other 

readings marked on the paper. 

Mode Two. The arms are in the middle position. 
This means the user felt some what comfortable 

but not completely comfortable. The arms in this 
position can interact to some extent with external 
stimulus. But due to the restriction, the mark does 

not move as far on the paper. 

Mode Three. Mode of comfortability. At this point 
the user of the device felt very uncomfortable and 

so they completed pulled the arms into static mode. 
Tucked back. This means there can be no  reaction 

to external stimulus. 
The line is furthest from the constant marker in the 

middle.

Mode one. The arms are at complete freedom to 
interact with external stimulus. They are set at a 

90 degree angle from the core device frame. This 
shows the user felt completely comfortable in their 

surroundings. 

For ease of movement, we have added two types of wheels. 
One is a driver, and drives the paper roll through the device. 
The other works separately, on a pivot to help with steering 

and directing the device. 

Influenced by the mechanism of a sling shot.

We used timber as the material is easy to work with a construct. It is light weight and 
environmentally friendly. It could be that future developments could send out a kit pack 
to future users who wish to make their own device. 

The wood we used was recycled and offcuts from past projects. It was essentially waste 
product reworked to construct the device. 



The Device Performing in different modes @1:5 and @1:10

Each Mode is representative of how the user is experiencing the situation.

The arms/ pens will create a continuous mark (which will vary slightly 
dependant on terrain) on the driven paper when not reactive directly 
with external stimulus. When a person, building or object comes into the 
personal space of the user they will interact/knock the arms which will create 
variations in the mark on the page.

Direct correlations can be read by comparing the reactive mark with the 
continuous

The arms controlled by the user have three modes:
1 - Complete comfortability
2 - Slight Unease
3 - Not Comfortable 

SECTION A

ROOF PLAN

SIDE ELEVATION @1:10

@1:5

Complete comfortability Not Comfortable Slight Unease

We have adapted the rear 
wheels so that they work on a 

pivot joint and make it easer 
for the user to manoeuvre the 

device.

D E V I C E  T O  R E C O R D  A  P E R S O N S  C O M F O R T A B I L I T Y  O N  A  G I V E N  J O U R N E Y
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GROUP WORK

LINK BACK TO PREVIOUS PORTFOLIO STUDIES

Mapping the Experience of a Place

Three zones influences the idea of three modes of data 
production. 

Zone 3 - Complete Comfortability
Zone 2 - Slight Unease
Zone 3 - Uncomfortable

Zone 1 Zone 2

Zone 3

Cardboard tubing acts as rollers to glide the paper over its surface. These tubes are very 
eco-friendly, and low cost. Brackets could either be constructed from off-cut or recycled 
wood or pre cut metal. It adds structural stability and will reduce material wastage if cut 
precisely. 



GROUP WORK

U S E R  I N T E R F A C E  E X P L O R A T I O N

Adapting the Core Frame to create a User Friendly Interface

Conclusion: 

The connection between device and user is more fluid. The 
device now responds further to external stimulus and 
situational factors by collapsing inwards with the movement of 
the arms and downwards to make travelling easier.

The frame is still awkward to more 
even with handles to help. The 
frame needs further development to 
create a more user friendly interface 
and a frame that responds to 
external circumstances.

Vertical bar to drive forward

Horizontal handles to help direct and steer

Core frame needs a handle to help the user drive it forwards.

A folding frame inspired by a 
collapse Chair and light load 
trolley on wheels. Combining 

these mechanisms and maintains 
the recording device on previous 
frame. But adds an extra element 

of collapsing forwards to ease 
pushing through a crowded or 

smaller location. 

The arms still have three different 
modes and record data in any 

position. 

Trolley

Folding Chair

Folding Pram

Mechanisms of Reference for Frame Development



C O L L A P S I B L E  D E V I C E  I N  C O N S T R U C T I O N

Cardboard Rollers
Rounded edge makes it easier for 
paper to travel over

Springs
Put the paper under minimal tension 
to avoid friction and minimizes 
disruption from uneven ground 
surface

Drawing Pad
Helps keep paper level, flat hard 
surface for firmer connection 
between pen and paper

Aluminium Bracing 
Bracing and structural support

Paper Roller
Works by driving/pulling the paper 
forward at the speed the device is 
moving

Compass Joint
Holds pens in place and easily 
interchangeable

Rigid Axle 
Drives paper without it twisting and 
tearing as only moves in one direc-
tion

Rotating Trolley Wheels
To aid in changing direction

Paper Source
Held on separate roll  

Structural Frame
Versatile and Collapsible into trolley 
form so easier to wheel through 
crowds

Controllable Arm
Manually manipulated and placed in 
position dependant on knowledge 
and comfortability experienced in 
place

Constant  Non-moving arm
Draws a constant line to be able to 
contrast against other line readings

Pillar Block
To attach the wheel axle to 
the frame an prevent it from 
deviating too much from central 
position
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SECTION A @1:5

SECTION A

Elevation demonstrating the collapsible nature of the device

@1:10

Materials Used

All found materials reused and recyclable

Aluminium Cardboard Tubing Paper Found Wood 

Physical Construction

GROUP WORK

Eco-friendly
Low Cost

Recycled and Recyclable

Eco-friendly
Low Cost

Recycled and Recyclable
Environmentally friendly ink 
from the pens needs to be 

used so the paper can still be 
recycled.

Eco-friendly
Low Cost

Recycled and Recyclable
Reduces Waste

Very environmentally friendly
Precision cut off site to reduce 

wastage. 
By recycling this metal after 
using saves 95% of energy 

used to create new aluminium 
products. 



D E V I C E  T O  R E C O R D  A  P E R S O N S  C O M F O R T A B I L I T Y  O N  A  G I V E N  J O U R N E Y

The different stages of the device on the new user friendly collapsible frame @1:5

ROOF PLAN

Complete comfortability Not Comfortable Slight Unease

GROUP WORK

Not Comfortable 

Slight Unease



D E V I C E  T O  R E C O R D  A  P E R S O N S  C O M F O R T A B I L I T Y  O N  A  G I V E N  J O U R N E Y

Analysis of recorded data when the device is fully functioning in its three modes, adaptable and 
collapsible and usable on various site locations

GROUP WORK

Comfortable mode 
The lines produced are closest 
to the central consistent line.

The arm has interacted with a 
person or object on the right 
side showing the user felt 
comfortable in the moment on 
a journey.

The curved line is very spread 
out showing the user was 
moving quickly when this mark 
was made.

Slight Unease
The lines become 

disconnected from the 
continually rolling paper. 

This shows that the terrain 
became uneven and there 

was an interaction with 
outside stimuli because the 

arm has connected.

he user slowed down their 
speed as the curve is more 
concentrated in one place.

Slight Unease
Iteration with people and 
objects on both sides of the 
device.
The terrain has also become 
much smoother.

Mode Change
Here you can see a pause as the 
more is changed by the user 
as they felt less comfortable in 
their environment. They have 
made ‘themselves’ smaller.

Mode Change
Here you can see a the arm 
move completely to the side 
as the device is collapsed 
due to user feeling very 
uncomfortable.Not Comfortable

The lines are furthest  from 
the central continuous line 

which shows the device 
is set in not comfortable 

mode. They are continuous 
without any reactive 

curves because the arms 
and tucked in as small as 

possible

Recorded Data Analysis

Constant Line
The continuous line seen 
here gives the data reader a 
consistant mark from which 
to make comparisons and 
correlations to and from in 
order to understand the data 
better.

Complete comfortability Not Comfortable Slight Unease
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SITE RESEARCH - HISTORICAL EVENTS RELATED TO BRIGHTON’S PALACE PIER - EXPLORED THROUGH FIVE THEMES

Infrastructure - war - health - tourism - economy and business

ADRIAN PETKOV, BETH STARLING, CHARBEL EID, LUISA LEUKEL & TERESA LIN  

HISTORY AND EVOLUTION OF BRIGHTON PIER - GROUP WORK
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12,000 metric tons 
produced British 

iron per year.2

Start of the Napoleonic War.7 The world’s first pier opened in the 
town of Ryde, Isle of Wight.10

International and foreign travel was becom-
ing more and more popular. Brighton start-
ed to become more middle class built up 
under the rule of George IV and a popular 
traveller’s destination. It became a place for 
passengers who wanted to cross the channel 
due to its proximity with London.12 Screw-pile foundation was introduced. 

Using such construction, there was 
enough rigidity to support range of large-
scale civil engineering structures and 
worked for most soil types.16

The first iron pier was opened in Margate, 
Kent. It was designed by the civil engineer, 
Eugenius Birch, who previously worked on 
the Indian Railway and recognized the po-
tential for using such construction.22

Brighton’s population 
reached 65 000.23

The second pier in 
Brighton opened (West 
Pier) as a pleasure and 
entertainment centre.25

Mill workers had 3 days 
unpaid summer leave.26

Bank Holiday Act.27

The Aquarium was 
opened.28

Preston Park, a museum 
and library opened.29

The Brighton Marine 
Palace & Pier Com-
pany was formed 
to construct a new 
pier 200m west to 
the then-standing 
Chain Pier, which they 
had to purchase for 
£15000 (£3,480,275.27 
in 2019).30

A wind-screen was added to the 
West Pier.31

The first pile of the 
Brighton Palace Pier was 
driven into the ground.32 

The Chain Pier closed. A storm de-
stroyed the structure and caused 
damage on the construction of the 
near Brighton Palace Pier. Two rescued 
kiosks were rescued later for the new 
Brighton Palace Pier.33

Brighton Palace Pier opened. De-
signed by Richard St. George Moore. 
There were 300 cast iron screw piles, 
each was 726mm in diameter, sup-
porting 305mm cast iron columns 
which were braced horizontally by 
cross heads. A timber deck is laying 
on top of the structure.35

Richard Russel was a surgeon of Lewes – he 
published Dissertation on the Users of Sea 
Water in the Diseases of the Glands. Previously, 
the idea to go near the sea was looked with a 
disgust.3

Henry Cort introduced techniques to 
remove impurities from iron which had 
an impact on the large-scale produc-
tion.5

George IV bought a lodging 
house located in Brighton which 
was extended to the Marine Pavil-
ion (designed by Henry Holland).6 

Regency Square was built. ‘Brighton under-
went its rapid transformation from fishing 
village to a fashionable resort’. The Chain 
Pier Cottages (Madeira Drive) were de-
signed. The Royal Pavilion was completed.13 

The world’s first locomotive 
public railway. Great stim-
ulation of the iron industry 
which boosted innova-
tions.15

A railway line connect-
ing Brighton and Lon-
don opened. Brighton 
became “the lungs of 
the great capital“.17

2 000 000 metric tons 
produced British iron 
per year.20 

Beorthelm’s Tun became 
a thriving small town with 
around 2500 residents.1

1600 1800 1900

Previously imported iron in-
creased its price due to the high 
demand.8

18031580

1700 1752 1784 1787

1814 

1815
End of the Napoleonic War.11

1823 

1825 

1836
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1861
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1888

1890

1891 1896

1899

1700

A machine for pre-
serving modesty and 
helping people to 
engage in sea bathing 
activity.4

1753

George IV’s staple complex was complet-
ed (Brighton Museum and the Brighton 
Dome concert hall). At that time there 
were few buildings in Europe built in 
Indian style.9 

1808

1820

Queen Victoria sold the 
Royal Pavilion estate to 
town comissioners.19

Queen Victoria 
arrived on the 
Chain Pier with 
a boat from 
France. She visit-
ed Brighton sev-
eral times, but 
never seemed to 
enjoy the city.18

1843

The Grand Hotel was 
built.24

1862

fig.  2

fig.  1

There was a fee – 2d (0.8p) per per-
son to enter.36 

The Chain Pier Cot-
tages closed.34

fig.  3

fig.  4

fig.  6

fig.  7

fig.  8 fig. 9

fig.  9

fig.  11

Brighton’s first pier opened - the Royal 
Suspension Chain Pier.14 

There were 12 piers 
at the British seaside 
resorts.21
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HISTORY AND EVOLUTION OF BRIGHTON PIER AND THE WIDER CONTEXT

History and evolution explored through five themes of War, Infrastructure, Economy and Business, Health and Tourism
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There were already 80 piers at the 
British seaside resorts.37

An elongated octagon pier head 
(57.6m wide) was added to the 
Brighton Palace Pier.38

Brighton’s population 
reached 123 478.39

A pavilion was built on the West Pier 
which was converted into a theatre.40

A glazed screen was installed 
on the Brighton Palace Pier 
which served as shelter from 
the wind.41

The first cin-
ema opened 
in Brighton.42

A pavilion and a winter garden 
(central rotunda with rectangu-
lar north and south wings) were 
constructed. The construction’s 
curved roof was supported by 
cast iron columns.43

A landing stage was con-
structed, while the pavil-
ion was remodelled in a 
theatre.44

Between 1914-1918 The seabed around 
the pier was mined to prevent attacks 
from Enemy Troops.48

Brighton became known as the hospital 
town for thousands of Indian soldiers. 
They took up residence in the Royal 
Pavilion and Brighton Dome.46

Brighton West Pier 
reached its peak by 
attracting 2 million 
tourists.50

The Indian Gate was unveiled, a 
gift from India to say thank you 
to Brighton for offering its grand 
buildings and turning itself into a 
hospital. Brighton became known as 
‘a place of healing’ across India. It is 
thought the ‘seaside’ coastal air and 
the luxurious architectural environ-
ments offered by Brighton created 
the perfect healing space.51

The Brighton War Memorial 
was built at the Old Steine to 
commemorate all the fallen 
men and women in the ‘great 
war’.52

The entrance 
to the Bright-
on Palace Pier 
was rebuilt and 
widened. The 
new structure in-
cluded flat roof 
a central clock. 
tower.53

Brighton Palace Pier’s pier head 
was extended to its current length 
– 536.4m. Fairground rides were 
added.54

Ocean Cinema and Upper Rock Gardens were 
bombed by a fighter bomber. The area was very 
busy at the time and 52 people were killed.55

Partial demolition of all piers on the south coast was 
ordered so that if German forced mounted the pier, 
they could not reach land. Explosives were placed 
at the head of the piers and the plan was to det-
onate these a few hours before if an invasion was 
imminent. They realised this might be too late to if 
there was a surprise invasion and so the decision 
was made to remove part of the pier to avoid Enemy 
forces using the piers at all. The pier was requisi-
tioned by the British Army, formally all the piers had 
been privately owned. They offered compensation 
to all pier owners if any part of their pier suffered 
damage from the war.57

A war damage act was 
passed to allow the British 
army to deliberately demol-
ish or damage structures 
privately owned (once req-
uisitioned) and this damage 
could be classified a war 
damage.58

Time came to remove the  
‘booby traps’ placed around the piers. This was 
very dangerous and two of the Royal Engineers 
bomb disposal squad was seriously injured in the 
process.59

All Sussex piers were  
handed back to their 
private owners.62

The pier was re-built after the war and 
the parts that we removed put back to 
encourage tourism back to the seaside 
resort.63

All pillboxes except 
for one were removed 
in time for the post-
war tourist season to 
start again in Bright-
on. This meant turn-
ing the seafront back 
into a sunny seaside 
town and removing 
traces of war and 
military defence.65

Last pier opened in Deal, 
Kent. Total number of 
working piers in Britain 
was over 100.66

Brighton Festival was 
established (Brighton 
Fringe).67

The seaside resort demand 
declined due to a rise in the 
search for Mediterranean 
holiday and increased car 
ownership.68

The Brighton Palace Pier 
was listed Grade II.69

Brighton Palace Pier’s theatre 
structure was damaged and 
abandoned.70

Brighton West Pier closed. 
Brighton Palace Pier’s 
landing stage was demol-
ished.71

The Brighton Centre was built.72

The Brighton Palace Pier was bought 
by the Noble Organisation which was 
followed by refurbishment. There was a 
free admission, free deck chairs and new 
food outlets constructed in red brick. The 
winter garden was clad with vinyl and 
aluminium sheeting.73

The Noble Organisation said the old theatre 
would be replaced with ‘colonnade oriental 
domes and many original fittings’, but it never 
happened, which triggered protests from the 
Theatres Trust.75

Brighton pier became a target for an IRA 
attack. A bomb was placed near the pier 
but fortunately was diffused before it 
was able to detonate.76

An expansion plan for the Brighton Pal-
ace Pier with £20 million budget was 
announced but never fulfilled, although 
a Ferris wheel, roller-coasters and other 
amusement facilities were introduced.77

Brighton Palace Pier was 
Pier of the Year by the Na-
tional Piers Society.78

Brighton Palace Pier’s 
name changed to 
Brighton Pier.79

Brighton’s population 
reached 273 400 making 
it Britain’s most populous 
seaside resort. The Amex 
stadium was opened.82

The last remaining Pillbox was 
removed from Brighton’s seafront in 
front of the west pier in a seafront 
revival scheme.83

58 working piers in Britain.84

The Brighton Pier was sold for £18 million. 
Eclectic Bar Group, chaired by former  Pizza 
Express entrepreneur Luke Johnson, was set 
to buy the Grade II listed structure. The group 
had entered into a conditional agreement to 
buy Brighton Marine Palace and Pier Compa-
ny.85

The Brighton Palace 
Pier provided jobs for 
anywhere between 200 
to 500 employees.86

Mill workers had 10 days unpaid sum-
mer leave.49

1900

1901

1903

1900

1902

1906

1909

1910

Start of WW1. The British shores wel-
comed hundreds of wounded India 
Soldiers who had been serving on the 
Western Front in France.45

1911

During WW1 the Brighton seaside and 
the pier were still seen as a thriving 
tourist attraction.47

1914 1919

1921

1922

1930

1938

Barricades were placed all along Brighton beach and 
near the pier as a defence from invasion from the 
sea. The beaches were closed to everyone except 
military. Barbed wire, concrete barricades and Mines 
were placed along the coastline as a further form of 
defence. The pier was requisitioned by the Brit-
ish Army, formally all the piers had been privately 
owned. They offered compensation to all pier own-
ers if any part of their pier suffered damage from 
the war. That be either demolition or were to come 
under attack.56

1940

1941 1944

1946

Dukes Mound, just along the coastline from 
Brighton was heavily armed. Two anti-aircraft 
guns were placed as a  defence against invasion. 
They were ordered to blow up and demolish the 
piers if it looked like German forces would try 
and use them to transport troops from their ships 
onto land.61

Brighton was hit heavily by an air raid. 190 bomb-
ers hit Brighton. The bullets chased people up 
the streets. In total during this one raid 24 people 
were killed and 130  
seriously injured.60

1943

VE (Victory in Europe) Day was on the 
8th of May. Parties lined the streets 
of Brighton to celebrate to end of the 
War. This day became a bank holi-
day.64
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Brighton’s Grand Hotel became a target 
for an IRA attack. The bomb exploded.74

Brighton and Hove 
was made a city.80

The Brighton Pier 
Group reported £32 
million in revenue.87
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BETH STARLING

A REACTIVE PARASITIC INSTALLATION THAT RECORDS NATURES EXPERIENCE

A PARASITE IS,

“An organism that lives on or in an organism of another species, known as the host, from the body 
of which it obtains nutriment.”

Parasites are harmful to their host, but the extent to what harm they cause can vary from very little 
to a fatal outcome. The installation will develop themes of a parasite in construction, and develop 

key themes from  the cartographic device exploration.

This phase of the project aims to develop phenomena explored through the creation and  recording of the cartographic device. Key themes matured through this design 
development. These were an interaction with nature, how comfortable people feel, giving the user a choice and temporality. Together they create an installation which 

feeds off the piers structure for its strength but goes against the artificial character of the pier by connecting its users back to nature, and explores the idea of temporary 
experience.  

FOOTNOTES

1 “Parasite,” Dictionary.com, accessed 
December 20th, 2019, https://www.dictionary.

com/browse/parasite.

1

Bibliography at the end of Portfolio



D E V E L O P I N G  A  M A N I F E S T O

Examining what the device was trying to measure and how these ideas could be used to measure 
a site and develop a design proposal

Ideas developing from manifesto

How ideas could directly impact the installation 
based on observations whilst on site

How could the idea of a parasite develop this idea

The installation aims to explore the coexistence between the controlled artificial and man-made elements of the pier, and the uncontrollable nature of the sea and beach. 

I would argue that too much control is detrimental to feeling comfortable. People need the ability to make a choice.

Certain areas on the pier are over run with visual and audio engagement - Lights, Food, Entertainment and Amusements. This environment is very artificial, it is a facade. The excess amount of stimulus does not leave much 
room for any of type of engagement with nature.

Whilst conducting initial site research I noticed moments and spaces on the pier that felt like ‘anti-spaces’. These spaces had no artificial visual or sound engagement, at these moments the user of the pier paused and 
looked out to the sea. There is currently little to no seating in these spaces.

I want to design an installation that begins to connect people back to nature, an escape from the facade of the amusements. I want to give people the choice to stop and become fully immersed with nature to feel 
comfortable within it or choose to move through the space.

How do people move 
through different spaces?

Key manifesto ideas to come 
from data collecting device 

How does terrain impact 
how you move across a 

surface?

The temporal nature of 
materials

Choreography of people

Pebbles and body shape

Replacing materials 
juxtaposition between the 

new and old 

How comfortable do you 
feel?

How open or closed is the 
space?

Are the paths wide or 
narrow?

What activities are taking 
place in the spaces created?

What can you hear?

Artificial and man made vs 
nature

The installation could be temporary 
change with the seasons as their pier 

itself does.

Wooden planks
Gaps vs Solid surfaces

Different areas of the pier are very loud, 
music overlaps itself and clashes creating 

a chaotic sense of place.

Only small areas of the pier you can hear 
the sea. The installation should connect 
people back to this element of nature, 

and remind people where they are.

Paths are creating by using different 
patterns with the floor surfaces. This 

could be seen as a way of trying 
to control the use of the pier and 

manipulate where they walk.

Sinking down in the pebbles as you walk, 
which also has an impact on your body 

shape.

Are people’s journeys choreographed by 
forms of control that the user is unaware 
of. The installation should give people a 

choice.  

Giving the user the option to chose 
to remain in the installation or move 

through it.

Connecting people back to nature to 
have a calming / comfort impact away 
from excess visual and sound stimulus.

Zoned. Eating and amusements. I witnessed 
people paused in the quieter spaces and 

looked out to sea. They didn’t stay long due 
to lack of places to sit.

Photographic study highlighting key existing site conditions

Choreography of a person behaviour, 
not just how they move. 

A developing and evolving thought process

Replacing old like-for-like demonstrating temporary nature of materials

A contrast between the artificial man-made and he natural environment that surrounds he pier. The 
pause between the control.

Suggestive control and choreography of people through surface variation on the walkways.

The opening and closing of spaces. Narrowing of pathways into these ‘anti-spaces’.

Obvious forms of control through signage.

Temporal nature of space 
and experience.

Images all Authors Own. 

Parasites can hide, grow from 
the inside out, eating away at the 

centre first.

Parasites may wrap themselves 
around what is existing, or simply 
move terrain that is in their way.

Parasites may temporarily latch 
onto a host and when they have 

had enough let go and latch onto 
another host.



E X A M I N I N G  E X I S T I N G  S I T E  C O N D I T I O N S

Establishing a site location based on existing site conditions

Over view and site boundary line of the pier. Outline of the pier - Site boundary. Open and walk-able spaces. You can see they are 
all geared towards filtering people to the end of 
the pier where al the amusements are. It could be 
argued that this is a mechanism for controlling 
the users of the pier

The pier is zoned into activities. This highlights 
places to eat.

Amusements on the pier. In these areas loud 
music is played. There is a lot visual and audio 
engagement here you almost forget you are on 
a pier.

The different colours represent different music. 
As you can see they overlap and this creates a 
sense of disorientation. 

A overlap of different music in relation to 
where the amusements are placed. The 
more amusements the more chaos in audio 
engagement.

This symbolises a distinctive zoning on the pier. 
The blue shows where there is no music playing. 
But other stimuli is present shown by the places 
to eat in green. There are some spaces with no 
engagement at all. These I will refer to as
’anti-spaces’.

A curve meets a square frame.

A few benches here being used to relax. Most 
people who pause here must stand as only  few 
benches. This would suggest they do not want 
people to pause here. They offer more seas next 
the amusements near the southern end of the 
pier.

Overrun with visual and audio engagement.

Movement is more sporadic as 
‘paths’ no longer exist.

Here you must weave around 
groups of people.

Peoples speed slows down more visual 
engagement. They pause and do not know where 
to look and work out which direction to go and 
what amusements to do.

An opening in the central arcade allows people to 
migrate from side to side.

Seats line the central arcade. Users are 
encouraged to sit right next to the noise filled 
amusements.

Quieter place in between the noisier amusements.

Narrow and empty ‘anti-spaces’ line the first 
amusement centre. Suggesting that people 

should move through quickly and not pause.  
This feels like a subtle element of control to 

encourage  users to the end of the pier where the 
company can make the most money.

Seats line the central arcade.

Fences separate the user from the seating area, 
suggesting you may only sit when you use the 

cafe. 

Fences all around the cafe area. 

Benches are used like a refuge, a pause and a 
break. Often these are elderly people but not 

always. Often groups of people are waiting for 
those using the piers arcade attractions, these 

people do not have a space dedicated to them. 

Benches are used like a refuge, a pause and a 
break. 

Mean low tide.

Mean high tide.

Sound of break water. Calming and connected 
back to nature.

Glimpses through the planks to the sea water 
below. A subtle but gentle reminder of the 

presence of nature.

An ever changing connection between where sea 
meets land. You would experience this differently 
everyday.

A glimpse of sound peaks through an open fire 
door.

People shelter from the wind.

Clashing music videos and sounds.

A hatch  in the walkway to go down into the 
frame.

Clashing music videos and 
sounds.

Chosen section for installation.

Most things existing on ‘ground level’ 
of the pier are artificial. They are not 
naturally occurring. The environment 
is very false and in stark contrast to its 
position on the south coast, on the sea 
and the beach.



E X I S T I N G  S I T E  C O N D I T I O N S  O F  C H O S E N  L O C A T I O N

Considering existing materiality and structural mechanisms of the pier

Section of pier studied

Wooden Planks
Replaced with new after 

nature and water has 
rotted them. 

Wood and iron nails
Rusted and old. Changed 
and adapted because of 

nature and time.

Wooden Paths
The distance between 
planks suggests where 
the user should walk. A 
subtle hint of control.

Wooden Planks
Small gaps between them 

allow a glimpse at the 
sea and nature below. 

The bigger the gap the 
lesser the feeling of 
comfort as you move 

across the planks.

Coated Wood
Completely white and 

doesn’t interact with the 
colourful amusements. 

The style of the panelling  
hints back to the piers 
original construction. 

Aluminium panelling
Acts as an anti grip and 

slip on the floor. And 
lines the central arcade 

buildings as a waterproof 
defence.

Iron
New additions in place 

to support the old. 
Nature has drained the 

strength of the piers 
steel by rusting it -  like 

a parasite.

The installation will 
take from the pier, 

in terms of structural 
strength, and materials. 

Like a Parasite.

Beach Pebbles
Found surfaces, create 
by nature, and always 
adapted by nature. 
Their position in, and 

around the pier is 
controlled by the sea 
and wind. Nature and 
environmental factors. 

Rusted Iron
A material that over 

time changes in colours 
and eventually erodes, 

hence the new structural 
existing frames for 
additoinal support. 

A

B

C

D

E F G H I

IG H F C D E

B A
Buildings sit on top of the promenade and 
work on a separate structural system

Wooden Planks sit horizontally as the user 
walks along the promenade. There are 
very small gaps between the planks, and 
on occasions where the wood has began 
to rot you catch a glimpse of the sea 
below. Some have been replaced for new. 

A series of steels run perpendicular to 
wooden planks. These act as counter 
batons. They filter surface water back 
to the sea, in a simple but effective 
mechanism. They are also successful 
in carrying the load path down to the 
truss and column system and into the 
foundation. 

Iron Truss.
Triangles are the strongest structural 
form. These transfer the load which is 
spread across them down to the columns. 

Tension cables are used as cross bracing 
between the column frame. These have 
rusted and collect seaweed over time. 

Piles are driven into the ground

The structure is repetitive and so repeats throughout the length of the pier. It works in a 
modular fashion. To remove too much of the core frame would risk the integrity of the 

structure. 

A parasite would take its strength from the pier its host, it lives on the pier. Taking its 
strength but eating away at the structure symbolizes taking the nutrient from the pier.

@1:100

Site conditions are extremely tough on materiality. They either need to be 
very sustainable with a long life span or embarce the temporality of their 
being. As demonstrated the wooden panels are often replaced over time. 

This embraces that materials change over time. Often a concept rejected by 
art spaces which are often timeless blank spaces. 

Bolted and fused together with 
rust. Eventually the rst erodes and 
new truses are used to support and 
strengthen the existing structure. 

Please view @100% on screen to 
appreciate correct line weights



E X A M I N I N G  E X I S T I N G  E N V I R O N M E N T A L  S I T E  C O N D I T I O N S

Developing an understanding of natural site conditions and how these create a varying natural, ever-changing environment.

Existing Light and Sun Conditions on Site Wind Conditions on Site

January February March April May June July August September October November December

SW SW SW WSW SW SSWSWSSWSSWSWSWSW

Dominant Average Wind Direction around 
Brighton Pier Throughout the Year

The site is most impacted by wind from the South 
West. This site location works well with the existing 
environmental conditions therefore will have a greater 
impact on site location.  

The path of the sun throughout the year.

At midday there will be little shade on 
the pier due to the angle of the sun. In 
the morning the West side of the pier 
will be shaded by the central arcade that 
runs almost the length of the pier. In the 
evenings The east side of the pier will be 
shaded. 

June Solstice
Longest day light hours

Equinox (March and September)

December Solstice 
Shortest day light hours

N

S

EW

Longitude -0.15       Latitude +50.8

17 Degrees

62 Degrees

The greatest amount of wind comes from the SOUTH WEST as stated 
above.

Not only does the most wind come from this direction but also the 
strongest wind forces also come from this direction. 

To gain the greatest interaction alongside other factors relevant 
on the pier (stated on previous pages), the chosen site location is 
appropriate. 

There will be enough wind and interaction with the environment but 
still a usable space. 

0 - 1 Knots

4 - 7 Knots

11 - 22 Knots

N

S

EW

Highest point of the 
sun during June Solstice

Highest point of the 
sun during Equinox 
(March and September)

Highest point of the 
sun during December 
Solstice

Area with the least 
amount of sunlight 
throughout the year

Area with the most 
amount of sunlight 
throughout the year

Figure 1 (base image) - Spotted Cow, Brighton Pier in Lights, 2015, Photograph, accessed 
December 19th, 2019, https://wanderingcows.wordpress.com/tag/brighton-pier/.

Tidal Conditions on Site

The tide can rise and fall by up to 6 metres in 
the winter months.

The wind can have a big impact on tidal 
surges, when the wind is strong and blowing 
from sea to land it can cause a surge and rise 
in tide, the reverse effect happens when the 
wind blows off the land. 

Tidal rises and surges not only move the 
water up and down, the strength of the sea 
also moves the pebbles on the beach and 
anything lying on the sea bed. Every time the 
tide comes in and out it leaves a different 
memory and pattern on the beach that was 
there before. 

INFORMATION SOURCED FROM
“Brighton United Kingdom Sun path Diagram,” Gaisma, accessed December 20th, 2019, https://www.gaisma.com/en/location/brighton.html.

INFORMATION SOURCED FROM
“Tide Times Chart for Brighton Pier,” Windfinder, accessed December 20th, 2019, https://www.windfinder.com/tide/brighton-pier.

INFORMATION SOURCED FROM:
“Yearly Wind and Weather Averages for Brighton Pier,” Windfinder, accessed December 20th, 2019, https://www.windfinder.com/windstatistics/brighton-pier.

January February March April May June July August September October November December

8812151717156 6 7 8 12

9913171818166 6 8 10 14

Average Temperatures on Site, Degrees Celsius

Day Time

Night Time

Based on average temperatures there is little variation between average day 
and night temperatures. However there are bigger variation whe the highest 
and lowest temperatures on each month ar considered. In the winter months, 
temperature can drop to 0 degrees on a winters night and in the summer 
temperatures can hit 33 degrees on a mid summers day. 

Authors Own, Brighton Beach, 2019, Photograph. Authors Own, Brighton Beach, 2019, Photograph. Authors Own, Brighton Beach, 2019, Photograph.



I N I T I A L  S K E T C H  I D E A S  

Developing ideas for an installation to respond to the manifesto, established site conditions and 
the History of the Pier

Studio Weave - Tree Weave Workshop

Reuse atlas - Duncan Baker Brown

The nature of using frames which can be bolted and unbolted 
/ screwed and unscrewed and reusing materials that have 
been removed on site to make space for the installation. This 
would dramatically reduce the waste produced by inserting 
the installation, employing a circular economy strategy.

It also plays on the idea of a parasite. The materials are 
not simply being removed they are being taken by the 
parasite. The installation is the parasite. They are taking 
the strength away from the piers existing structure and 
using it to support itself. 

If the materials for construction can be taken apart and 
reused, it would expand the life span of the installation, 
the Parasite could choose different host throughout 
time. Latching onto other piers and leaving behind the 
destruction of the ‘taken materials’ from its host. 

THEORETICAL PRECEDENTS

DESIGN PRECEDENTS

Figure 2

Figure 3

This was a student focused workshop that aimed to 
encourage students to take a hands on approach to 
construction. 

They aimed to build shelters by weave though the existing 
trees. The inspiration for the designs came from an imagined 
narrative about people who may live in the woodland. These 
people would live at a slower pace, and be more connected 
to nature. (Something the installation aims to do). The 
structures respond to the direct surroundings, just as the 
installation should. 

2 Duncan Baker-Brown, The Re-use Atlas, A Designers Guide to a 
Circular Economy, 1st Ed (London: Riba Publishing, 2017).
3 “Architects are pushed away from what’s happening on site – 
Studio Weave,” Dan Howarth, accessed December 19th, 2019, https://www.
dezeen.com/2013/08/12/studio-in-the-woods-workshop-movie-studio-
weave/.

Footnotes

Figure 2 Unknown, Studio in the Woods, 2013, Photograph, accessed 
November 19th, 2019, https://www.dezeen.com/2013/08/12/studio-in-the-
woods-workshop-movie-studio-weave/.
Figure 3 Unknown, Studio in the Woods, 2013, Photograph, accessed 
November 19th, 2019, https://www.dezeen.com/2013/08/12/studio-in-the-
woods-workshop-movie-studio-weave/.
Figure 4 Unknown, Beach Scene with Bathing Machines and People 
Paddling, 1880, Photograph, accessed December 19th, 2019, http://www.
photosbrightonandhove.org.uk/beach-scene-with-bathing-machines.html.
Figure 5 Unknown, Repairs to the palace pier, 1945, photograph, accessed 
October 29, 2019, https://dams-brightonmuseums.org.uk/assetbank-pavilion/
action/
Figure 6 Unknown, Repairs to central decking after WWII, 1945, photograph, 
accessed October 29, 2019, https://www.mybrightonandhove.org.uk/places/
placeland/palace-pier-at-war.

Figures

Lifting some of the planks on the promenade to get users to look down, to take more note of 
where they are and to remind them they are surrounded by nature. 
This however does not give users much choice, they are all subject to the same route and 
same level of experience. 

Users should be given multiple choice. Different access route allow the user to 
choose how far they want to engage with nature or take  more ‘playful’ perhaps more 
uncomfortable route, where you look down and weave through. 

Developing the idea of a multiple choice route. By lowering the path below the level of the promenade, 
you take he viewer eye completely out of range of the artificial and false facade created on the pier. 

The user will connect better with nature because their connection to the artificial is severed. They can 
still choose to engage with the artificial by choosing the alternate route. They do not ave to step down. 
The user is always given a choice. 

The design should incorporate a place for people 
to sit. There were only a few benches on this 

stretch of the pier, implying that they were not 
encouraging people to sit and enjoy the view of 
nature, by implied they want users to get to the 

end of the pier quickly in order to make the most 
money from the use of the amusements. 

The space should be lowered below the 
promenade as previously established. 

The device was manipulated by the user and 
by external stimulus and the installation should 

have this connection too.  I will develop this 
through the seating.  Users already manipulate  

deck chairs by collapsing them and erecting 
them where they want. These chairs should be 

moveable by the user. They should also be 
impacted by nature. 

By lowering people down, they are more 
immersed within the space of nature. By 

allowing nature to manipulate their 
installation environment enhances this 

connection. 

LINK BACK TO PREVIOUS PORTFOLIO STUDIES

Figure 5

Figure 6

1940

1970

Historic Research Informing Design Proposals

During the war sections of the pier were removed to 
stop people from walking onto the pier, and to stop 
enemy troops landing on the pier and gaining access 
to land. This shows that sections of the structure could 
be cut away and taken out to control how people move 
across the pier. 

1880’s

Figure 4

During the 1880’s many people would escape to the 
seaside to take in the ‘healthy’ fresh air and experience 
nature outside of the city. Bathing machines were used 
to lower people into the sea. They allowed ladies to 
keep their modesty a they obscured the view of a lady 
getting into the sea from the public, meaning they were 
more comfortable whilst at the seaside. It was thought 
being closer to the sea, and bathing in sea water had 
many health benefits. 

2

3



A N  A D A P T I N G  A N D  E V E R  C H A N G I N G  E X P E R I E N C E

The installation will be experienced differently dependant on time of day, year and weather conditions

Section through the west walkway 
of the pier @1:100

The space within the installation is experienced differently at different 
times of day dependant on what the weather/nature.

Not only should the experience be impacted by nature. But also the 
installation.

The pier alone is rigid and rejects adaptability. The parasite/installation 
feeds off the piers strength to gain its structure. But also is distorted and 
reacts to external stimuli such as nature, the wind and conditions of the 

sea (just as the device did whilst recording data). 

Part of the installation should be able to be reconfigured. It retains the 
memory of a space. Of an event that occurred when the user wasn’t 

there. The installation itself maps memories (just as my cartographic map 
did).

This design is not very accessible. The route to the seating needs to be 
more user friendly and so I will develop this further. 

There are three individual 
spaces which drop down 

below the piers level. 

The piers walking planks are attached 
vertically. These create  subtle visual 
barricade to separate those people 
that want to explore the installation 

and escape the visual and audio 
engagement from the pier. This also 
re-uses materials which are removed 

from site to create the installation which 
is a more sustainable approach to the 

construction.

Stages of the installation. It 
becomes introduced to the 

user by removing some of the 
walkways planks. A glimpse at the 
sea through the walkway becomes 

a bigger look. Then open up to 
give people the option to walk by 

or to step down below.

Dropping the installation below 
the level of the main walkway 
created a separate haven to 

become completely immersed 
with the nature of the sea below. 

Individual seating that 
rotates and works on a pivot 
so the user has a choice to 

the seating position.

Sunrise

Sunset In a Storm

By the Wind

LINK BACK TO PREVIOUS PORTFOLIO STUDIES
My Cartographic map was separated 
into three sections. Each part of the 
journey was experienced differently 
dependant on how well I knew the area, 
the speed I travelled through the space 
and how comfortable I felt. Zone 1 I was 
the least familiar with and so focused 
in more detail on my immediate 
surroundings. Zone 2 I moved through 
quickly and so did not see much at all. 
Zone 3 i have lived in for 25 years and 
so records moments past, it records an 
maps memories. 

The installation takes on the three 
zones, as three choices and the 
movement of the chairs is beginning to 
record a moment which has been and 
gone, where nature has reacted with the 
installation.

Zone 1 Zone 2 Zone 3



A  R E A C T I V E  P A R A S I T I C  I N S T A L L A T I O N

Developing the seating of the installation to become reactive to naturally occurring events 
within nature.

Glimpse through the wooden slats of wood and 
openness on the front of the installation. The chairs 
have reacted to the wind and the sea and have been 
pushed through the sliding frame to one side.

Reactive and responsive.

Expressing the memory of a previous experience.

Every experience will be entirely unique and 
temporary.

An installation that records the memory of natures experience
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The chairs will have canvas in the centre which moulds around a 
persons body when they sit. It will also act as a ‘sail’. It will create 
a chair that is reactive to nature. Wind and large waves will push 
the chair in different directions leaving the new chair in a new 
position with the memory of its past experience. 
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I adapted an earlier sketch to incorporate multiple 
levels, always giving the user multiple choice, 
and lessening the level of control, it is also more 
accessible.
As with the previous iterations this steps down 
below the level of the piers walkway, obscuring 
the view of the artificial amusements and 
connecting the user to nature.

The chairs sit on pivots which sit within a 
metal runner system. The shape of this mimics 
the truss of the piers structure. 

The chairs can be manoeuvred  by the user or 
reactive to the environment. 
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The Experience and Perception of Time

This article explains that we do not see time. We see 
changes in events and places. It explains further to say 
we experience their temporal nature in relation to other 
events and this is how we interpret time. 

It is thought that the order we perceive events, is the 
order we believe them to have happened. This is not 
always the case, we may have just not perceived the 
second event until a later time. 

When we measure the duration of an event we measure 
the memory. 

THEORETICAL PRECEDENTS

4 Robin Le Poidevin, “The Experience and Perception of Time,” In The 
Stanford Encyclopedia of Philosophy, Summer 2019 ed. Edward N, Zalta (Metaphysics 
Research Lab, Stanford University, 2019) accessed December 12th, 2019, http://plato.
stanford.edu/cgi-bin/encyclopedia/archinfo.cgi?entry+time-experience.
5 “These rotating benches become dry seats after rainstorms,” City Metric, 
accessed December 19th, 2019, https://www.citymetric.com/horizons/these-rotating-
benches-become-dry-seats-after-rainstorms-532.

Footnotes

Figure 7 Sung-woo Park, Rotating Bench, 2014, Photograph, accessed November 
15th, 2019, https://www.citymetric.com/horizons/these-rotating-benches-become-
dry-seats-after-rainstorms-532.
Figure 8 Sung-woo Park, Rotating Bench, 2014, Photograph, accessed November 
15th, 2019, https://www.citymetric.com/horizons/these-rotating-benches-become-
dry-seats-after-rainstorms-532.
Figure 9 Luigi Re, Blowin’ in the Wind, 2009, Photograph, accessed December 19th, 
2019, https://www.flickr.com/photos/luigire/4174889398/.
Figure 10 Spotted Cow, Gone Home, 2015, Photograph, accessed December 19th, 
2019, https://wanderingcows.wordpress.com/tag/brighton-pier/.

Figures

DESIGN PRECEDENTS

MECHANICAL PRECEDENTS

Sung Woo Park - Rotating Bench

Figure 7

Figure 8

This bench is impacted by nature, the rain makes the 
bench wet. The user then manipulates the bench and 
turns the handle to bring the dry side to the top, making 
the seat usable. 
This is a subtle way nature begins to manipulate the 
installations used by people. But the installation should 
take this further. The environment and nature should not 
only impact the surface materials it should manipulate 
the position of the installed seat as well, developing a 
reactive installation environment. 

LINK BACK TO PREVIOUS PORTFOLIO 
STUDIES

The device was collapsible. It was reactive to 
external stimulus, as people bumped into the arms 
it would manipulate the mark created on the paper. 
The user could then manipulate the formation / 
position of the device. It was controlled by the user 
and the external environment. 

Figure 9

Sails blowing in the 
wind and altering the 
movement of the boat 
below.

Figure 10

Deck chair collapsible 
and materials consist 
of a movable fabric and 
wooden frame.

LINK BACK TO PREVIOUS PORTFOLIO 
STUDIES

The device had three working modes to 
demonstrate three level of comfortability 
experienced by the user.
The Installation has three literal levels of choice 
for the user to move through, depending on 
how closely connected to nature and away from 
the artificial they want to become. 

Complete 
Comfortability

Not 
Comfortable Slight Unease

5

4

@1:100



A  R E A C T I V E  P A R A S I T I C  I N S T A L L A T I O N

An installation that records the memory of natures experience and gives the user a choice of path and route dependant on how they want to 
experience the pier, to either stay connected to the existing level or to step  down deeper and reconnect with nature

Looking down the walkway into the installation, you can see the 
three routes, the three choices, and the chairs which have been 

manipulated by nature before you arrived. 

Looking out of the installation space, connecting with nature and 
removing the visual engagement with the artificial character of 

Brighton’s Pier.



BETH STARLING

ARTIST IN RESIDENCE - A STUDIO SPACE THAT ENCOURAGES FLEXIBILITY, COMFORTABILITY AND CHOICE.  

Bibliography at the end of Portfolio

This phase of the project aims to develop previously explored themes of choice, change, nature and spaces that are reactive but can also be controlled by the user. All 
phenomena discovered throughout the portfolio.

This phase of the project will interpret an artist in residence as a place that will offer day-to-day functioning of the artists system, where they operate and display their work. 
The artist should be able to work, be productive and also have access to privacy. 

It questions what a studio space is, could, and should be. Expanding on how art should be experienced , and how evolving levels of comfort can impact how private a space 
is and how public it may become. 



A N  A R T I S T  I N  R E S I D E N C E

Establishing the meaning behind the term ‘Artist in residence’ and considering what art will be produced in the enclosure

Henry Moore (1898-1986)

Henry Moore worked on semi-abstract sculptures. Often carving in bronze. Many of which are located in public spaces 
and considered public works of art. He created relationships between nature, landscape and the human body through 
abstract sculpture.

His materials of choice were stone and wood.
He is inspired by raw materials and aims to enhance their qualities through sculpture. He was often inspired by rocks, 
stones, shells and wood that he would collect whilst on walks. 

Shaping Abstraction - Suggested styles of work that could be created in the artist in residence studio. 

‘To understand how sculpture could be put to use, not as a vehicle of 
reproduction of the world but rather a tool of expression for different 
realities of life’ 

Constantin Brancusi.

There could be an interesting correlation between public 
art created and displayed on a privately owned pier. 

The location on the pier could offer the artist inspiration, 
in terms of being situated on the cusp between one 
landscape and another.

The journey too and from the artist in residence space can 
also offer a deeper experience into the social realities of 
Brighton.

Material influence can be informed by found texture of 
site, the rotting wood, the rusting iron and the pebbles 
and stones continually carved and moulded by nature 
over time. 

Jean Arp (1886-1966)

He works more abstracted than Henry Moore. He creates biomorphic sculptures, working mainly in plaster, stone and 
bronze. His work does not represent nature but it is mostly inspired by it, often referred to as ‘organic abstraction’. he is 
spontaneous in his practice, embracing chance. 

I want to develop the idea of developing spontaneity. The 
idea that what ever time of day or year a person or artist 
visits the space they will always experience something 
different, as nature is always changing and evolving. To be 
spontaneous in creation and all the experiential space to 
influence an abstracted outcome which begins to connect 
people with nature.

Nature impacts spatial layout in the installation. This 
thought process develops here. Perhaps the artist 
becomes the storm that impacts spatial layout within the 
artist in residence.

What is a Gallery Space?

How Do People Experience Art?

Definition of an Artist in Residence

Artist-in-residence programs and other residency opportunities exist to invite artists, academicians, curators, and all manner of creative people for a time 
and space away from their usual environment and obligations. They provide a time of reflection and research.

They also allow an individual to explore his/her practice within another community; meeting new people, using new materials, in a new location. Art resi-
dencies emphasize the importance of meaningful and multi-layered cultural exchange and immersion into another culture.

By doing, becoming immersed in the process

Separation from the creation - seeing the surface level

Theoretical References

“The ideal gallery subtracts from the artwork all cues that 
interfere with the fact it is ‘art’. The work is isolated from 
everything that would detract from its own evaluation of 
self.” 

“The outside world must not come in, and so windows are 
usually sealed off. Walls are painted white. The ceiling be-
comes a source of light.... The art is free, as the saying used 
to go, ‘to take on its own life’.” 

By placing art in an ‘ideal gallery space’ it becomes “un-
touched by time.” O’doherty argues that this therefore 
implies a good investment, as already belongs to future 
generations. 

Spaces such as these are often seen as 
‘what a gallery should be’. These spaces 
are sparse and white and unaffected by 
location, environment. They remove a 
piece of art from its context and force it 
to stand alone. Here you as a viewer are 
excluded from the creation process.

It is viewed from an outside perspective. 
This is not to imply this is wrong. It is to 
an extent a choice but also an assumption 
that this is how art should be viewed. 

There are idealogical and predetermined 
spatial designs for experiencing art but it 
would be naive to not acknowledge that 
there are multiple ways to experience the 
creation and display of art. 

Therefore the artists in residence space 
will begin to redefine what a gallery space 
is. To experience art in the space it is cre-
ated. To gain a greater understanding for 
the thinking behind the art work. 

Artist galleries could also include a 
creation space. These give the viewer 
the choice to experience the artist in 
residence and build a greater connection. 

The creation spaces are likely to be full 
of  an artists inspiration cues. 

The context in which the work is displayed 
will inevitably impact a persons interpretation 
of a piece of work. 

Cultural background, and your reason for 
coming too, and the journey to the pier will 
ultimately determine how you experience an 
artist space. 

The design of this space will employ a 
strategy of choice, in journey and interpreta-
tion of gallery.  

Idris Khan (1898-1986)

Khan is influenced by history, music, and theological texts. His work explores memory and multiple layers of experience. 
His work evolves over time, and his uses a process which continues to change and expose layers of what has been and 
suggests what is to come. 

His influence and work creation follows a process that I 
aim to create in the artist in residence space. The artist in 
residence space aims to record the memory of the artist 
in residence. To leave behind the trace that they have 
been there and in doing so altered the space. Just as the 
storm and nature altered the layout of the seating in the 
parasite installation. 

Autonomy, 2016. Wild Horses,  After Twombly, 2012.Absorbing Light, 2017. Untitled, white on white, 2014.

Reclining Figure, 1951. Oval with Points, 1968 - 1970. Three Piece Vertebre, 1968 - 1969.

Three Disagreeable Objects on a Face, 1930. Winged Being, 
1961.

Mythical figure, 1949.Hybrid Fruit, Called 
Pagoda, 1934.

1 Brian O’Doherty and Thomas McEvilley, Inside The White Cube, The 
Ideology of The Gallery Space, 1st Ed, (Berkeley, Los Angeles, London: University of 
California Press, 1999) , 11.
2 Brian O’Doherty and Thomas McEvilley, Inside The White Cube, The 
Ideology of The Gallery Space, 1st Ed, (Berkeley, Los Angeles, London: University of 
California Press, 1999) , 7.
3 Brian O’Doherty and Thomas McEvilley, Inside The White Cube, The 
Ideology of The Gallery Space, 1st Ed, (Berkeley, Los Angeles, London: University of 
California Press, 1999) , 7.
4 Definitions, “Artist in Residence,” accessed December 10th, 2019, https://
www.definitions.net/definition/Artist-in-residence.
5   “A short history of abstract sculpture,” Widewalls, accessed December 4th, 
2019, https://www.widewalls.ch/abstract-sculpture-artists-history/. 
6 “A short history of abstract sculpture,” Widewalls, accessed December 4th, 
2019, https://www.widewalls.ch/abstract-sculpture-artists-history/.
7 “A short history of abstract sculpture,” Widewalls, accessed December 4th, 
2019, https://www.widewalls.ch/abstract-sculpture-artists-history/.
8 “Idris Khan,” Victoria Miro, accessed December 9th, 2019. https://www.
victoria-miro.com/artists/14-idris-khan/.
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WHAT CREATES 
AN IDEAL ART 

CREATION SPACE?

Visible
 vs 

Invisible

Public
vs 

Private

Light 
vs 

Dark

A studio can be a haven, an engine room, or sometimes 
just a hiding place.

Quiet 
vs 

Loud

Creating art can be very personal. It needs to be a choice 
whether an artist wants to be watched and seen when 

created their work. It may be that the creation o their work 
is never seen until it is finished. 

This idea plays on the concept of being visible or invisible. 
Being able to close your space off from the public, to 

choose to be seen or not is very important. This stems from  
the creation of art being a very personal experience. 

Light is very important in the creation of art. It is often 
assumed that ambient light is more important than direct 
sunlight which can be quite harsh. A system to filter light 

into the space would be key in controlling lighting levels in  
the artist in residence. 

There are many different noises on, in and around the pier.  
It is often presumed that artists like to work in the quiet. 

But this is not always the case. It would be key to consider 
placement of the artist residence to allow for the user to 

engage with either nature or artificial noise. 

Distant Observation 
vs 

Immersive Observation

Some artist may wish to experience their subject 
matter by being immersed within it. Choose to 

engage with it to be influenced by it. Others may 
step back and view from a  distance. 

D E V E L O P I N G  A  C R I T E R I A  F O R  A N  I D E A L  A R T  S P A C E

Establishing contrasting conditions. If a space were adaptable and able to be manipulated to suit many artist styles, it would be more user 
friendly. Each time a change in artist in residence and art creation occurs it would record the experience of that moment in time. 

This study demonstrates that there is no correct way 
to design a working space. Each artist would work in a 
differing way to the next. The curiosity comes from how 
they develop their space over time and inform spatial 
layout and conditions by using the space to work. As the 
examples below demonstrate every artist works in differing 
ways, in different spaces.

The artist in residence needs to consider all of these 
criteria but also crucially be: 

ADAPTABLE

CHANGEABLE

CONTROLLED BY THE ARTIST IN RESIDENCE

PRECEDENTS AND RESEARCH

Henry Moore’s Working Sudio

Both of these images from Sally Coulthards books Studio.

These three examples capture a moment in time. As if the artist 
has hidden but could just step back into working in their space 
as it is undisturbed. 

Figure 1

Figure 2

Figure 3

Figures

Figure 1 John Hedgecoe, Henry Moore’s maquette studio at Hoglands, Hertfordshire, as he left it on 
his death, 1986, Photograph, accessed December 11th, 2019, https://www.tate.org.uk/art/artists/henry-
moore-om-ch-1659/henry-moores-sculptures.
Figure 2 Alun Callender, A room of one’s own: Mark Herald’s chaotic space, Photograph, accessed 
December 11th, 2019, https://www.theguardian.com/lifeandstyle/2017/mar/05/my-creative-space-in-
side-artists-studios. 
Figure 3 Unknown, Neat and tidy: The studio space of Olaf Hajek, Photograph, accessed December 11th, 
2019, https://www.theguardian.com/lifeandstyle/2017/mar/05/my-creative-space-inside-artists-studios.

9 “Setting up an artists’ studio,” Windsor and Newton, accessed December 5th, 2019, http://
www.winsornewton.com/uk/discover/articles-and-inspiration/setting-up-an-artists-studio.
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LINK BACK TO PREVIOUS PORTFOLIO STUDIES

I will explore each of these conditions spatially. Initially through collage. 
What would these conditions look like as spaces?

Each zone will explore how different mechanisms (influenced by previous 
work in this portfolio) could inform the creation of these spaces. 

The artist will become the storm that chooses and influences the 
space and how it moves.

Developing and Evolving concepts and ideas from the 
device and installation which have influence on the 
creation of an artist in residence space. 

A residence that inspires and is reactive to the 
environment. The experience of the environment 
recorded by the previous experience of nature.
The wind and storm are nature which influence the 
spatial layout.

That artist in residence project will consider that the 
artist becomes the storm, the nature. They dictate the 
spatial format and exposure, and their working practice 
evolves and changes the studio. What ever time 
someone visits the studio it will always be different. 
Ever changing. 

It will change over time just as the Installation does. 

A Reactive and Parasitic installation

Zone 3

A Reactive and Parasitic installation

Zone three of the cartographic map recorded the 
memories of the place. I travelled the route indicated 
through this part of my journey, but I did not focus 
on the places directly in front of me. I focused on the 
memory of past events. 

This, is similar to the precedents of artists work spaces. 
The creative process is clear to see. It is as if the artist 
could walk into the space and pick up where they left 
off. Their working space records the memory of their 
practice. To experience this directly would change how 
you view work created by this artist. 

Complete 
Comfortability

Not 
Comfortable Slight Unease

A Device that Records Comfortability and Experience

A Device that allows for modes and choice. A device 
created from mechanisms. Movable and changeable 
parts. I will explore all of these types of spaces in the 
diagram seen on the right, looking at how mechanisms 
could be used to explore each of these spatial 
conditions.
 
The artist residence could have modes of spaces. The 
artist who would work and reside within the space will 
choose the mode of function. Chose how visible they 
want to be and how much interaction they want to have. 

These images capture a moment in time. Layers of an artists 
experience. 



A  S P A C E  T H A T  E N C O U R A G E S  C H A N G E ,  A D A P T A B I L I T Y  A N D  F L E X I B I L I T Y

The Artist is the Storm That Came and Went.  

Visible vs Invisible

Public vs Private

Light vs Dark

Quiet vs Loud

Can the artist be seen by the public while as they use the 
pier? Or are they completely invisible whilst working. Users 
may not know they are there until they come to visit the 
space and just experience the memory of their previously 
inhabited artist. 

Can the space be closed off completely to observant pier 
users who stop and stare, or opened to create a goldfish 
bowl affect where every moment of the artist at work 
becomes a show. Connect and Disconnect.

Different types of art require different scales of lighting. 
Some will prefer artificial, and some will need artificial in 
order to use the space depending on the type of day and 
time of year. The creation of shadow, of the flooding of day 
light. 

Some artists may work most effectively in quiet and 
peaceful conditions. However, depending on focus of study 
others may choose to engage with the noise of nature or 
the artificial noise created by the pier attractions. 

I question that a gallery should only be a white space. As in the installation, when a user was to visit the installation, it will have 
always been changed and adapted by nature and the environment. The spatial layout will always be a recording the memory of 
what has just happened. It will be a pause, a capture of a moment in time. 

Experiencing art in its creation space, in its iterative stages will create a more experiential space. It will encourage a deep 
understanding of the journey and life of the art. It may aid in creating different connections to the work, and different understandings 
which could be lost in placing art in a white gallery. 

The art will be viewed in context.

Distant Observation vs Immersive Observation

Viewing stations would allow artists to observe their 
subject from a distance. But easy access to the beach 
and the pier itself would allow space for the artist to fully 
immerse themselves within their subject matter, to allow 
them to understand the experience if they desired or to 
view from a distance. 

C H O I C E  A N D  R E A C T I V I T Y

Public vs Private

Visible vs Invisible



A  S P A C E  T H A T  E N C O U R A G E S  C H A N G E ,  A D A P T A B I L I T Y  A N D  F L E X I B I L I T Y

The Artist is the Storm That Came and Went.  

Light vs DarkQuiet vs Loud Distant Observation vs Immersive Observation

Visible vs Invisible

Public vs Private

Can the artist be seen by the public while as they use the 
pier? Or are they completely invisible whilst working. Users 
may not know they are there until they come to visit the 
space and just experience the memory of their previously 
inhabited artist. 

Can the space be closed off completely to observant pier 
users who stop and stare, or opened to create a goldfish 
bowl affect where every moment of the artist at work 
becomes a show. Connect and Disconnect.

C H O I C E  A N D  R E A C T I V I T Y

Light vs Dark

Quiet vs Loud

Different types of art require different scales of lighting. 
Some will prefer artificial, and some will need artificial in 
order to use the space depending on the type of day and 
time of year. The creation of shadow, of the flooding of day 
light. 

Some artists may work most effectively in quiet and 
peaceful conditions. However, depending on focus of study 
others may choose to engage with the noise of nature or 
the artificial noise created by the pier attractions. 

Distant Observation vs Immersive Observation

Viewing stations would allow artists to observe their 
subject from a distance. But easy access to the beach 
and the pier itself would allow space for the artist to fully 
immerse themselves within their subject matter, to allow 
them to understand the experience if they desired or to 
view from a distance. 

A system which grows to absorb sound, also 
becomes an aesthetic feature. Can be removed if the 
artist chooses to hear sound from the pier.

An open and close system to determine how much 
light enters the space. The existing panelling could 
act as a light filter. 

A space where you can view from a distance or allow  
people to enter the artists space and become immersed in 
its production. In this case the public art viewers become 
another version of the storm.



Each space has contrasting function. Each space allows the artist to choose how they want to work. 

D E V E L O P I N G  A  W O R K I N G  C O L L A G E  I N T O  A N  A S P I R A T I O N A L  T H R E E  D I M E N S I O N A L  S P A C E

Light vs DarkQuiet vs Loud Distant Observation vs Immersive ObservationPublic vs PrivateVisible vs Invisible

To develop the spatial qualities of these spaces I will establish 
what each space could be materialistically and in terms of 

construction. 

Direct Sunlight

Ambient Day Light

Privacy feels to be a key theme in the artist in residence. It 
encompasses many phenomena explored throughout the 

portfolio. How visible the artist chooses to be. 

Strategies for being visible and invisible are closely linked to 
the theme of privacy. Mechanical and spatial strategist work in 

the same way for both themes. 



Developing a material research catalogue

W H A T  W O U L D  T H E S E  S P A C E S  B E  M A D E  O F ?  H O W  A R E  T H E Y  A D A P T A B L E ?

Giles Pike Architects, Putney.

Giles Pike Architects designed this small house in Putney. Incorporating a mezzanine level helps to keep the small space 
bright and spacious. If a similar technique were used in the artist in residence, it would need to allow a visual path from above 
to below in order to manage the ‘seen - not seen’ concept of this design element. 

The house is clad in thermawood which is environmentally friendly and durable. The wood is only separated to create 
openings where light is necessary. 

Figure 4 Figure 5

Figures

Figure 4 Logan Irvine-MacDougall, Giles Pike Architects completes timber-clad house for a tiny London plot, 2016, Photograph, accessed December 9th, 2019. https://www.dezeen.
com/2016/05/07/amerland-road-giles-pike-architects-timber-clad-house-putney-london/.
Figure 5 Logan Irvine-MacDougall, Giles Pike Architects completes timber-clad house for a tiny London plot, 2016, Photograph, accessed December 9th, 2019. https://www.dezeen.
com/2016/05/07/amerland-road-giles-pike-architects-timber-clad-house-putney-london/.
Figure 6 Lyndon Douglas, Weathering Steel House, Putney, 2015, Photograph, accessed December 9th, 2019, https://www.steelconstruction.info/Weathering_Steel_House,_Putney.
Figure 7 Steven Begleiter, Wren Residence / Chris Pardo Design: Elemental Design, 2013, Photograph, accessed December 10th, 2019, https://www.archdaily.com/426074/wren-residence-
elemental-architecture.
Figure 8 Steven Begleiter, Wren Residence / Chris Pardo Design: Elemental Design, 2013, Photograph, accessed December 10th, 2019, https://www.archdaily.com/426074/wren-residence-
elemental-architecture.
Figure 9 Information Sourced: “Modern Precoasted alumiunium standing seam roof sheet,” Alibaba, accessed December 19th, 2019, https://www.alibaba.com/product-detail/Modern-precoated-aluminium-
standing-seam-roof_60176647950.html?spm=a2700.galleryofferlist.0.0.42f15e0ebp8Mes.
Figure 10 Information Sourced: “Modern Precoasted alumiunium standing seam roof sheet,” Alibaba, accessed December 19th, 2019, https://www.alibaba.com/product-detail/Modern-precoated-aluminium-
standing-seam-roof_60176647950.html?spm=a2700.galleryofferlist.0.0.42f15e0ebp8Mes.
Figure 11 Information Sourced: “Modern Precoasted alumiunium standing seam roof sheet,” Alibaba, accessed December 19th, 2019, https://www.alibaba.com/product-detail/Modern-precoated-aluminium-
standing-seam-roof_60176647950.html?spm=a2700.galleryofferlist.0.0.42f15e0ebp8Mes.

Clad in weathering steel this material has the ability to camouflage the artist in residence space into the already rusting 
framework under the pier. The steel can be clad across large surfaces and manufactured off site to specific measurements. 
This also allows for opening to be cut precisely for windows and openings. 

A steel frame acts as the primary structure. The cladding acts as a steel support and so no need for bracing. The artist in 
residence space will be small enough so that it could adopt this same mechanism. 

Eldridge London Architects, Weathering Steel House, Putney.

Figure 6

PRECEDENTS AND RESEARCH

The Weathering Process of Corten Steel (Weathering Steel)

2 Weeks 6 Weeks 6 Months 2 Years 5 Years 20+ Years

As the cladding begins to weather over time it will 
become more camouflaged into the steel structure of 
the pier. This plays on the idea of being visible and 
not visible. And that no matter what time someone 
visits the artist in residence its outside appearance 
will also be different each time as nature / the sea 
and environment age the enclosure. 

The saltiness of the sea will undoubtedly weather the 
steel quicker than if in another location.

Corten steel has the appearance of rusted metal, but this is in fact a protective layer which 
forms over the outer skin. This is a barrier against corrosion and also has little maintenance as 
does not need painting. 

Wren Residence / Chris Pardo Design: Elemental Architecture

Standing Seam Cladding Connection with Corten Steel on the building. 

Figure 7 Figure 8

TAMCO Windows and Doors - Integrated Roller Shutter System.

An integrated roller system means that the mechanism will not interfere with the interior 
space. It will be subtle. The system should be manually operated by the artist in residence in 
order for them to determine how visible they want to be to the public above. 

Investigation influenced by previous model study.

Section Study Drawn @ 1:20

10 “An Architects Guide to Metal Cladding,” Architizer Editors, accessed December 10th, 2019, https://architizer.com/blog/product-guides/product-guide/eantka-metal-cladding/.
11 “Cor-ten Steel,” Misfits’ Architecture, accessed December 10th, 2019, http://misfitsarchitecture.com/2013/05/26/cor-ten-steel/.
12 “Giles Pike Architects completes timber-clad house for a tiny London plot,” Alyn Griffiths, accessed December 9th, 2019. https://www.dezeen.com/2016/05/07/amerland-road-giles-pike-architects-
timber-clad-house-putney-london/.
13 “Weathering Steel House, Putney,” SteelConstruction.info, accessed December 9th, 2019,https://www.steelconstruction.info/Weathering_Steel_House,_Putney.
14 “TAMCO Roller Shutters,” TAMCO, accessed December 10th, 2019, http://tamco.ae/roller-shutters-blinds/.
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Developing a material research catalogue

Figure 13

Figures

Figure 12 Unknown, Arm Drawbridge 7, Photograph, accessed December 19th, 2019, http://www.grandunioncanal.co.uk/Northampton-Canal.html.
Figure 13 Unknown, Petting Farm, 2009, Photograph, accessed December 9th, 2019, https://www.archdaily.com/29965/petting-farm-70f-architecture.
Figure 14 Unknown, Petting Farm, 2009, Photograph, accessed December 9th, 2019, https://www.archdaily.com/29965/petting-farm-70f-architecture.
Figure 15 Unknown, Petting Farm, 2009, Photograph, accessed December 9th, 2019, https://www.archdaily.com/29965/petting-farm-70f-architecture.
Figure 16 Unknown, Petting Farm, 2009, Photograph, accessed December 9th, 2019, https://www.archdaily.com/29965/petting-farm-70f-architecture.
Figure 17 Unknown, Petting Farm, 2009, Photograph, accessed December 9th, 2019, https://www.archdaily.com/29965/petting-farm-70f-architecture.
Figure 18 Authors Own, Brighton Palace Pier Deck Chairs, 2019, Photograph.
Figure 19 Authors Own, Brighton Palace Pier, 2019, Photograph.

PRECEDENTS AND RESEARCH

Figure 14 Figure 15

Figure 16 Figure 17

The building has no doors but consists of 6 opening and closing shutters. These allow people and animals to move through the 
building. They also provide ventilation for the entire building. These shutters open automatically as directly impacted by the sun 
‘nature’ but can be controlled by the user of the building as well. For the artist in the artist in residence to act as the storm, the shutter 
system would need to solely respond to the artist themselves. 

70F Architecture - Petting Farm.

A Draw Bridge

W H A T  W O U L D  T H E S E  S P A C E S  B E  M A D E  O F ?  H O W  A R E  T H E Y  A D A P T A B L E ?

A draw bridge originally was a defence mechanism. They limit the amount of people that can move in and out of a place. This 
mechanism could work well to privatize the space. Once the artist in residence is occupying the space, they could close it off to the 
public. Allowing self immersive work creation. Now, they tend to part or are lifted to allow ships to pass underneath. For the purpose 
of the artist in residence. I will consider its original purpose. A defence mechanism, an aid in creating privacy, and controlling people 
traffic to the artist in residence space. 

Figure 12

The Folding Deck Chair

Deck chairs are 
collapsible and when 
opened created complex 
angled shapes. They are 
controlled by the user. 

Opening in the Promenade

A hatch found on the 
promenade of the pier 
influenced the design 
of this space. t plays on 
the idea of concealing 
something so you 
cannot see it, but hints 
that there is something 
hidden, private and 
inaccessible.

Figure 18 Figure 19

Wood textures found on the pier - already existing. 
Images all Authors Own

Investigation influenced by previous model study.

Section Study Drawn @ 1:20

15 “Petting Farm,” 70F Architecture, accessed December 9th, 2019, https://www.archdaily.com/29965/petting-farm-70f-architecture.

Footnotes
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Collapsible parts, and controlled by the user. They 
choose where to be open or closed based on how 
private they want to be. This links to comfortability, 
a feature explored by the cartographic device.  

LINK BACK TO PREVIOUS PORTFOLIO STUDIES

A Collapsible Device, Controlled by the User

An open and close system. 
Controlled by the user. They can 
open and close the system to 
influence how much light enters 
the space and determine how 
much they want to be seen by 
the public. 



Developing a material research catalogue

PRECEDENTS AND RESEARCH

W H A T  W O U L D  T H E S E  S P A C E S  B E  M A D E  O F ?  H O W  A R E  T H E Y  A D A P T A B L E ?

Investigation influenced by previous model study.

Figure 20 Figure 21

Figure 22 Figure 23

Pre-fabricated composite wooden panels.

This low tech modular construction allows for prefabrication off site. It can also feed into a circular economy, as once no longer used, 
or wanted in the artist in residence, it can be de-constructed and re-erected on another site location. 

Figures

Figure 20 IBIOS, Technology: Integral Mechanical Attachments For Folded Plates of Composite-wood Panels, 2016, Photograph, accessed December 11th, 2019, https://inspiration.detail.de/
technology-integral-mechanical-attachments-forfolded-plates-of-composite-wood-panels-113271.html?lang=en.
Figure 21 IBIOS, Technology: Integral Mechanical Attachments For Folded Plates of Composite-wood Panels, 2016, Photograph, accessed December 11th, 2019, https://inspiration.detail.de/
technology-integral-mechanical-attachments-forfolded-plates-of-composite-wood-panels-113271.html?lang=en.
Figure 22 IBIOS, Technology: Integral Mechanical Attachments For Folded Plates of Composite-wood Panels, 2016, Photograph, accessed December 11th, 2019, https://inspiration.detail.de/
technology-integral-mechanical-attachments-forfolded-plates-of-composite-wood-panels-113271.html?lang=en.
Figure 23 IBIOS, Technology: Integral Mechanical Attachments For Folded Plates of Composite-wood Panels, 2016, Photograph, accessed December 11th, 2019, https://inspiration.detail.de/
technology-integral-mechanical-attachments-forfolded-plates-of-composite-wood-panels-113271.html?lang=en.

Sample Material Suggestions for the internal space and composite wood interior.

Plywood MDF Wet Plaster Dry Polished Plaster White Painted Plaster

All material samples suggested are kept muted in 
palette. This is to not detract from the space itself 
and to allow to artist to imprint their own style 
and use upon the space without being influenced 
or manipulated by pre-existing colours. 

Section Study Drawn @ 1:20 A system which grows, softens a vast space, could be 
used as a divider. The user could choose how many 
panels are erected. 



Developing a material research catalogue

 

PRECEDENTS

This passivhaus has a primary wooden structure. A light weight steel frame is attached to the facade of the buildings core. 
Attached to this are bamboo sticks. These are used for contemporary affect. The panelling system filters light into the internal 
space and walkways. This cladding system, made from raw materials also helps ventilate the internal space. A feature that 
would be key to incorporate in any artist in residence space.

The external appearance of this space alters over time. Adapted and changed by the user. They can manipulate the panels 
which work on a sliding system, to suit their own level of comfortability, deciding on the level of light filtration and exposure 
of space. 

Karawitz Architecture - Bambou House.

Figure 24 Figure 25

Figure 26 Figure 27

Figures

Figure 24 Unknown, Bambou House, 2009, Photograph, accessed December 9th, 2019, http://www.karawitz.com/projects/maison-bambou/.
Figure 25 Unknown, Bambou House, 2009, Photograph, accessed December 9th, 2019, http://www.karawitz.com/projects/maison-bambou/.
Figure 26 Unknown, Bambou House, 2009, Photograph, accessed December 9th, 2019, http://www.karawitz.com/projects/maison-bambou/.
Figure 27 Unknown, Bambou House, 2009, Photograph, accessed December 9th, 2019, http://www.karawitz.com/projects/maison-bambou/.
Figure 28 Unknown, Skybox House, 2009, Photograph, accessed December 10th, 2019, https://www.archdaily.com/28967/skybox-house-primus-architects.
Figure 29 Unknown, Skybox House, 2009, Photograph, accessed December 10th, 2019, https://www.archdaily.com/28967/skybox-house-primus-architects.

Primus Arkitekter - Sky Box House.

Figure 28 Figure 29

The small scale building is clad in oak lists, the wood is pretreated with iron sulphate which gives it the dark colour, and 
also strengthens the wood. If the artist residence is clad in wood it would need to be structurally durable to withstand the 
exposure to the wind and elements of the pier. 

W H A T  W O U L D  T H E S E  S P A C E S  B E  M A D E  O F ?  H O W  A R E  T H E Y  A D A P T A B L E ?

Investigation influenced by previous model study.

Oak treated with  iron 
sulphate

Plywood

Axonometric Section Study Drawn @ 1:20

15 “Bambou House,” Karawitz, accessed December 9th, 2019, http://www.karawitz.com/projects/maison-bambou/.
16 “Sky Box House/ Primus Arkitekter, ” ArchDaily, accessed December 10th, 2019, https://www.archdaily.com/28967/skybox-house-primus-architects.

Footnotes

16

17

Lowering the windows allows for workable wall space 
above. And lessens how much the public would see 
into the space from the beach.

It plays on the filtration of light and public vs private.



L O C A T I N G  A  S I T E  O N  O R  A R O U N D  T H E  P I E R  F O R  T H E  A R T I S T  I N  R E S I D E N C E

Using observation collected on site visits and the ‘themes’ 
surrounding what makes the ideal artists space I have 
analysed the pier and identified a location for the artist in 
residence. 

A few benches here being used to relax. Most people who 
pause here must stand as only  few benches. This would 
suggest they do not want people to pause here. They offer 
more seas next the amusements near the southern end of 
the pier.

Overrun with visual and audio engagement. Not appropriate 
due to lack of choice.

Movement is more sporadic as 
‘paths’ no longer exist.

busy and immersive. Very public 
space. 

To place the artist in residence in this location would be too 
fully immerse the artist in the artificial nature of the pier.

An opening in the central arcade allows people to migrate 
from side to side. Choosing a path.

Seats line the central arcade. Users are encouraged to sit 
right next to the noise filled amusements. Too noisy. The 
artist could not choose a silence space if they wanted too. 

Quieter place in between the noisier amusements. A quiet 
zone would be appropriate for the artists residence.

Seats line the central arcade. People are 
encouraged to sit here. 

Fences separate the user from the seating area, 
suggesting you may only sit when you use the cafe. 

Fences all around the cafe area.  A secluded and 
private zone, here the artist in residence could eat, 

and refresh, be immersed in the artificial elements but 
return to their residence and be in private. 

Benches are used like a refuge, a pause and a break. 
Mean low tide.

Mean high tide.

Sound of break water. Calming and connected back 
to nature.

Glimpses through the planks to the sea water below. 
A subtle but gentle reminder of the presence of 

nature.

An ever changing connection between where sea meets 
land. You would experience this differently everyday.

A glimpse of sound peaks through an open fire door.

People shelter from the wind.

Clashing music videos and sounds. This would be a noisy 
zone to place the residence. It would be hard to remove the 
‘loud’ nature of this space’ and therefore limiting in choice.

A hatch  in the walkway to go down into the 
frame.

Loud zone.

Chosen section for installation.

A Journey to the Artist in Residence

Modelling optional entrance routes for the artist in residence.
They give the choice for the artist to engage with artificial themes 
by travelling above or at surface level or natural by going below 
surface level. Both take the artist to a single entrance. 

Locating Suitable Site Locations on the Pier Through Site Analysis. 

An opening in the central arcade allows people to migrate 
from side to side. If the residence developed here, it would 
have an element of ‘public’ but placing the main space 
below surface level would increase the theme of privacy. 
The space could peak above surface level. And grow below 
the surface, like a parasite. 

The narrow frame blow allows for the artist to see 
a relatively uninterrupted view of the ‘nature’ and 
environment below.

Near to the cafe and amenities on site.

Quiet enough location away for the vast amount of artificial 
visuals and sounds on the pier.

Chosen location for Artist in Residence.

Aerial View from the West Side.

View Facing East.

View Facing West.



Combining Desired Spaces To Develop An Artist Residence Space

P R I V A C Y  I S  K E Y

View from the inside of the artists space looking out South West. View from the inside of the artists space looking out North West. View from the inside of the artists space looking up and out South.

Windows peak above the surface level of the promenade. They hint that an artist in residence 
or ‘something’ exists below the surface, growing - like a parasite. But access is limited. It is 
private for the artist.

Visibility is controlled by the artist in residence. These openings become viewing places, if 
the artist wants to be more public and be noticed more they can open the space to the public 
above not just the people that eventually visit the space. 

The space can be experienced in multiple ways, to be immersed the space or view from a 
distance above. 

When the artist is feeling vulnerable and at the beginning of their work creation, they can 
leave the opening as closed as they want too. 

They can rest and work in their space, whilst being fully immersed in their subject matter. This 
is a space they could return to day-to-day to create work, learn, share and study. 

Ply structure grows inside the space, This softens the height of the 
ceiling, and gives cover for the artist to conceal themselves, whilst 
providing storage shelving where it grows up the wall. 

Open and close shutters. 
These allow the artist to feel closer to nature by opening the side wall.

They can also close themselves off from viewing eyes of the public and 
feel more private. 

Low level windows to get more day light inside. Workable and usable 
wall space above. 

Openings in the promenade will provide ample day light for working 
and the sloped interior wall will soften the entrance of direct sunlight 
into the space. 



How The Space Develops and Evolves Over A Month to Become More Public and Less Private

A N  E V O L V I N G  A R T I S T  I N  R E S I D E N C E 

Privacy is a key theme throughout the artist in residence. 
Developing from the installation, the artist becomes the storm 
which alters the studio space. The space is reactive to the presence 
of the artist and their preferences. This evolves as the public begin 
to visit the artists space. They become the storm that expose the 
artist. 

Just as the pier is vulnerable to nature, the artist is vulnerable 
to the public. Vulnerable because they expose a personal nature 
within their art work which is often critiqued by a viewer, and 
vulnerable because they display their work within their creation 
space, so as a storm the public may break the work or move it 
depending on how quickly they move through the space, they will 
see things differently. 

Viewing the artists work in the same space it was created. To become immersed in 
their work, in their subject matter and to experience it in context, connected to nature. 

The artist over time becomes more public and allow more public in to experience the 
space. The artist was initially the storm, the people and public take this role as time 

progresses. They invade the space as it becomes more visible. 

The space and its contents embrace that work evolves over time. And that change over 
time should be  ignored.



A Camouflage and Private Residence Connected to Nature and Evolving and Eroding Over Time

A N  A P P R O A C H  T O  T H E  A R T I S T  I N  R E S I D E N C E 

Hidden below the surface, the core structure holds onto the piers 
structure.  The residence peeks above the surface, hints at its 

presence but gives nothing away. The openings all around the 
outside of the space are controlled by the current resident, opened 

and closed at will dependant on how much privacy they wish to 
experience.

@1:50

BRIGHTON PIER

This image begins to demonstrate and embrace that the sea and 
nature - which has become the storm -  can adapt a space. 

It embraces the temporary and expresses how materials change and 
evolve over time altering the experience of a space.

BRIGHTON PIER



A Camouflage and Private Residence Connected to Nature Demonstrating How Nature Can Continually Be A Parasite which Engulfs A Residence.

A N  A P P R O A C H  T O  T H E  A R T I S T  I N  R E S I D E N C E 

Protected, enclosed and private. 
The entrance to the residence is below surface level. The colour and 

materials begin to camouflage its location.

The materials originally used for cladding will be recycled. 
Environmentally friendly. As they exist within the harsh environment 

over the sea they will become a hub for bacteria and organisms 
which live in the sea. The sea exists as a parasite which engulfs the 

residence making demonstrating its temporal nature. 

This image begins to demonstrate and embrace that the sea and 
nature - which has become the storm -  can adapt a space. 

It embraces the temporary and expresses how materials change and 
evolve over time altering the experience of a space.



B I B L I O G R A P H Y

H I S T O R Y  O F  B R I G H T O N  P I E R

P A R A S I T I C  I N S T A L L A T I O N A R T I S T  I N  R E S I D E N C E
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theguardian.com/lifeandstyle/2017/mar/05/my-creative-space-inside-artists-studios.
Figure 3 Unknown. Neat and tidy: The studio space of Olaf Hajek. Photograph. Accessed December 11th, 2019. https://www.theguardian.com/
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PILOT PROJECT - TATE MODERN INSTALLATION TO PROMOTE CHOREOGRAPHED MOVEMENT, CONNECTIVITY AND AN ANIMATION OF SPACE  

Bibliography at the end of Portfolio

The installation in the pilot project aimed to connect with people who were not just visiting the Tate Modern 
to use its facilities but passing through on its designated route of connectivity. By touching and pushing the 
rotating panels out of the way each user must physically engage and connect with the installation. This 

display of movement is performative art. 

This installation pushes the idea of breaking the rules as users are actively encouraged to push and 
manipulate the installation. It draws influence from insights deiscovered on duing the Brighton Pier ‘Artist in 

Residence’ project. 



H I S T O R I C A L  C O N T E X T

Understanding the History and Context that Informed the Design of the Bankside Power Station and Consequently the Tate Modern

University Library at Cambridge

Liverpool Cathedral 

Many people opposed the 
building of bank side power 
station. They did not want the 
power station to be built so 
closely, and opposite St Pauls 
Cathedral. 

In 1933 Scott became president 
for RIBA (Royal Institute of British 
Architects. During the same 
time, the modernist movement 
was making a big impact, 
sometimes controversial. 
Scott head the middle ground 
between the emergence of 
these new styles and held onto 
historical styles. He was neither 
a modernist nor traditionalist, he 
felt there were elements of the 
two architectural styles that 
would work in conjunction with 
one another to create the best 
human experience.

Giles Scott was selected to design 
the Bankside powerhouse after 
building a good reputation 
for himself through his office’s 
portfolio. Further due to his 
position between traditionalism 
and modernism. It was felt he 
would design a sympathetic 
building which did not offend 
St Paul Cathedral. 

In 1930 Giles Scott was hired 
as a consultant architect for 
the exterior of Battersea Power 
station. Most of the building, 
general design and form was 
completed designed by this 
stage by Halliday and Agate. 
Scott did not like the form of 
the building but was employed 
too late in the construction 
process to have influence here. 
He therefore remodelled the 
four chimneys to incorporate a 
more traditional and classical 
style. It is said he successful 
humanized monster without 
denying its industrial core. 

After working on Battersea 
power station Scott undertook 
similar projects that considered 
industrial buildings. He drew 
elevations, followed by details, 
material selection, and sample wall 
inspection. This all took place after 
the elevations were approved. 

Scott’s drawings for the Bankside 
power station was approved in 
June 1947 and the first part of 
construction for the right-hand 
side of the building began in 
1948. 

Battersea power station

1933

1930

1947

Initially his first design was a 
symmetrical block of a building 
which has large chimneys 
at either end. This was soon 
revised. This site was extremely 
sensitive due to its proximity 
across the Thames to St Pauls 
Cathedral. 

The two chimneys were combined 
internally into ‘one single smoke 
stack, or ‘campanile’, placed 
directly across the river from St 
Pauls. 

In 1903 the design for 
Liverpool Cathedral was 
submitted and accepted. At 
the time Giles Gilbert Scott 
was only 22 years old.  

In 1904 Construction 
work began on Liverpool 
cathedral.

1903 1904

In 1934 the new Cambridge 
library was opened. 
Designed by Giles Gilbert 
Scott. 

1934

It would be impossible to discuss the design and the intention behind the construction and design of the Tate Modern or even Bankside Power 
Station without discussing the influence the architect, historic buildings and society had on the design decisions. Each design choice, from 
materials, scale, form and construction all directly relate to the site location and the background of the architect Giles Gilbert Scott. 

Figures

Figure 1 - Unknown, Giles Gilbert Scott, Photograph, accessed February 2nd, 2020, https://londontopia.net/culture/buildings/great-londoners-sir-giles-gilbert-scott-designer-red-phone-box/.
Figure 2 - Paul Ellis, The Anglican cathedral in Liverpool draws fans even from predominantly Catholic countries such as Spain and Italy, 2017, Photograph, accessed January 29th, 2020, https://www.thetimes.co.uk/article/cathedral-praying-for-lucky-liverpool-draw-in-champions-league-x76kjl0m7.
Figure 3 - Tosh Marshall, Battersea Power Station, Photograph, accessed January 29th, 2020, https://thespaces.com/new-cultural-venue-coming-to-battersea-power-station/.
Figure 4 - Stephen Dowle, Giles Gilbert Scott, 2008, Photograph, accessed January 29th, 2020, https://www.flickr.com/photos/fray_bentos/2658336322.
Figure 5 - Unknown, St Pauls from Blavatnik Building, Tate Modern, 2018, Photograph, accessed January 30th, 2019, https://commons.wikimedia.org/wiki/File:St_Paul%27s_from_Blavatnik_Building,_Tate_Modern.jpg.
Figure 6 - Marcus Leith and Andrew Dunkley, Opening up and demolishing of the oil tank lids, 2010, Scanned Photograph, Tate public Records, Accessed in Chris Dercon, Nicholas Serota, Tate Modern Building A Museum For The 21st Century, (London: Tate Publishing, 2016), 231.
Figure 7 - Jim Stephenson, History of Tate Modern, Photograph, accessed January 30th, 2020, https://www.tate.org.uk/about-us/history-tate/history-tate-modern. 
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Figure 3.

Figure 4.

Many aesthetic 
designs and spatial 
layout were born 
from the influence 
of Giles Gilbert 
Scotts work on the 
Cathedral.

He would have been one of 
few architects at the time that 
understood the importance of 
traditionalist styles.

He sat as a middle ground 
which merged between 
modernist and traditionalist 
styles. 

The aesthetic 
connection and 
development from 
more traditionalist 
styles to ones 
which incorporate 
modernist principles 
is evident.
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Sir Giles Scott was the original architect for the 
Bankside power station. Giles early works consist 
of small Roman catholic churches. 

He was often thought of as an unlikely choice 
for the project, when selected he was best 
known for his work on the Anglican Cathedral in 
Liverpool which had a Gothic revival style. Both 
his father and grandfather were architects who 
predominantly designed Gothic churches. 

Giles Scott was knighted in 1924. 
After this, his practice grew 
and developed. They not only 
focused on religious buildings 
but educational, and residential 
as well. 

1924

1

2
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Figure 1.

Five years after the building’s 
approval, the power stations 
design was considered ‘out-
of-date’ and old fashioned in 
Architectural review.  Due to 
their large economic output 
and inflexible nature. They 
critiqued this further by saying 
the building was a ‘brick 
cathedral’ which in a sense 
pretended to be brick. At its 
core it was a steel frame with a 
brick cladding system.  

The turbines of bankside 
power station were installed 
in 1952, and the last of 
the old power station 
was demolished in 1959 
to make way for the final 
construction stage of the 
new power station.

1952

The Battersea power 
station was built in 
two stages between 
1947 and 1963. 

Since opening in may 2000, the 
Tate Modern has had over 40 
million visitors. And generated 
over £100 million in revenue. 

2000

The Tate embarked on its next 
extension to convert the old 
turbines into more gallery space. 
They worked along side Herzog 
and De Meuron.

2009
In 1980 the central electricity 
generating board sold the site for 
redevelopment. Marcus Binney 
from save Britain’s Heritage 
made the first proposal the first 
proposal to convert the site into 
a museum. By 1981 the Bankside 
power station had shut down. 

1980

1947 - 1963

Giles Gilbert Scotts design 
for bankside power station 
was heavily influenced by 
the position of the site. It 
had to be a sympathetic 
design to not cause upset 
due to its close proximity 
of it to St Pauls Cathedral. 

The Tate needed more space 
than provided by their gallery 
at Millbank and needed to find 
space for expansion. 

In December The Tate trustee’s 
decided to separate their 
modern and traditional art 
collections. 

1992

The demolition of 
the powerhouse 
began in 1995. They 
removed all but the 
envelope and steel 
structural frame. 

1995 1997
They split the new construction into 
phases. One of which consisted 
of inserting a new secondary steel 
frame into the existing to create 
seven new gallery floors. 

Herzog and De Meuron 
used brick similar in size and 
colour to the original power 
station. The building was to 
be viewed as one but with 
the ability to see the existing 
and the new. 

Figure 5.

Figure 7.

Figure 6.
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Visual historical influence

Visual historical influence

Visual historical influence

For more information please visit the group research book at the end of this portfolio and see my 
chapter materials and construction

Work was created my me for a group exercise and revised to be placed in this portfolio.

During the designing and constrution of the initial Bankside 
power station modernism was emerging. The Tate modern made 
the conscious decision to seperate its classical and modern art. It 
seems only fitting to consider the principles of modern art when 
trying to ‘modernise’ the current state of the Tate Modern. 

The buildings design incorporate many priniciples of a cathedral. 
This leads the question, Do people behave as they would in a 
cathedral? Or does the ‘modern art’ approach alter this?



G A L L E R Y  O R  A  C A T H E D R A L ?

Initially his first design was a symmetrical block of a building which has large chimneys at either end. This 
was soon revised. This site was extremely sensitive due to its proximity across the Thames to St Pauls 
Cathedral. 

The two chimneys were combined internally into ‘one single smoke stack, or ‘campanile’, placed directly 
across the river from St Pauls. 

The brick work of the tower was tapered. Central fluting elevated each face of the chimney. It was designed 
not emit a dark or cloudy smoke, but instead ‘a smokeless shimmer of vapour’. 

The chimney sits at 325feet. This is less than the top of Wrens Dome and is a deliberate design decision in 
order to be respectful. 

The Bankside power station was the first to be fired by oil as opposed to coal and so the smoke and sulphur 
dioxide emitted would have undoubtedly been different to seen at other London power stations like 
Battersea. However, there were still concerns of the damage the smoke would cause to the external materials 
(stone) of St Pauls Cathedral.  

The Bankside power station incorporated a ‘gas washing plant’ at roof level in order to clean the gas before 
releasing it, to lessen the damage it may have on the materials of surrounding buildings. This cleaning 
system comprised of ‘large cast iron washing chambers packed with cedar wood ’scrubbers’ and sprayed 
with river water’. Ironically the tower was too low and still caused damage to the lead work of Wrens dome. 

‘The vertical symmetry of the chimney is a direct response to the central dome of St Pauls Cathedral’. 

Figures

Figure 1 - Unknown, St Pauls from Blavatnik Building, Tate Modern, 2018, Photograph, accessed January 30th, 2019, https://commons.wikimedia.org/wiki/File:St_
Paul%27s_from_Blavatnik_Building,_Tate_Modern.jpg.
Figure 2 - David Bleeker, Blavatnik Building, Tate Modern, Photograph, accessed February 2nd, 2020, https://www.davidbleekerphotography.com/-/galleries/switch-
house-tate/-/medias/b96677d2-ccf2-45cb-a0c2-e31a88228d56-blavatnik-building-tate-modern.
Figure 3 -Bob Edwards, Liverpool Anglican Photography, Photograph, accessed January 30th, 2020, https://www.liverpoolpicturebook.com/2012/08/liverpool-
anglican-cathedral.html.
Figure 4 - Adam Fagen, Turbine Hall of Tate, 2018, Photograph, accessed January 30th, 2020, https://www.flickr.com/photos/afagen/29301313058.

Footnotes

1 Rowan Moore and Raymund Ryan, Building Tate Modern Herzog & De Meuron Transforming Giles Gilbert Scott, (London: Tate Gallery Publishing 
Limited, 2000),178.
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6 Ibid., 182.
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Visual Relationship of the Switch House and St Pauls Cathedral

The Close Proximity of Bankside Power Stations chimney and St Pauls Cathedral

Figure 1.

Scott was selected because he had the ability to ‘treat traditional building materials with real sympathy’ he also 
understood the importance of details. Giles Scott also worked closely with engineers and understood steel frame 
and reinforced concrete structures.     

The site location close to St Pauls cathedral was seen as controversial. There were many things to consider in 
terms of construction but most importantly the power station must not cause damage to the Cathedral. 

The use of a brick envelope softened the building into its site. It - to a certain extent - pretended to be 
something it was not - a cathedral. It embodied many characteristics seen in Scott’s previous works. 

Different building materials provide different aesthetics with diferent connotations. The brick envelope softens it. 

1

Herzog and De Meuron were the architects for the Tate’s development and extension of the switch house. The 
building to the left of this image shows a section of the perforated facade constructed on the switch house 
(blavatnik building). They chose brick in order to create a blend between old and new, but also chose an extremely 
similar brick so the building would be read as one. The extension is to the rear of the Power station, not next to 
the river. It is not imposing on St Pauls. It provides a great view across London and to St Pauls from its viewing 
platform. 

The influence of Location and the Architect on the Design and Material Choice fo Bankside Power Station and Tate Modern. 

8

Vertical columns throughout the 
main worship space.

Archways to walk through to 
smaller spaces underneath.

Places for the congregation to sit 
and worship.

Large decorative stained glass 
window at the end of the alter 

illuminate the space.

Higher ceilings to connect 
congregation to god. 

Horizontal lines.

The walkways are lit from behind 
and create illuminated windows 
and viewing platforms into the 
larger space below. 

Archways to walk through to 
smaller spaces underneath.

Horizontal lines. Horizontal lines.

The walkways and gallery spaces 
are lit from behind and create 
illuminated windows and viewing 
platforms into the larger space 
below. 

Horizontal columns mimic the 
architectural  style of the cathedral 

but through modern techniques 
and materials. 

Large windows at either end of the 
Turbine hall, only one connects 

to the outside space the other is 
internal. This mimics the placement 

of windows in the cathedral.  

Places for the visitors to sit and eat 
lunch.

Liverpool Cathedral
Turbine Hall, Tate Modern

Figure 3. Figure 4.

Giles Gilbert Scott was known for his work on the design for Liverpool Cathedral. Many 
similarities can be seen through between Bankside power station and the cathedral. Both 
buildings centre around a balance between vertical and horizontal lines. 
Scott was interested in the scale and grandeur of monumental buildings. 

As seen here the large windows mimic that of Liverpool Cathedral. The Turbine hall is 
almost a modernist take on the design of a Cathedral. The side of the Turbine Hall are 
lit artificially and this somewhat mimics the lighting in Liverpool Cathedral. 

Large exterior windows allow light into the boiler room and turbine houses. There are 
vertical brick mullions which line these windows. The windows are the gaps between 
the bricks.    9

Influence on Structural and Internal Arrangement and Conditions

Influence of St Pauls on the External Aesthetic and Master Plan

Similarities Between the Behaviour of People in A Cathedral and A Gallery

For more information please visit the group reearch book at the end of this portfolio and see my 
chapter materials and construction

Traditionally expected behaviours in a cathedral Traditionally expected behaviours in a Gallery

Respectful Language No Eating No Mobile Phones Respectful Clothing Hushed Tones Walking SlowlyNo Running

Actively MovingCongregating in Large Groups Eating and Drinking Mobile Phones for Talking and 
Photography

Conversing in GroupsParticipating and Performing

New behaviours ENCOURAGED in the Tate Moderns Turbine Hall

Behaviours that the Tate Modern encourages 
through installation and spatial design. 
These are becoming more widely accepted in 
Galleries

BUT, do their other galleries follow the 
new approach? Or are they ‘stuck’ in 
traditionalist principles?

Authors own illustration. Authors own illustration.

High ceilings allow sunlight and 
day light to illuminate the space. 

There is clear eparation between these two sides of the Turbine Hall, one fitted with iluminated glass speaks of weath 
and the other painted period brick speaks fo indutry. It is almost as if the Turine hall acts as the river Thames and sits 
between the two sides of London. The North historically economic centre and the South historically industrial. 

Part of this work was created my me for a group exercise and revised to be placed in this portfolio.



What is art? Is art defined by the 
personality of the maker?

The artist could be the person 
that designs the programme, or 

the space, or even the participant 
or user of the space. There are 
many types of artist that could 
be involved in the creation and 
development of installation art.

R A I S I N G  Q U E S T I O N S

Evolving the Links and Questions that occurred during the Artist in Residence Project and how these inform a Temporary Installation in the Turbine Hall

Posing a question and ideas

How ideas could directly impact the installation 
based on observations whilst on site

How an answer could begin to develop

A developing and evolving thought process

What is an artist? Who is an 
Artist?

Is something considered art 
simply because it is in a gallery?

What if as designers we consider the 
impermeability of art?

Performance Art.

Is an act or a behaviour art? Or 
does a performance need to be 

choreographed to be art?

Do you have to be aware of your 
acts and know of your intentions 

for it to be considered art?

Is a behaviour or action art simply 
because it takes place in a gallery?

Artist in residence concepts 
to develop and influence the 

installation pilot project.
Private vs Public

A space that is user 
controlled, adaptable and 

changes over time.

To be seen or 
not to be seen.

BRIGHTON PIER

LINK BACK TO PREVIOUS PORTFOLIO STUDIES

Developing and Evolving concepts and ideas from the 
preliminary design installation and Artist in Residence Project.

A Space that Encourages Change, Adaptability and Flexibility

The artist in residence space was heavily influenced by ideas 
surrounding privacy and self control. The space was used and 
controlled by the user of the space. It evolved over time through 
material erosion. As the artist became more visible and more 
public, they would open the space further and allow more visitors 
into the space. The visitors would then have an impact on how 
the space changed over time. 

I think this depends on the perspective from which 
you ‘view’ the art. 

Art often has short life spans. It sits in a gallery for a certain period of 
time, before either being stored or moved to another gallery. Often art 
is preplanned/choreographed.  What if the art that is in the gallery is 

not permanent. It changes all the time. Moves with the flow of people. 
What we view as a visitor is directly impacted and influenced by how a 

creator of the installation uses the space and what the intuition chooses 
to display.  

To be seen but through a distorted lens. 
Or to distort the output creates some 

form of privacy. The act is not immediately 
recognisable. 

What human activities are already taking 
place in the Turbine Hall? How can we collate 
and distort these activities to form ‘art’ or a 

performance?

Transitional spaces 

The installation addressed idea about nature storming through 
the installation. The space recorded the memory of what came 
before by allowing itself to be manipulated by nature and the 
users that passed through by pushing and pulling the chairs 
around a track system. It is an animation of space. 

How people move through or use a space could 
be pre-choreographed. If a person has to or 

consequently manipulates a structure or form in 
order to use it they create an animation of space. It 
becomes users controlled by pre-choreographed by 

the designer. Outcomes of the space are not limitless 
but they are many.

Who is the performer? The multiple stake holders who engage with the 
space.

The Security The Cleaner The Institution The Tourists The Commuters

Walking through Looking around and 
engaging with installations

Congregating in large 
groups

Eating and Drinking Conversing

Artist

Institution

Movement of people

Pre-choreographing the navigation of space

Animation of space

Connection of  multiple users

Behavioural control or performance art?

Engage existing activities

Impermability

Conclusion:
The key words and phrases which 
have arisen thorugh this process 
will act as prompts, drivers and 
influencers in the initial pilot 
project. They may prove influential 
as I move through to the main 
project. 



C O N N E C T I V I T Y  A N D  M O V E M E N T  O F  P E O P L E .  H O W  D O  P E O P L E  A N I M A T E  T H E  S P A C E ?

Planned Routes and Actual Routes Around and Through The Tate Modern

Figure 1 - Herzog and De Meuron, competition entry site plan, illustration, 
accessed in Rowan Moore and Raymund Ryan, Building Tate Modern Herzog & 
De Meuron Transforming Giles Gilbert Scott, (London: Tate Gallery Publishing 
Limited, 2000) 144.
Figure 2 - Authors Own, Tate Modern, Photograph, 2020. 
Figure 3 - Authors Own, Tate Modern, Photograph, 2020. 
Figure 4 - Authors Own, Tate Modern, Photograph, 2020. 
Figure 5 - Authors Own, Tate Modern, Photograph, 2020. 
Figure 6 - Authors Own, Tate Modern, Photograph, 2020. 
Figure 7 - Authors Own, Tate Modern, Photograph, 2020. 

Figures

Figure 1.

Figure 7.Figure 5.Figure 4.Figure 3.Figure 2.

A very common human activity that we see more 
and more of in society. 

There are very few seats on the platform, many 
people congregate and sit on the floor. Sometimes 

to eat lunch, use technological devices, some sketch. 

Some people walk through. The walk through was 
planned and is a design intention. However it is not 

used as much as expected. 

There are no seats. And so people sit on 
the original steps from when the turbine 

hall was a power house. 

The large sloped ramp that connects to 
the outside walkway is wide enough to 

allow visitors to sit and congregate. 

Conclusion:
These actions are arguably not choreographed, but behaviours that are considered socially 
acceptable are to an extent predefined and choreographed by the concept of an art gallery. Should 
we be quiet? Should we move slowly? Are we allowed to eat or drink? Can you touch anything?

The installation will consider these facts. And previously defined questions about what is art? Are you 
an artist if you are unaware you are creating art? Is an act only considered art because it takes 
place in a gallery? 

The installation should aim to connect with the passer by, the ones who did not intend to engage with 
the gallery itself. Could they be choreographed?

Figure 6.

There are very few seats on the platform, many 
people congregate and sit on the floor. Sometimes 

to eat lunch, use technological devices, some sketch. 

Herzog and De Meuron broke the rules by 
putting a public walk way through a gallery space. 
This is the first time this has been seen inside 
a gallery space. They are trying to bring the 
outside in and connect with multiple users of 
the space. 

This attempt to modernise the practice of going 
to a gallery could be pushed further. It could aim 
to connect more. 

The image above demonstrates Herzog and De 
Meurons design intention. 

The connection is broken and dis-jointed. It 
needs to be reconnected. 

Illustration not to scale

London is a heavily populated 
city. And there are many 

links which transfer people 
from one side of the river to 

another. 

The Thames has 
historically and still is an 
ever flowing connection 
between different areas 

of the UK. 

Sitting on phone or technical device Congregating Sitting on the floor Walk through space, perforated holes to move up and down Lining the walls sitting on the floor Spending time on the key route of connection

The millennium bridge 
was built in direct relation 

to St Pauls cathedral. It 
stops abruptly at the 

Tate modern. Almost as if 
a bridge leads no where. 

Railway links wrap 
around the site of the 

Tate Modern. 

Footpaths surround the Tate Modern and connect people 
to the footpaths on the waters edge. The plan Herzog 

and De Meuron had was to connect people more, create 
walking routes for those going to work that went directly 

through the Turbine Hall of the Tate Modern.

Illustration not to scale

The narrow of this entrance 
filters the movement of people. 
The side entrance is relatively 
small scale in comparison to 

The millennium bridge 
meets an abrupt end. It 

lines up perfectly with St 
Pauls but fails to connect 

with the routes of Tate 
Modern. 

N N

Human movement through the Tate Modern and its 
relation to the street and road connections outside

walking routes

Railway

Roads

Footpath by the water

River Thames

The route does not link the 
East and the West. It comes to 

an abrupt end. 

Visitor Statistics

Between April 2018 and March 2019 there 
were 8.2 Million visitors to the Tate Modern 
galleries. 

In three years the average visitor numbers per 
year increased by 6.7Million. 

These figures are concerned with the galleries 
alone, this number may be much higher if we 
consider people simply commuting through the 
space. 

There is a lot of people traffic and these people 
should be interacted with. The installation will 
aim to interact with the movement of people. 

1 “Number of visitors to galleries a part of the Tate Gallery Group in 
England between 2008/09 and 2018/19,” Statista, accessed March 27th, 2020, 
https://www.statista.com/statistics/422360/tate-gallery-group-visitor-numbers-
england-uk/.

Footnotes

1

There are multiple users of the Tate modern. The space is not only for 
the tourists who view art galleries. As seen in the pictures, multiple people 
use the space for every day activities too. An installation should aim to 
engage and connect with these people. 



T H E  D I S T O R T I O N  O F  C O M M O N  H U M A N  A C T I V I T I E S  A N I M A T E S  S P A T I A L  F O R M

Simplified Abstraction: A Space defined by Human Interaction and Activities

Figure 1 - Lift Architects, Stereoscopic Processing, 2007, accessed February 22nd, 
2020, http://www.liftarchitects.com/blog/2007/3/8/stereoscopic-processing.
Figure 2 - Nicholas Rougeux, Interchange Choreography, 2016, accessed February 
22nd, 2020, https://www.c82.net/work/?id=350.
Figure 3 - James Stirling, Unknown, accessed February 22nd, 2020, https://cargo-
collective.com/InfamousLines/James-Stirling.

Figures

Figure 1.

Figure 2.

Figure 3.

Using these precedents to inform the development 
of spatial form. Some are more literal than others. 
For example James Stirling has a ‘cleaner’ and more 
refined look. Where as the transport links shows the 
crossing over of repetitive movements and the 
choreography of movement. 

Sitting and Drinking a Coffee or Tea - Plan View

Sitting and Drinking a Coffee or Tea, or eating lunch - Side View

Reading a Magazine, book or sketching - Plan View

The installation wants to 
highlight that the existing 
human behaviours and actions 
can look choreographed. 
They are based around what 
society deems acceptable in 
an art space. Is this societal 
or institutional control? 

The installation space 
simply enhances the idea 
that these behaviours could 
be considered art because 
they are in the gallery. The 
simple space is going to 
be ever evolving based on 
participant usage. It will 
be flexible and adaptable, 
and informed by distorted 
connections between human 
movement. 

Comfortable mode 
The lines produced are closest 
to the central consistent line.

The arm has interacted with a 
person or object on the right 
side showing the user felt 
comfortable in the moment on 
a journey.

The curved line is very spread 
out showing the user was 
moving quickly when this mark 
was made.

Slight Unease
The lines become 

disconnected from the 
continually rolling paper. 

This shows that the terrain 
became uneven and there 

was an interaction with 
outside stimuli because the 

arm has connected.

he user slowed down their 
speed as the curve is more 
concentrated in one place.

Slight Unease
Iteration with people and 
objects on both sides of the 
device.
The terrain has also become 
much smoother.

Mode Change
Here you can see a pause as the 
more is changed by the user 
as they felt less comfortable in 
their environment. They have 
made ‘themselves’ smaller.

Mode Change
Here you can see a the arm 
move completely to the side 
as the device is collapsed 
due to user feeling very 
uncomfortable.Not Comfortable

The lines are furthest  from 
the central continuous line 

which shows the device 
is set in not comfortable 

mode. They are continuous 
without any reactive 

curves because the arms 
and tucked in as small as 

possible

Recorded Data Analysis

Constant Line
The continuous line seen 
here gives the data reader a 
consistent mark from which 
to make comparisons and 
correlations to and from in 
order to understand the data 
better.
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LINK BACK TO PREVIOUS PORTFOLIO STUDIES

A Device that Records Comfortability and Experience, it 
is responsive and reactive to external stimuli. Recording 
the choreography and movement of people.

The marks indicate modal change, but the movement 
of marks indicate when the arm was manipulated by a 
passerby or inanimate object. The marks can be read, 
not only as a cseries of ‘comfortability’ marks but as 
a drawing choreographed by animate and inanimate 
objects which lined a specific route on site. 

A reactive device that records a persons 
comfortability



Frosted Glass

The material will have elasticity and will bounce back into its rigid structure 
which emulates the same structural grid form of the turbine hall. The space 
will allow people to stand and lean or sit or lay down. Strands of thicker elastic 
and sheets of elasticated fabric will wrap around and envelope a core structure 
that is formed from steel. The structure will appear to be fluid an animate to 
show the movement of humans as they use the space.

A  R E A C T I V E  M O V E A B L E  I N S T A L L A T I O N  T H A T  D I S T O R T S  A N  E V E R Y D A Y  H U M A N  E X P E R I E N C E

Is This Art? Is this a Performance?

Figure 1.

Figure 3.Figure 2.

Figure 4.

Figure 5.

Figure 1 - Kirstin McKee, Two silhouettes against frosted glass, 2015, Photograph, 
accessed March 23rd, 2020, https://www.stocksy.com/580158/two-silhouettes-
against-frosted-glass.
Figure 2 - Eric Ceccarini, Maelise, Photograph, accessed March 23rd, 2020, http://
www.ericceccarini.com/project/amnios/. 
Figure 3 - Stephen White, Anthony Gormley: Blind Light, 2007, Photograph, 
accessed March 23rd, 2020, https://publicdelivery.org/get-lost-in-antony-gormleys-
mist-room-blind-light/.
Figure 4 - Unknown, Fabric Architecture 1.0, 2014, Photograph, accessed March 
23rd, 2020, https://emergencyroof.files.wordpress.com/2014/05/textil-meess-1.jpg.
Figure 5 - Unknown, Fabric Architecture 1.0, 2014, Photograph, accessed March 
23rd, 2020, https://emergencyroof.files.wordpress.com/2014/05/textil-meess-2.jpg.

Figures

The above examples use frosted glass, light and 
smoke to create a spatial experience through which 
emerged distorted forms of the human figure. Some 
distorted more than others. 

The ‘art’ or ‘forms’ generated are in a permanent 
state of movement. They are a working animation 
created by the users of the space. 

Again these examples raise the question, are the 
visitors artists? Are they art? or is the designer of 
the space the only artist?

Perhaps in future projects there could be an 
element of co-design and inclusive design 
practices which involve the user of a pace in the 
design of the space itself. 

The design of the structure manipulates the outer 
skin. The elasticated fabric displays movement. 
What if human activity created movement from 
within? Would they create a structure that took on 
the life of art? Would they be art or not? 

Tense Fabric

Timber Concrete Stainless 
Steel

Elasticated 
Fabric

Frosted Glass

INITIAL IDEA 

Using a material palette that connects back to those found in the Turbine Hall

Design Precedents

Conclusion:
This first iteration does not engage nor connect enough with people passing through. It should be opened up to influence those commuters just 
moving through the space. It also is lacking in animated as movement created would be sporadic and subtle. 

By utilising the entire width of the bridge the commuters and gallery visitors will need to connect through the installation to pass through. 
Further to this, the placement of the opened-up installation will choreograph the movement of people through the space. The continual 
movement of the installation will create an animation of space. 

@1:20 on A1@1:20 on A1

Timber would be reclaimed, and eco-friendly. The concrete is the existing floor 
on site and so no extra would need to be poured. Stainless steel is very strong 
and heat resistant, However can be expensive. Alloy steel s cheaper, and easier 
to manufacture to a more precise measurement. Frosted glass could be re-
used after the insallation if careful installation and standard dimensions are 
used. 



C H O R E O G R A P H E D  M O V E M E N T  -  C O N N E C T I V I T Y  -  A N I M A T I O N  O F  S P A C E

Connecting Commuters and Visitors Moving Across the Tate Modern Bridge Along the North South Line

The installation in the pilot project aimed to connect with people who were not just visiting the Tate 
Modern to use its facilities but passing through on its designated route of connectivity. By touching 
and pushing the rotating panels out of the way each user must physically engage and connect 
with the installation. 

Often as gallery vistors we are told how to behave (much like in a cathdral) we are told not to touch 
exhibits. This installation pushes the idea of breaking the rules as users are actively encouraged to 
push and manipulate the installation. 

Continued commuting across the bridge would create a continuous animation of space. 

Questions Raised:

Does the movement of space become a performance piece or installation art? 
Do users know they are part of a spatial animation? 
Does this really physically connect people or create a bigger divide? 

Arguably it needs to extended beyond the reach of the Turbine halls bridge and 
engage external with the wider community and site users. 

The site should consider breaking down some of its physical boundaries and 
its dense outer brick skin. 

Leave your mark.

We encourage you to touch the exhibitionMove it our of the way as you pass through.



BETH STARLING

‘MODERNISE’ THE TATE MODERN

Bibliography at the end of Portfolio

This stage in the portfolio continues and develops insights which I have discovered throughout Preliminary Design and the Installation Pilot Project. Alongside site research the portfolio has enabled a line of 
inquiry that draws influence from modernist concepts. I have developed an opinion explained through the portfolio which questions traditional practices for teaching, making, displaying and researching, and using 

influence from the concepts and ideology of ‘modernism’ I have ‘modernised’ these in order to actively encourage further user connection, participation and social inclusion specifically at the Tate Modern.

In my opinion ‘modern art’ is a title which oversees a collection of smaller movements which all to an extent question the norm. They oppose traditionally accepted ideas and aim to forge new ways of 
understanding society. Modern art aims to empower the masses and remove the power from the elite institution. It is sometimes playful in its approach, taking chances in order to question normality. It 

encompasses themes of collaboration, inclusion, rebellion and honesty. 

Modern Galleries should design spaces that bridge the gap between Art, Galleries and Social Inequalities. It is hard to separate the four categories of Researching, Teaching, Making and Displaying. They should 
overlap and interconnect.   

The user adaptable hub/workshop I propose can be inhabited by multiple artists at a single time. Numerous configurations are possible, This portfolio shows a few examples. The hub has different phases of use as 
it moves through site in an animation of space. It is both physically adaptable but user mode adaptable. 

Its three phases encourage Listening and discussion, giving a voice to ‘the everyday person’’ Secondly an active inclusion phase which encourages the production of art enriched by further discussion. Discussion as 
explained is a form of research as is the process of making. Lastly display mode, which take on a passive rebellious stance . The phases of this hub are designed to invite activist groups or those whom experience 

social inequality to inhabit the space. To use it as a place to give voice to their cause. Art will be generated as a way of exploring and expressing discussion, and further used to prompt future conversation.  



S P A T I A L  A N D  L O C A T I O N  A N A L Y S I S  C O N S I D E R I N G  V I S I B L E  A N D  I N V I S I B L E  B O U N D A R I E S

The Wider Area Around the Tate Modern: Links, Connections, Relationships and boundaries.

@1:2500 on A1

`
Key:

Borough Boundary

A borough boundary indicates a division of spatial ownership 
or control. 

The Tate Modern has paths of connectivity which pass across 
boroughs of City and Southwark. There are also visual 
connections between multiple boroughs.

The Tate Moderns design aesthetic is directly derived from 
its proximity to St Paul’s Cathedral. And influence. The brick 
facade aims to lessen its impact towards St Pauls, to hide its 
industrial core, and so to not cause offence or damage to St 
Pauls. Its external aesthetic is not honest to its steel structural 
core. 

N

Historically Rich and Economic Business

Historically Poor and Industrial 

Different boroughs historically had differing uses particularly 
the divide between the north and south of the river. The 
North was more affluent and economic and the south industrial. 
The north was richer than the south. Variation between adjacent 
boroughs is still apparent even though no literal lines of 
division are drawn.

This divide is becoming still less apparent, as the southern side 
of the river is heavily gentrified. 

River Thames Highest Point

River Thames Lowest Point

The river is a route of connectivity between industries, 
historically and currently. 

Multiple bridges connect the North and South of London 
and these two boroughs. These have multiple functions, of 
pedestrian, train and motor vehicle. 

The millennium bridge has a direct relation to St Pauls, 
connecting visually and literally with its route to the Thames. 
It however comes to an abrupt end at the Tate Modern. It 
becomes a broken connection. A lost opportunity. 

Railway Lines

These are visible on the South side of the river in Southwark. 
And are hidden in City on the Northern Side. Industry 
is hidden, the connection is hidden. They provide vital 
connections between commuters and tourists throughout 
London, and bring visitors to the Tate Modern. 

Direct Visual Connection to St Pauls

For this reason and the close proximity the development of the 
Bankside power station (Now Tate Modern) was controlled by 
the Church in height and aesthetic and toxin release. 

This aesthetic acknowledges religion. But is this now 
appropriate? Does it acknowledge the art it houses? 

Historically the closed off brick facade protected the city 
from the power station’s toxic production. This now acts in 
reverse and closes the art off from the outside world. Its 
original purpose as Bankside Power station aimed to conceal its 
purpose and use. A false facade and disconnectedness from its 
immediate visual surroundings. 

Religious Buildings

St Pauls is the dominant in the immediate area.  

Tate Modern

Buildings

Art Galleries

Tube Station Entrances

Exposed and visible railway lines

Historically industrial side of the river

Mean Low Tide

Mean High Tide
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`
Conclusion:

The redesign of the interior to modernise the concepts 
of teaching, making, displaying and researching 
should aim to embrace connectivity and honesty. it 
should open the Tate Modern, bring the inside out 
by increasing visual openess but moving structural 
forms and spaces inside to outside. Encourage visual 
connection, and the power of words and art in self 
expression. To pick up on areas where connectivity end 
abruptly but this was not the intention, and to not hide 
these routes. 

`
UK and London 
Location of Site

UK

LondonN



S P A T I A L  A N D  L O C A T I O N  A N A L Y S I S

What are the Key Spatial Conditions Around the Tate Modern? How Do they Engage with Connectivity?

Birds Eye View over Tate Modern Outline of ‘site’ of the Tate Modern.
The Tate modern talks of connectivity and breaking down of boundaries. However 
inevitably in modern society you can see there are obvious and more subtle boundaries 
in all aspects of life. A claimed ownership of space. 

The outline of site and Building boundaries. Railways and tubes are a key transport method that connect all parts of London and 
the UK. These wrap closely around the Tate Modern, and bring more visitors into central 
London on a daily basis. This connection is hidden on the north side of the river and 
exposed on the historically industrial south. 

Key road routes wrap around the Tate Modern site. Smaller roads connect to site 
location. 

The Tate Modern is located along the river bank. The river was and is a key route of 
connectivity between parts of the UK historically. It is still a transport route, and used 
often to show tourists multiple views of London. It connects multiple parts of London 
but also dis-connects the north and south side of London. 

Herzog and De Meuron wanted to connect the Tate Modern with the outside. These 
green areas represent landscaping and greenery outside the Tate. None of this comes 
inside the building and so there is still a definite boundary between the outside and 
the inside of the building. 

This space could be considered as public plaza outside the Tate Modern, and begins to 
ask questions about onwership of space and democracy. Is this really public space?

These bridges connect the north and south sides of London. They have multiple uses, 
some targeted at car transport, some are trains and some such as the millennium bridge 
are pedestrian. The pedestrian bridge is the only one that comes to an abrupt end off 
centre from the Tate Modern.

Areas within the Tate modern that directly act as a walking route through the building. 
This area is very small. It is the only route through the building that directly connects 
the North and the South. It is very narrow. 

N

`
Conclusion:

To further my understanding of connectivity 
surrounding the Tate modern I will consider how 
it appears to the outside world. I aim to further 
understand how it embodies the breaking of 
boundaries and reconnection once the threshold is 
crossed and a user enters into the building. 



I N T E R I O R  T E R R I T O R I E S  A N D  B O U N D A R I E S

Considering How the Interior of the Tate Modern Lends Itself to Accessibility and Inclusiveness. How are the Spaces Divided and Zoned?

“Territory is an ordering principle of a political system”

“[Territory] is understood as a bound portion of space”
It is “a way of giving order to a space, there is a connection 
between territories and boundaries.” 

To understand territory it is important to consider three 
varying and complex definitions of the term territory. 
Physical which is concerned with physical space bound by 
walls, mountains etc. Geometrical, which is more abstract. 
This is connected to ideas of shared community and can 
shift based on views of the state or of common people. 
Lastly, relational space, which concerns overlaps in spatial 
and abstract territories. This does not wish to dismiss the 
notion of territory completely. Territories can relate and 
overlap. 

“Rethinking territory as a bounded portion of relational 
space, and boundaries as a tool to reorganise those 
relationships”. 

Relationships between territories should not be so 
rigidly divided as commonly are in physical territorial 
space. Society should consider more abstract and 
relational territories. 

Spatial Politics: The Political Struggle of Relational Territory
Elena dell’Agnese

Theoretical References

1    Elena dell’Agnese, “The Political Challenge of Relational Territory,” in Spatial 
Politics. David Featherstone and Joe Painter (Chichester: Wiley-Blackwell, 2013), 118.
2    Ibid, 118.
3    Ibid, 124.
4    Ibid, 118.
5    Ibid, 119.
6    Ibid, 118.
7    Ibid, 124.
7    Ibid, 124.
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Conclusion:

Art display spaces are kept very separate from main routes of connectivity through the space. Some even 
less accessible to all as there is a cost to view the art. There are very few work creation spaces, and those 
that do exist are segregated to corners far from the routes through the building. If we wish to engage 
people in the practices of displaying, making, teaching and researching we need to bring these closer 
to the movement people. These practices do not need defined and separated spaces. They compliment 
one another, and so spaces should allow these relational territories to overlap and share space. 

Free art displays and exhibitions

Exhibitions with a fee

Private space

Shops

Services

Inaccessible

Key:



R O U T E S  T O  T H E  T A T E  M O D E R N  -  D O  T H E  E N T R A N C E S  A N D  F A C A D E  A E S T H E T I C  C R E A T E  A  B O U N D A R Y  B E T W E E N  I N S I D E  A N D  O U T S I D E

Establishing the Various Entrances to The Tate Modern: Visuals and Connections

Conclusion:

Approaches to the site could be more open. The solid brick facade 
(once designed to keep damaging fumes inside) now acts as a 
barrier to the outside. 

Herzog and DeMeuron attempted to tackle the density of the 
brick facade when the built the addition of the switch house. The 
perforated facade allows for light to pass through and an increased 
visually connection across the buildings barrier. 

The building acts as a block that now keeps art enclosed tightly 
inside. A solid block that needs to be broken to increase visual and 
physical connectivity.

@1:1000 on A1
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The Millenium Bridge:

A failed attempt to connect the North ad South directly to the Tate 
Modern. The bridge ends very abruptly, and even though it supplies 
a walkways across the river, it fails to bring people into the Tate 
Modern as it turns them back on themselves as they reach the south, 
sending them away from the entrance, 

The Bankside Powerstation Facade:

The original facade from the Bankside power station still exists. A 
false brick facade to hide the steel frame construction beneath. The 
dense brick facade has many cathedral like features particularly 
visible in their windows. The brick is dense and lacks any 
perforation. The windows sit far above the visually sight line of any 
passer-by, immediately visually disconnecting. 

The millennium bridge was supposed to 
bring the north side of the river over to 
the Tate Modern. However falls short of 
connecting users as turns them back upon 
them selves and away from the entrance. 
Furthermore the desire to connect with 
the north surely just exemplifies the elitist 
world of art galleries? 

A public space in amongst the 
lanscaping, but the entrance is 
concealed by trees. This area is 
disconnected from the world within. The 
trees and grass space provide a ‘fresher’ 
place to be. 

The west entrance takes users down and 
in at basement level. The submersion 
of the entrance in fact begins to 
conceal it. Once designed a s through 
route becomes redundant as it is more 
convenient to walk around the building. 

The south west entrance is disconnected 
from the street by a dense brick 
wall which lines the boundary. The 
lanscaping provding does aid in filtering 
people around the curve and through 
th ebuilding. But again much like the 
northern entrance users and commuters 
are faced with a solid brick wall. 

This entrance is most effective as users are 
both encouraged onto site with the filtered 
wall, and the softer landscaping. The trees 
and grass soften the impact of  large scale 
dense brick structure. It also encompasses 
the switch house, a building with 
perforated bricks which twist and opposed 
to continuing in a complete vertical which 
again softens its appearance. 

Figures

Figure 1 Unknown, Tate Modern Building London, Screenshot, accessed March 13th, 2020, https://earth.
google.com/web/@51.50731673,-0.10003589,37.53431066a,399.19928986d,33.60413666y,171.2350272h,80.066
68596t,-0r
Figure 2  Ibid.
Figure 3  Ibid.
Figure 4  Ibid.
Figure 5  Ibid.
Figure 6  Ibid.
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Figure 1. Figure 2. Figure 3. Figure 4.

Figure 5. Figure 6. Figure 7.
Figure 8.

Figure 9. Figure 10.

Figure 11. Figure 12. Figure 13. Figure 14. Figure 15. Figure 16.

During the first phase of the redevelopment of the power station into the Tate Modern, they considered cleaning the original bricks. However this 
idea was discarded because they thought it would change the feeling of the original structure. It may have changed the colour of the bricks, and this 
may not have been aesthetically pleasing. 

Herzog and De Meurons playful brick envelope, is somewhat sculptural. The stylistic influence is clear to see in the new materials selection from the 
switch house. Herzog and De Meuron use innovative techniques but with the same material palette.  

1

Herzog and De Meuron wanted to combine elements of the old Bankside 
power station and the new switch house extension. They wanted to 
building to be read as one. They used the same language of brick, but in a 
revolutionary way. Individual bricks were pre-bonded in order to speed up 
the construction process. They used small bricks instead of just choosing 
larger ones as these embodied the same character as those originally used 
on the bank side power station. 

The innovative brick envelope gave a perforated appearance. This was to 
allow day light to filter into the space during the day. At night the building 
would appear to glow. Illuminated from within. 

The bricks step back to gently wrap around to concrete core of the building 
to envelope it. They used the brick in such a way, texture and form to create 
a perforated envelope. This plays on the solid nature of brick as a building 
material. It creates a veil that is much lighter in appearance. 

‘The façade changes in appearance depending on the observer’s point 
of view, not just from transparent to opaque, but also in pattern and 
orientation. This continuous wrap of perforated brickwork is broken by the 
introduction of horizontal cuts to allow for views and provide daylight and 
natural ventilation to the internal spaces. The location of these 'cuts' is in 
direct relation to the internal programming and planning of the building. The 
result is a new yet symbiotic reading that is distinct and unique along the 
skyline of London.’

The seamless and sympathetic relationship between the extension and 
original building can clearly be seen in Figure 36.

Instead of trying to fight against the monumental brick structure, they built 
on this feature and reshaped it in a new way for the extension.

Design Intentions - A lighter feeling facade which embodies the same architectural 
language as the power station but embodies innovative modern processes. 

Figures

Figure 1 - Southwark Council, Tate Modern 2 (extension) - 09-AP-0039, PDF, accessed February 2nd. 2020, http://moderngov.southwark.gov.uk/Data/Planning%20Committee/20090331/Agenda/Item%206-2%20Tate%20Modern%20Bankside,%20Sumner%20Street,%20London%20SE1%209TG%20images.pdf.
Figure 2 - Ibid.
Figure 3 - Ibid.
Figure 4 - Ibid.
Figure 5 - Gabriele Basilico, Tate Modern, Scanned Photograph, accessed in Rowan Moore and Raymund Ryan, Building Tate Modern Herzog & De Meuron Transforming Giles Gilbert Scott, (London: Tate Gallery Publishing Limited, 2000),119.
Figure 6 - Ibid.
Figure 7 - Ibid.
Figure 8 - Ibid.
Figure 9 - David Bleeker, Blavatnik Building, Tate Modern, Photograph, accessed February 2nd, 2020, https://www.davidbleekerphotography.com/-/galleries/switch-house-tate/-/medias/5d1a5a1c-5692-47d0-a0e9-40a528a48d24-blavatnik-building-tate-modern.
Figure 10 - Ibid.
Figure 11 - Authors Own, Turbine Hall, Tate Modern, Photograph, 2020.
Figure 12 - Gabriele Basilico, Tate Modern, Scanned Photograph, accessed in Rowan Moore and Raymund Ryan, Building Tate Modern Herzog & De Meuron Transforming Giles Gilbert Scott, (London: Tate Gallery Publishing Limited, 2000),119.
Figure 13 - David Bleeker, Blavatnik Building – Tate Modern, Photograph, accessed February 2nd, 2020, https://www.davidbleekerphotography.com/-/galleries/switch-house-tate/-/medias/12857acc-d83b-4094-b45c-bd42f2ea6336-blavatnik-building-tate-modern
Figure 14 - David Bleeker, Tate Modern Brick Supports, Photograph, accessed February 2nd, 2020, https://www.davidbleekerphotography.com/-/galleries/tate-scaffolding/-/medias/b5ef6e63-2174-4add-aee8-f2c05726727e-tate-modern-brick-supports.
Figure 15 - David Bleeker, Blavatnik Building, Tate Modern, Photograph, accessed February 2nd, 2020, https://www.davidbleekerphotography.com/-/galleries/switch-house-tate/-/medias/5d1a5a1c-5692-47d0-a0e9-40a528a48d24-blavatnik-building-tate-modern.
Figure 16 - Frank Kaltenbach, Tate Modern opens new building by Herzog and De Meuron, Photograph, accessed January 2nd, 2020, https://www.detail-online.com/article/tate-modern-opens-new-building-by-herzog-de-meuron-28041/.
Figure 17 - Kai Richter, Views to the North of Tates extension, Photograph, accessed January 31st, 2020, https://ramboll.com/projects/ruk/tate-modern-brick-facade.
Figure 18 - Daniel Shearing, The façade acts as a veil over the structure, Photograph, accessed January 31st, 2020, https://ramboll.com/projects/ruk/tate-modern-brick-facade.
Figure 19 - Kai Richter, View of St Pauls Cathedral through perforated brick, Photograph, accessed January 31st, 2020, https://uk.ramboll.com/projects/ruk/tate-modern-views-from-the-buildings.
Figure 20 - Kai Richter, Tate Modern Extension – glazing for views and light, Photograph, accessed January 31st, 2020, https://uk.ramboll.com/projects/ruk/tate-modern-views-from-the-buildings.
Figure 21 - David Bleeker, Blavatnik Building, Tate Modern, Photograph, accessed February 2nd, 2020, https://www.davidbleekerphotography.com/-/galleries/switch-house-tate/-/medias/5d1a5a1c-5692-47d0-a0e9-40a528a48d24-blavatnik-building-tate-modern.
Figure 22 - David Bleeker, Blavatnik Building, Tate Modern, Photograph, accessed February 2nd, 2020, https://www.davidbleekerphotography.com/media/955b638b-8cb4-4cae-a5be-dbb7084eede1-blavatnik-building-tate-modern.
Figure 23 - Unknown, Detail of perforated brickwork design and horizontal windows on the new building, Photograph, accessed February 2nd, 202o, https://www.designboom.com/architecture/tate-modern-extension-by-herzog-de-meuron-moves-ahead-01-21-2014/.
Figure 24 - David Bleeker, Tate Modern Brick Supports, Photograph, accessed February 2nd, 2020, https://www.davidbleekerphotography.com/-/galleries/tate-scaffolding/-/medias/b5ef6e63-2174-4add-aee8-f2c05726727e-tate-modern-brick-supports.
Figure 25 - David Bleeker, Switch house Tate Modern – Brickwork, Photograph, accessed February 2nd, 2020, https://www.davidbleekerphotography.com/-/galleries/tate-scaffolding/-/medias/0700a78b-ce79-4857-8013-fa73d12ca44e-switch-house-tate-modern-brickwork
Figure 26 - David Bleeker, Tate Modern Extension and Scaffolding, Photograph, accessed February 2nd, 2020, https://www.davidbleekerphotography.com/-/galleries/tate-scaffolding/-/medias/47870572-69e1-41ce-868a-158d6923cbb3-tate-extension-scaffolding-and-brickwork.
Figure 27 - Harry Todd, Power Station, 1951, Photograph, fox photos, getty Images.
Figure 28 - Unknown, Bankside Power Station, 1985, Photograph, accessed February 2nd, 2020, https://en.wikipedia.org/wiki/Bankside_Power_Station#/media/File:Bankside_Power_Station.jpg.
Figure 29 - Unknown, Irrational Forms, Photograph, accessed January 30th, 2020, https://wanderluxe.theluxenomad.com/5-reasons-need-go-see-new-tate-modern-now/.
Figure 30 - Jim Stephenson, History of Tate Modern, Photograph, accessed January 30th, 2020, https://www.tate.org.uk/about-us/history-tate/history-tate-modern. 
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Material Sensitivity and A Perforated Facade

EXTERNAL
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PRODUCED BY AN AUTODESK STUDENT VERSION
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Cast in situ concrete frame.

Bricks are stacked in a perforated pattern 
and act as a veil over the structure. They are 
not structural they are an envelope.

Elastomeric joints, stainless steel pins and 
a resin joint. A newly design system for the 
Tate Modern. 

Prebonded bricks stacked in two’s to 
increase speed of construction.

@1:5

Steel corbels are methodically staggered 
within the brick facade of the switch house.  

Steel corbels are bolted to the cast in situ 
concrete frame to ensure the stability of the 
bricks. 

‘In Total 336,000 bricks in 212 different types were installed between August 2014 
and February 2016. This new system could be installed in all weather conditions. 

The masonry used was selected specifically for its sustainability and performance, 
and it had three rounds of testing before being selected. 

Figure 24.

Figure 25.

Figure 36.

10

8

Corbels are an integral part of the scheme. 
Supported by the internal perimeter 
structure and floor beams, precast panels 
provide support for the corbels and 
brickwork and provide a thermal and 
moisture barrier to the building. Sitting in 
empty header spots in the masonry, the 
corbels support the brickwork skin and offer 
a mechanism for reducing general frame 
tolerances as an interface to the more 
refined brickwork. Solid brickwork is used 
on the lower levels. 9

The Structural Detail and Construction of the Perforated Facade

Switchhouse in Construction. Completed Switch House extension at Tate Modern. 

Bankside Power Station in Construction Bankside Power Station Completed

Figure 27. Figure 29.

Figure 28. Figure 30.

The construction of the switch house replicates a design intention originating 
from the design of the Bankside power station. 

To mimic the aesthetic of the original part of the Tate Herzog and De Meuron 
wrapped their cast in situ concrete building in bricks. They kept the new part 
of the building sympathetic to the original. Similarly to how Giles Gilbert Scott 
lessened the imposed nature of the power house to St Pauls by wrapping it in a 
cathedral influenced brick envelope.  

The bricks were specifically design to envelope the new addition to the building. 
This stands at 65m high. 

Giles Scott used brick as a design too to lessen the impact a concrete building 
would have had on the river bank, especially due to the close proximity to St 
Pauls. It mimics the design seen in many of his religious buildings before. And to 
some extent pretends to be something it is not. Although it is sill apparent that 
at its core the building is for industrial use. It also sits on the once predominantly 
industrial side of the River Thames. 

12

Conclusion:
There are questions about concealment and the honesty of the material selection. It does little to suggest 
its art collection. It in fact celebrates its industrial heritage. The art is only truly revealed once inside the 
building. This does raise question, is the building pretending to be something it is not? Should a building be 
honest in its construction?

The switch House, (Blavatnik building) uses a perforated facade creates a softer ‘look’ less dense than the 
boiler house. The ‘opening’ of the brick facade begins to talk about a reconnection (visually, and with light) 
to the outside. This concept could be pushed further by removing part of the boiler house’s Facade. 

A FALSE FACADE ON THE SWITCH HOUSE - A REPETITION OF HISTORICAL DESIGN CONCEPTS

The cast in situ concrete frame is wrapped in a perforated brick envelope. As 
with the original part of the Tate Modern, Bank Side Power Station, the building 
pretends to be something it is not. 

6

11

For more information please visit the group research book at the end of this portfolio and see my 
chapter materials and construction.

Some of this work was created as part of group researh but revised for this portfolio.

Highlights that Herzog and De Meuron start to break 
down the solid wall and let more connectivity flow from 
between the boundary of inside and out. This could be 
pushed further. Break the barrier more. 



U N D E R S T A N D I N G  T H E  E X I S T I N G  S I T E ,  B U I L D I N G  A N D  S T R U C T U R A L  F R A M E

@1:500 on A1

SECTION B West - East

SECTION B West - East

@1:500 on A1

Herzog and DeMeuron inserted a 
secondary structural frame into the cast 

industrial space to allow for smaller scale 
galleries to be inserted.

Trusses line the top of the structural frame 
taking the load from the roof and sending 

the load through the steel columns. 
Triangles are the strongest structural form. 

This alongside the perpendicular trusses 
prevents structural deflection. 

Slimmer steels sit upon wider columns 
which are lower and connect to the 

foundation. These carry the load into the 
foundation

Screed layer on top of the foundation hides 
steel connection, and create a ‘finished 

look’ Insulation layers can be hidden below 
this layer too.

Raft and Pile concrete foundations are used 
due to the close proximity to the Thames, 

and the wet ground.

For more information and further 
details, please see group research book 

on the Tate Modern.  Specifically my 
group ‘materiality and construction’. 

The industrial nature of this building is clear from its structure. Its outward aesthetic and 
appearance is less honest. It is wrapped in a brick facade, in order to be sympathetic to St 
Paul’s. Its outward aesthetic tries to hide what the build once was as a power station. New 
design should embrace this industrial nature.  

Small scale white gallery spaces
Cathedral Like qualities

Photographs of structural details on site. 

1 2 3 4 5 6 7

Figures 1 - 7 
are Authors 
Own. 
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If the frame were to be partially demolished to open its 
outer skin and expose internal features, the frame could 

be strengthened by adding additional steels to the 
secondary frames already inserted. 

Steel structures are often still used in construction today as they are 
durable, affordable and sustainable. They are also very strong and would 
have supported many of the tasks that were necessary in a power station. 
This construction system is often used for last scale buildings, such as 
agricultural buildings, and high rise towers. 

PROS

 Easy off site fabrication
 Can be stored off site and transported in when necessary
 Minimal Labour required in construction
 Can be erected in all weathers
 Can be made in multiple sizes
 Strong and Durable
 Fire Resistant
 Moisture and Weather Resistant

CONS

 They Conduct Heat
 Cannot be adjusted on site and so manufacture must be precise
 Needs other components to complete a building such as a brick   
 envelope
 
Source: “The advantages and disadvantages of steel frame construction,” GLW Engineering and 
Construction LTD, accessed June 6th, 2020, blog.glwengineering.co.uk/the-advantages-and-
disadvantages-of-steel-frame-construction. 
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Model constructed @1:200

The turbine Hall and the Tate Modern building is a large scale building 
with an industrial heritage. This history is still present in the building today. 
Steel and concrete comprise the core structure of this building. 

The Construction Process

Illuminated glass ‘balconies’ protrude into the space of the Turbine Hall. 
These act as viewing platforms and allow the space to experienced from 
multiple points. These are only on the north side of the building. Although 
cube like these are more delicate in their composition, they feel light in 
comparison to the heavy industrial core. 

A secondary steel frame was inserted during the design stage by Herzog 
and De Meuron. This allowed for a bridge which connected the North and 
South sides of the building in order to allow commuters to pass through, 
and visitors to cross from one side of the gallery to the other. 

A secondary steel frame was also inserted in the north side of the Tate 
Modern to allow for the insertion of gallery platforms. 

The core of the structure is a steel frame. It uses a vast system of trusses and columns which 
are secured into a concrete pile and raft foundation. The trusses and counter trusses which 
sit perpendicular take the weight from the roof and evenly distribute it down the columns 
ad into the concrete foundation where it is disbursed into the earth. 

The two sides of the Tate Modern sit in contrast in a similar way to historical London, the 
rich and the poor. The North side is illuminated with contemporary glass and steel, whilst 
the south is plain, painted brick. 

The model demonstrates a section of the construction. The steel columns 
sit on both sides. The columns have two widths, they are narrower at 
the top, and this allows for the Gantry Crane to slide across the tracks 
connected to the top of the wider panel whilst still supporting the roof. 

Hand Drawing

Gathering Materials

Scale Drawing

Hand Cutting

Construction

Gluing

Herzog and Demeuron employed a sustainable appraoch to the development of Bankside 
Power Station into the Tate Modern. Tey retained the buildings core structure, and brick 
envelope. This reduced on site wastage and reduced amount of materials which went into 
landill. 

They developed a secondary steel frame which attached to the existing one to insert 
galleries and create some smaller and usable spaes. Steel was most likely chosen to firstly:

continue the same structural language

Could be transported onto site and into the existing building in smaller pieces before 
being erected.



Sunrise: 06:02am
Opening Time 10:00am

S T U D Y  O F  T H E  M O V E M E N T  O F  S U N L I G H T  A N D  W I N D  D I R E C T I O N  S I N  T H E  T A T E  M O D E R N ’ S  T U R B I N E  H A L L  A N D  A R O U N D  S I T E

It is important to consider light when designing spaces for making and displaying art. 

Sunrise: 03:58am
Opening Time 10:00am

Sunrise: 06:02am
Opening Time 10:00am

13:00pm 17:00pm Sunset: 18:15pm

13:00pm 17:00pm Sunset: 20:14pm

13:00pm 17:00pm Sunset: 17:53pm

MARCH

JUNE

SEPTEMBER

Tate Modern Opening Times.
10:00am - 18:00pm Sunday - Thursday
10:00am - 22:00pm Friday - Saturday

1107,96

1141
0,93

Conclusion:

Direct sunlight only appears to enter the Turbine Hall via its strip glass roof, and cathedral like windows to the west 
side. These opening act as connectors between inside and out allowing ambient daylight to flood the space. But 
direct sunlight can be harsh. If art is to be created in this space, a system that can be moved and adapted to allow 
for optimal working conditions and blocking of direct sunlight and increased ambient light during art creation 
and activity. The opening of horizontal and vertical systems in the design will control the level of ambient and 
direct light within the space. 

December Solstice

June Solstice

Equinox
March - September

Elevation 15

Elevation 38

Elevation 59

Midday

Sunset Sunrise

N

Information Sourced from:
“London, United Kingdom,” Gaisma, accessed April 13th, 2020, https://www.gaisma.com/en/location/london.html.

Wind Conditions on Site

January February March April May June July August September October November December
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Dominant Average Wind Direction around 
The Tate Modern Throughout the Year

The greatest amount of wind comes from the WEST SOUTH WEST as stated above.

Not only does the most wind come from this direction but also the strongest wind forces also come from 
this direction. 

There are multiple large building around the site on this side which will block some of the wind. However 
these buildings may also cause wind tunnels. It would be worth considering blocking the wind from this 
direction and not opening a space too much on this side. 

0 - 1 Knots

4 - 7 Knots

11 - 22 Knots

INFORMATION SOURCED FROM:
“Yearly Wind and Weather Averages for London,” Windfinder, accessed June 4th, 2020, https://www.windfinder.com/windstatistics/london_city_airport
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WHAT IS ART?

There has long been a mismatch between what is considered art. Often 
modern art is ridiculed, what meaning does that have? That work is too 
gimmicky. But a gallery is often quick to defend and exhibited piece. Or a 
conceptual meaning hidden deeper below a surface level. 

The Oxford University dictionary has in fact form definitions for the term 
‘Art’ seen below:

To have a skill in an area or field, usually acquired through long term 
practice.

The expression or application of human created skill and imagination, 
typically in a visual form such as painting or sculpture, producing work to 
be promoted primarily for their beauty or power.

 We see the emergence of different forms of art in modern art, many  
 forms of media, interactivity and performance. 

There are multiple branches to creativity and the arts, not just painting and 
sculpting, but music, dance, and literature too.

Study of human activities and social life. The arts are often thought of as 
separate to sciences. 

Figure 2.

W H A T  I S  A R T ?  W H A T  I S  A N  A R T I S T ?  W H A T  I S  A  G A L L E R Y ?

To Question the Origins and Definitions of Three Key Terms: Modern Art, An Artist, and A Gallery.

A summary about what modern art is and how it has 
evolved. In understanding this further we can effectively 
design spaces that promote positive change with regard to 
‘modernising’ the gallery experience. 

Modern Art: A Short Introduction
David Cottington

Conclusion:

The majority of galleries excluding the space in the tanks and turbine hall uses the same aesthetic, the white walls and wooden 
floor. The only variation is the size of the room and the type of lighting used in the space. The galleries are kept muted in order 
to be adaptable.

The Tate Modern does make an attempt to develop alternative gallery spaces. They have developed different types of spaces 
with regards to flexibility and rigidity. They have created exhibition and performance spaces inside the tanks. In terms of 
aesthetic these are revolutionary. But why do people still choose to remain in the same constrained behavioural structure?

The only places the Tate Modern attempts to push the boundaries on what a gallery should be is the Turbine Hall (which 
only holds installations temporarily for a few months a year) and the Tanks. 

The Tate decided to split their Galleries into classical and Modern Art. 
They created the Tate Modern and converted the Bankside Power Station. 

Here you can see the types of gallery spaces which currently exist at the 
Tate Modern. 
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Figure 1 - Unknown, The Tanks at Tate Modern, 2012, Photograph, accessed March 9th, 2020. 
http://designaroundme.blogspot.com/2012/09/the-tanks-at-tate-modern.html.
Figure 2 - Unknown, Tate Modern Tanks and Switch Room, Photograph, 2017, accessed 
March 9th, 2020, http://www.urban75.org/blog/tate-modern-tanks-and-switch-room-and-a-
wonderful-audio-installation/.
Figure 3 - Unknown, Tate Modern Tanks and Switch Room, Photograph, 2017, accessed 
March 9th, 2020, http://www.urban75.org/blog/tate-modern-tanks-and-switch-room-and-a-
wonderful-audio-installation/.
Figure 4 - Unknown, Modern Clore Learning Centre, Photograph, http://www.lsrelectrical.com/
showcase/tate-modern.
Figure 5 - Paul Rafferty, Tony Cragg’s Stack (1975) sits prominently in the large Collection 
gallery on Level 2, 2016, Photograph, accessed March 9th, 2020, http://www.designcurial.com/
news/switching-place-herzog-de-meurons-tate-modern-extension-4965466/.
Figure 6 - Paul Rafferty, Level 3 is midway in an angular vertical void between the concourse 
and eastern façade, 2016, Photograph, accessed March 9th, 2020, http://www.designcurial.
com/news/switching-place-herzog-de-meurons-tate-modern-extension-4965466/.
Figure 7 - Herzog and De Meuron, The smaller-scale gallery spaces on level 4, Digital Render, 
accessed March 9th, 2020, https://www.tate.org.uk/about-us/projects/tate-modern-project/art.
Figure 8 - Herzog and De Meuron, The Day Lit Gallery on Level 5, Digital Render, accessed 
March 9th, 2020, https://www.tate.org.uk/about-us/projects/tate-modern-project/art.
Figure 9 - Authors Own, Level 4 Bridge Tate Modern, 2020, Photograph.
Figure 10 - Paul Rafferty, Level 4’s lifts face concrete through which stairs and terrace are cut, 
2016, Photograph, accessed March 9th, 2020, http://www.designcurial.com/news/switching-
place-herzog-de-meurons-tate-modern-extension-4965466/.
Figure 11 - Authors Own, Turbine Hall Tate Modern, 2020, Photograph.
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‘The self image of a modern artist is a cultural hero, acting on behalf of 
society to guarantee our individualism and renew its means of expression’.

The artists process is a compilation of interweaving personal experiences 
and interests. 

The term artist can be used across many professions. Most commonly it is 
associated with musicians, painters, sculptures, performers and writers.

A person who works in one of the arts industry, and is often subject to some 
form of aesthetic criteria. 

A person who exhibits skill.

A person whose profession requires knowledge of design. 

Joseph Beuys stated “Everyone is an artist”  

By this he did not mean that everyone a painter or sculpture, he meant that 
everyone can be artistic in life, He implied that an artist is a person who is 
creative in what ever way they feel and in which ever manner they express 
themselves. He describes an artist not in the traditional sense. 

WHAT IS AN ARTIST?

WHAT IS A GALLERY?

Inside the White Cube: The ideology of a Gallery Space
Brian O’Doherty

“The outside world must not come in, and so windows are usually sealed off. Walls 
are painted white. The ceiling becomes a source of light.... The art is free, as the 
saying used to go, ‘to take on its own life’.” O’Doherty likens this to the designs of 
Cathedrals. Everything inside is the home of God and is scared. 

The Tate modern aim to break this rule. It attempts to directly connect with 
the outsde world. As modern art is revolutionary. The Tate Modern tries to be 
revolutionary in its approach. 

By placing art in an ‘ideal gallery space’ it becomes “untouched by time.” O’doherty 
argues that this therefore implies a good investment, as already belongs to future 
generations. The space takes on its own set of rules similar to those followed by a 
society when in a religious space. He explains that by entering the white cube we are 
agreeing to abide by these socially created rules, giving up our humanism.

Many art pieces reject the notion that art can change. It can move. It can evolve, 
or erode. Should artists not consider the impermanence of art? Instead of trying to 
hold it in time, detached from the evolving world. As viewers of art we should be 
looking for new ways to connect people, to bring art into the everyday life. 

The idea that art should be viewed in this timeless void is a modernist idea. We 
need to move forward from this transitional design and ‘modernise’ how people 
experience art. 

My Response

My Response

A Gallery Experience at The Tate Modern

When we think of a gallery the white box comes to mind. A blank white 
neutral canvas of a space. A gallery is a space to show display and 
experience art.

A discussion about what a gallery is, why they exist, and 
the ideology that surrounds the white cubed void so often 
seen in galleries today.
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6
LEVEL 0 - THE TANKS

LEVEL 1

LEVEL 2 - EXHIBITIONS

LEVEL 3 - FREE DISPLAY

LEVEL 4 - FREE DISPLAY

LEVEL 5 - TATE EXCHANGE

LEVEL 6 - SOUTH ROOM

My Position: Art is a form of expression. 

My Position: Everyone is an artist. There is so much prestige placed 
on art in a gallery. But it is possible for everyone to create art. To 
take an individual position and express themselves artfully. Art 
should be more relatable and accessible and empowering. 

My Position: A gallery should not be separated, it should be 
integrated. Visitors and people passing through should be able to 
engage in what ever way they feel appropriate. A gallery should 
express time. Time is fundamental in life. Art represents part of life. 

LEVEL 7 - STAFF ONLY 

LEVEL 8 - MEMBERS ROOM

LEVEL 9 - RESTAURANT

LEVEL 10 - BAR AND VIEWING  
     PLATFORM

SHOP AND CLORE HUB - LEVEL 0

LEVEL 1

FREE DISPLAYS - LEVEL 2

EXHIBITIONS, CAFE AND SHOPS - LEVEL 3

FREE DISPLAYS - LEVEL 4

MEMBERS BAR - LEVEL 5

KITCHEN AND BAR - LEVEL 6

TURBINE HALL 

LEVEL 1 - EXIT TO SOUTH SIDE
             - TERRACE BOOKSHOP 

LEVEL 1 - EXIT TO NORTH SIDE BRIDGE OF CONNECTIVITY

BRIDGE OF CONNECTIVITY

The total floor area of gallery spaces is 
approximately 3500m2. 8

Figure 1.

Figure 3.
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Figure 5.Figure 6.

Figure 7.

Figure 8.

Level 2 was designed to be a flexible space. To be 
used how an artists chooses. They can display a 
large collection or smaller scaled ones alongside 
another which is complimentary.

Level 3 has smaller and more intimate spaces. 
These spaces will display smaller works by many 
different artists. 

Level 4 has an open space lit by daylight. This ill 
generate a different experience when viewing art. 
They refer to this as a flexible exhibition suite. 

Level 0 The Clore, is an interactive space for 
learning about art. It in encased within a glass 
box. 

Level 0 The Tanks. The only exhibition and 
performance space which rejects the notion of 
the ‘white cube’. The turbine hall also does this 
but is not used as consistently. You are more 
likely to experience exhibitions which break the 
rules in this space rather than the ‘white cube’ 
spaces.

Level 3 This image demonstrates 
how Herzog and De Meuron have 
aim to create visually connectivity 
and intrigue between multiple 
levels. 
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Figure 9.

Figure 10.

Level 4 In the switch house

Level 4 connecting bridge. This happens on the 
level of the gallery spaces. There is a slight slope 
down to the switch house from the original level. 
Does this imply dominance from the original 
building over the new?

MAIN ROUTE OF CONNECTIVITY

5

Figure 11.The Turbine Hall



When Tracey Emin speaks about this 
work, particularly its re-emergence 
at the Tate she likens it to works 
by Francis bacon. She explains that 
the bed is not a static object. The 
sheets turn and twist and are moving. 
A chaos. A body. A movement. She 
views this bed as a ‘time capsule of 
her past’ its a snapshot of her how 
her life once was. A recording of the 
memory.  

It speaks about individual daily 
struggles with life and mental health. 
A topic often taboo’d by society 
although becoming more accepting. 

W H E R E  D O E S  T H E  I D E A  O F  M O D E R N  A R T  O R I G I N A T E  F R O M ?

The Development of Modern Art and how it could be seen to Influence the Modernisation of ‘Teaching, Displaying, Making and Researching’

This book aims to interrogate the existence and the emergence of ‘modern art’. To question 
what makes some art modern and other art not.
 
To consider modern art you must consider the term Avant-garde. Art in this sense ‘sought to 
say something new in its time, to acknowledge the implications of new visual media, to stake a 
claim for aesthetic autonomy, or to challenge prevailing values.’ 

The term emerged within art in the mid 19th century. Capitalism was emerging more steadily 
in the world of modern art and was encroaching on societies cultural values. Some artists felt 
they wants to escape this valued and conventional approach to art that was embodied by some 
traditional art galleries. 

It became thought of that if dealers chose art more that was more avant-garde by unknown 
artists they would be more likely to gain an individualistic piece of art, less influenced by a 
bureaucratic society. The dealers often enjoyed the chance of being the one to discover the 
‘next big artist’ to uncover the gems. 

Modern Art: A Very Short Introduction
David Cottington

1998

Figure 8.

1992

The trustees of the Tate decided to create 
a new site specifically to house their 
international modern and contemporary art 
inn London. A separation between modern 
and traditional art.

2000

Tate Modern Opened. It has since 
become one of the countries top 
three tourist attractions. It 
generates a substantial amount 
of economic revenue for London. 
Estimated £100 million a year. 

1917

Marcel Duchamp 
Fountain 1917

Tracey Emin
My Bed 1998

This piece was considered 
revolutionary of its time. When put 
forward to be placed in a gallery 
exhibition in New York the board 
rejected it and refused to display it, 
but Duchamp defended his work and 
managed to get it photographed. He 
did not sign the work with his own 
name as he was testing the boundaries 
of modern art. In a sense the urinal was 
used someone like a probe to discuss 
the question around what is art? 

He tried to break the rules and 
challenge what we think of as art.

A found object became art if the 
artist said it was so. There was craft 
embedded in the making of the object.

Figure 2.

Is something truly creative or not? The answer is not simply yes or no. To question creativity 
should be to question to what extent is the idea creative? Boden explains that some ideas 
are historically creative where as others and psychologically creative. To be historical 
would mean the idea has originated from that person. They have emerged on a creative idea 
not yet explored. To be psychologically creative would be to arrive at an idea that is new to 
the designer, and although has previously existed the designer is unaware. Both are equally 
creative. 

Boden speaks about a transformational space. To become more creative thinkers and artists 
for example people need to think outside the box. To gain the ability to think something they 
haven’t thought before by changing the space of thinking. 

Aesthetic values are hard to recognise, and often values can change across cultures, sub-
cultures and peer groups. 

Creativity in a Nutshell
Transformational Creativity
Margaret A. Boden

Theoretical References

1850

Capitalism was gaining more and 
more control over society and 
cultural values, placing high value 
to classical and the more traditional 
art. Some artists felt restricted 
by these conventional values and 
ideologies which were placed 
subconsciously and consciously on 
artists displaying in galleries.

1901

The turn of the 20th century saw the 
emergence of the modern art market, 
avant-garde art. 

The drive behind these two emerging 
art styles differs from that of a 
capitalist approach of profiteering. It 
was individualism and the desire to be 
the creator of a new idea. 

1 David Cottington, Modern Art: A Very Short Introduction, (Oxford: Oxford University Press, 2005), 2, ProQuest Ebook Central.
2 Ibid., 3.
3 Ibid., 4.
4 Ibid., 6.
5 David, Hopkins, Dada and Surrealism: A Very Short Introduction, (Oxford: Oxford University Press, 2004), 20, ProQuest Ebook Central.
6 Margaret A. Boden, 2007, “Creativity in a Nutshell,” Think 5 (15), Cambridge University Press: 83-84, Doi:10.1017/S147717560000230X.
7 Ibid., 88.
8 Ibid., 94.
9 “What is Modern Art?” MoMA Learning, accessed February 22nd, 2020, https://www.moma.org/learn/moma_learning/themes/what-is-mod  
 ern-art/.
10 David Cottington, Modern Art: A Very Short Introduction, 4.
11 Ibid., 5.
12 David, Hopkins, Dada and Surrealism: A Very Short Introduction, 19.
13 “History of the Tate Modern,” Tate, accessed February 15th, 2020, https://www.tate.org.uk/about-us/history-tate/history-tate-modern.
14 Ibid.
15 “Modernism,” Tate, accessed February 22nd, 2020. https://www.tate.org.uk/art/art-terms/m/modernism.
16 “Marcel Duchamp: Fountain,” Tate, accessed February 15th, 2020, https://www.tate.org.uk/art/artworks/duchamp-fountain-t07573.
17 “Modernism,” Tate, accessed February 22nd, 2020. https://www.tate.org.uk/art/art-terms/m/modernism.
18 “Dada,” Tate, accessed February 22nd, 2020, https://www.tate.org.uk/art/art-terms/d/dada.
19 “Modernism,” Tate, accessed February 22nd, 2020. https://www.tate.org.uk/art/art-terms/m/modernism.
20 Ibid.
21 
22 Tateshots, Tracey Emin My Bed, April 2nd, 2015, https://www.tate.org.uk/art/artworks/emin-my-bed-l03662/tracey-emin-my-bed.

Footnotes

Figure 1 - George Braque, Bottle and Fishes, 1910, Painting, accessed February 22nd, 2020, https://www.tate.org.uk/art/art-terms/m/modernism.
Figure 2 - Unknown, Marcel Duchamp – Fountain, 1917, Photograph, accessed February 15th, 2020, https://www.theguardian.com/artanddesign/2013/
feb/15/bride-and-the-bachelors-duchamp-barbican.
Figure 3 - Bart Van Der Leck, Composition, 1918, Painting, accessed February 22nd, 2020, https://www.tate.org.uk/art/art-terms/m/modernism.
Figure 4 - Raoul Hausmann, The Art Critic, 1919-20, Multimedia, accessed February 22nd, 2020, https://www.tate.org.uk/art/art-terms/m/modernism.
Figure 5 - Laszlo Moholy-Nagy, K VII, 1922, Painting, accessed February 22nd, 2020, https://www.tate.org.uk/art/art-terms/m/modernism.
Figure 6 - Salvador Dali, Metamorphosis of Narcissus, 1937, Painting, accessed February 15th, 2020, https://www.tate.org.uk/art/artworks/dali-meta-
morphosis-of-narcissus-t02343.
Figure 7 - Unknown, Joan Miro: The Matador, 1969, Painting, accessed February 15th, 2020, https://www.tate.org.uk/art/artworks/miro-the-mata-
dor-p07356. 
Figure 8 - Unknown, Tracey Emin - My bed, 1998, Photograph, accessed February 15th, 2020, https://www.tate.org.uk/art/artworks/emin-my-
bed-l03662.
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CAPITALISM
TURN OF THE CENTURY

GIVING MODERN ART IS OWN SPACE

1920

1920’s saw the emergence of 
surrealism by French writer Andres 
Breton. It was after the Russian 
revolution and the first world war that 
people started to think about things 
differently. This new emerging way 
of thinking was explored in Dada and 
Surrealism explored the modern 
psyche. 

Dada and Surrealism: A Very Short Introduction
David Hopkins

Both Dada and Surrealism were avant-garde movements. Both shared the same understanding 
that social and political radicalism was intrinsically linked to artistic innovation. The aim of 
the artist was to move beyond what was aesthetically pleasing to the eye with the aim of 
developing works that enabled people to think and experience things differently. The surrealist 
goal was to ‘change life’.

Surrealism is concerned 
with the ideas that exist 
within our heads that 
we do not know we are 
having. Inspirational 
thinking. 

1937

Salvador Dali
Metamorphosis of Narcissus 1937

Salvador Dali’s metamorphosis of narcissus is an example of one type 
of surrealist art. This style is inspired by dreams.

‘The aim was to reveal the unconscious and reconcile it with rational 
life’

Figure 6.

1969

Figure 7.

Joan Miro
The Matador 1969

One type of surrealist art 
is inspired by dreams. 
Automatism is another 
type of surrealist art where 
art is generated without 
thinking. For example 
doodling. Joan Miro’s 
work is an example of 
Automatism. 

EMERGENCE OF SURREALISM

TATE MODERN

It is arguable that this style of 
art was determined to break the 
boundaries of art at the time. To 
sit outside the constraints of a 
capitalist society. To break the 
rules.

There are still many constraints 
placed on individuals within 
society in terms of behaviour. 
Many of these traits can differ from 
culture to culture. But often one 
that is reflected cross culturally 
is how we should behave around 
art. Be quiet. Move slowly. Do 
not touch. Cultural norms exist 
around how we learn, make, show 
and even research art. Can new 
innovations begin to break these 
rules? Perhaps there is a new way 
to interpret these processes?
The Tate Modern is beginning to 
tackle these ideas, but to what 
extent is it successful. This will be 
discussed further in the portfolio.

Was transformative creativity 
already emerging in the field of 
design? My proposal will aim to 
address the constraints of the 
predetermined way of experiencing 
art. How is the Tate already trying 
to alter how we view art?

The separation of traditional 
and modern art sparks this 
conversation. The separation gives 
it significance. 

The redesign of the Tate Modern 
and the separation from traditional 
art is beginning the process of 
rethinking what art is, and how we 
should view it. But i think it could 
push this further, this design still 
encompasses many ‘blank white 
cubes’ and therefore does not go 
far enough to break the rules with 
regards to how we view art. 

Conversation starters question 
what is art?
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1750 - 1900

Modernism as a movement can be 
seen as far back as the industrial 
revolution. There were rapid changes 
in manufacturing and technology. 
This rapid development continued 
throughout the 19th and 20th century. 
It impacted social, cultural and 
economic conditions of the lives of 
people would lived in western Europe. 

Raoul Hausmann
The Art Critic 1919-20

1919

Dada artists aimed to destroy 
traditional values in art. They wanted 
to create new art to replace the old. 

Hans Arp talks about art as a form of 
power. In line with that of the power 
of the war. They were revolted by the 
blood shed, and so turned to art. 

Their work often sarcastic and critical 
of systems. 
They were anti-war and anti-
bourgeois. They formed the basis for 
surrealism. 

Figure 4.

We should be looking towards 
new systems that reject and 
question the old. Art should be 
accessible to all and not just 
generated by the interests of the 
bourgeois. 

DISPLAYING /TEACHING- 
Accessible spaces for viewing, with 
less structural and political control.

People should be encouraged to 
teach each other about their social 
and political struggles. A platform 

that gives individuals a voice. 

MAKING - 
Anyone can be an artist. You 

don’t have to necessarily 
know you are making art for 

it to be considered as art.

RESEARCHING / MAKING- 
Art should be individually lead 

and not controlled by bourgeois 
commission. Researching is very 

personal. 

Art that questions social and 
personal struggles and questions 

social inequality.

DISPLAYING - 
Removing predetermined rules for 
display and behaviour in galleries. 

We should not have to change 
our space of thinking. Art is in the 

everyday activity. 

MAKING / RESEARCHING - 
To be the creator of a new 

individual idea. 

TEACHING - 
Should revolve around developing 
ways of thinking to explore areas 

of the mind that people struggle to 
express. 

TEACHING - 
The development of a shared 

teaching space that rejects 
traditional institution lead 

structures.

REVOLUTION

DISPLAYING - 
When viewing displayed art 
people often take on a set 
of rules set about by the 

institution. This changes how 
people think and behave 

when viewing art. What if art 
became viewed whilst in the 
same mind set as wondering 
along a street or ton the way 
to work. Would this change 

how we view art?

18

9

George Braque
Bottles and Fishes 1910-1912

1910-1912

Figure 1.

Cubism was a revolutionary style developed around 1907. 
It aimed to bring together different views of subjects 
in the same picture. Paintings appear fragmented and 
abstracted. ‘Infinite possibilities for visual realities’.

Figure 3.

1918

Bart Van Der Leck
Composition 1918

Figure 5.

This is a style of art that was based on 
geometry of horizontals and verticals. 
It had an influence on abstract art and 
‘modernist’ architecture and design.

This constructivist style experiments with ideas set about 
by cubism but it was much stricter in its manner. 
It rejects the idea that art should be separate from life. 
Art should be used for social purposes. 

The bankside power station 
was design by Giles ilbert 
Scott was influence by 
the relationship between 
horizontal and verticle 
geometry.

1715

Laszlo Maholy-Nagy
K V11 1922

DISPLAYING / MAKING- 
Spaces designed should not be strict. The idea is to 
create someone that engages more with connection 
and tapping into the relaxed unconscious thought 

process. 
I agree art should not be seen as separate from life. 
It can be a powerful tool for connecting people to 

social struggles. 

Art should not be separated from life. So it should 
not be confined to timeless white cubes. The Tate 
has started to push this boundary in the Turbine 
Hall, but could push it further. Art can be used to 
break down boundaries and social inequality.

19

1922

Conclusion:
The process of creating this study revealed to me that the 
modernist movement is much bigger than I initially recognised. 
I will therefore proceed by selected elements from it which 
can be developed alongside key concepts and themes already 
uncovered in previous parts of the portfolio. 



T H E  B E G I N N I N G S  O F  F O U R  K E Y  M O V E M E N T S

Cubism, Constructivists, Dada-ism and Surrealism. Who Were the Drivers Behind these Movements and Why?

Cezannian Cubism
(1908 - 1909)

Analytic Cubism
(1910 - 1912)

Synthetic Cubism
(1912 - 1914)

Crystal Cubism
(1914 - 1922)

CUBISM

This work was inspired by the late Paul Cezanne. 
He intrigued artists with his lack of three 
dimensionality ‘middle ground’ in his paintings. 
Many artists were influenced by square brush 
strokes and limited material palette. Braques 
viaduct is clear example here. He used similar 
colour palette. His compositions reduced 
to simple geometric forms. It was play with 
simplification and distortion. George Braque - Houses at L’Estaque (1908)

Paul Cezanne - Mont Saint Victoire (1885-1887)

In this phase cubism developed a system. A 
recognised style. Picasso and Braque were leaders 
in this field. It involved showing objects in their 
context from multiple view points. Picasso 
and Braque used a limited colour pallet to make 
it harder to distinguish between the multiple 
objects and views in one image. Picasso and 
Braque developed different styles within cubism. 
Picasso concerned with objects being drawn 
together in a central composition and Braque 
concerned with exploding them apart. 

George Braque - Violin and Palette (1909)

Picasso - Ma Jolie (1911)

Picasso and Braque both continued to work with 
multiple view points in their compositions. They 
began to add materials to their paintings.
They were conceptually rendering objects in 
their paintings by adding materials such as wall 
paper and newspaper, a form of collage. 

Picasso - Still life with chair canning (1912)

George Braque- Still life with glass and newspaper (1913)

After the first world war, many artists began 
to refrain from radical experimentation. This 
was seen in cubism as well. This stage has 
been described as the one that closed down 
possibilities. It is part of a larger trend known as 
a return to order, after the chaos of war. Objects 
in composition become more defined and there 
is less distortion through overlap of objects. 

Critics have questioned whether cubism aims to be more objective in its approach by considering 
more view points or whether it is more concerned with the distortion and abstraction of what exists. 

Fernand Leger - Three Women (1921)

Key Ideas

Truth to Materials

Express Dynamics of Modern Life

Key Artworks

CONSTRUCTIVISM

Art generated would be directed by the materials it used to construct them. Some wanted to understand how materials behaved in order to use them for the mass production 
of objects for society. Those who remained in the phase of art production used the experiments as a way of expressing the dynamic elements of modern life. 

Many constructivists wanted to move away from art which expressed aesthetic qualities to more practical qualities. Instead of using art to represent the world they wanted to 
study its materials in order to design functional objects. Materials should be used in line with what they are capable of doing. 

Constructivisms was born from cubism. 

This is neither a conventional sculpture or a 
conventional painting. Constructivists would 
reject the existing practices of art. Tatlin 
believed that modernity and experimentation 
should be worshipped. 

Colour is used in association and for 
descriptive purposes with objects. Colours 
usually carry connotations. But Rodchenkos 
piece is thought the be the first that focuses 
on the material character of the colour, 
rather than the colour being used to give 
meaning to an object. 

Colours can all be reduced to these primary 
colours. These are the colours other colours 
are constructed from in their most honest 
state. 

It came about as the last influential modernist movement in Russia during the 1917 revolution. Its influences came from Cubism, Suprematism, 
and Futurism. They wanted to rid art of composition and replace it with construction. Some wanted to study the production of materials 
which could be developed for the masses and move away from art. Others remained to pursue the abstract art approach. The first working 
group of constructivist was established in 1921. 

1 “Beginnings of Cubism,” The Art Story, accessed March 12th, 2020, https://www.theartstory.org/movement/cubism/history-and-concepts/.
2 Ibid.
3 Ibid.
4 Ibid.
5 “Constructivism,” The Art Story, accessed March 12th, 2020, https://www.theartstory.org/movement/constructivism/.
6 “Beginnings of Constructivism,” The Art Story, accessed March 12th, 2020, https://www.theartstory.org/movement/constructivism/histo-
ry-and-concepts/#beginnings_header.
7 “Constructivism,” The Art Story, accessed March 12th, 2020, https://www.theartstory.org/movement/constructivism/.
8 Ibid.
9 “Beginnings of Constructivism,” The Art Story, accessed March 12th, 2020, https://www.theartstory.org/movement/constructivism/histo-
ry-and-concepts/#beginnings_header.
10 “Constructivism,” The Art Story, accessed March 12th, 2020, https://www.theartstory.org/movement/constructivism/.
11 Ibid.
12 Ibid.
13 Ibid.

Footnotes
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Key Artworks

Key Artworks

Demonstration of Material 
Behaviour

They wanted to express this newly emerging society construction and its complexities with time and space. They wanted to develop a new art that was more appropriate and in 
line with the goals of revolution. They wanted to help in the construction of a new society.

5

7

8

10

This piece was pivotal in forming the 
constructivist movement. The tower was 
never constructed. If it had been it would 
have stood taller than the Eiffel tower, and 
been a conference and propaganda centre. 

The structure was to be built from steel and 
glass as these were considered modern for 
the time, and symbolisms of the industrial 
age and revolution. 

It was supposed to be a monument to 
revolution. 

‘Real Material in a Real Place’

‘Art as a Tool for the Common Good’

6
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Vladimir Tatlin - Corner Counter Relief (1915)

Vladimir Tatlin -  Design for the Monument for the Third International (1920-1921)

Alexander Rodchenko -  The pure colour red, the pure colour yellow, the pure colours blue (1921)

11

12

13

Simplification and Distortion

Exploding them apart but drawing them back together

Conclusion:

Complex spaces can be formed from simplified geometric 
forms. Spaces could be changed and adapted by creating 
moveable spaces which could formulate personalised user 
spaces. Pulling them apart and pushing them into new forms. 
The space becomes an animation, a performance itself. 

A space to create art to discuss complex social issues should 
be adapted to suit situations. Revolution, protest, Defensive 
and Inclusive. 

Construction joints should be revealed expressed and honest 
and embrace the industrial heritage of the site.  



They wanted to make works that unsettled bourgeois concepts. Their works questioned what is art, what is its purpose in society? Alongside this they questioned capitalist 
social structures. In a sense they were activist in their approach to work. They intended to mock ideas in society that they deemed to be stupid. 

T H E  B E G I N N I N G S  O F  F O U R  K E Y  M O V E M E N T S

Cubism, Constructivists, Dada-ism and Surrealism. Who Were the Drivers Behind These Movements and Why?

Key Ideas

Key Art Works

Key Artworks

DADA-ISM

Hans Arp embraced the element of chance in 
his collages. He felt restricted when trying to 
form geometric shapes. He dropped the collage 
materials from height and allowed them to fall 
freely. They would land in random spontaneous 
places. Chance. These chance encounters could 
provide inspiration for further study. This was 
an anti-art approach where the artist had little 
control over the composition.

This links to the birth of surrealism where 
patterns and pathways through the unconscious 
were revealed. 

Hans Arp - Untitled Squares (1917)

This costume was designed as part of a 
performance piece. Syllables were used to 
develop rhythms. It made little sense. This 
was to resemble the inability of the European 
government to solve their issues through 
conversation which he says led to the first 
world war. It was a performance piece which 
discussed political issues of the time. 

Picabia enjoyed defining new pathways 
through art, the unconventional. He 
experimented with a number of ways of 
working throughout his career.

This portrait or depiction of Alfred Stieglitz in 
fact criticized him. It is thought to imply that 
Picabia believe Stieglitz to be ‘worn out’ and 
now out of touch with where art was moving. 

It originated in Switzerland in response to the nationalism that was thought to have lead to the beginning of WW1. It was 
influenced by Cubism Futurism, Constructivism and Expressionist. The works produced took many forms from performance, 
poetry, photography, painting and collage. Works mocked conventional and materialistic attitudes in society. 

Key Ideas

Automatism

Individualism

Key Artworks

SURREALISM

Sigmund Freud’s work influenced surrealism. Freud believed that dreams were a visual untapped view into the unconscious mind of the dreamer, to expose human desires and 
emotions and repressed sexual desires and violence. 

The process of removing conscious thought from the creation or art. Often thought of as automatic writing, spontaneity. Like Dada this type of art creation embraced the 
element of chance. 

Miro engages with biomorphic structures 
which make it hard to distinguish specific 
shapes. The canvas suggests three 
dimensional space in between the figures 
on the canvas. 

These works inspired further works by 
Miro to come later. Many of his works 
use automatism and doodling as a way of 
tapping into the unconscious mind.

Yves Tanguy, originally a poet, became 
interested in the surrealists after reading an 
article about the surrealist revolution. 

The piece to the right is a depiction and 
discussion about war. The hyper realistic 
painting uses biomorphic forms and a 
limited to colour pallet to develop a 
dream like experience. He titles his works 
based on quotes from real psychiatric case 
studies.

This movement aims to engage with the unconscious mind to spark areas of imagination and inspiration. Surrealism was influenced by 
psychoanalysis. Surrealists believed the rational mind was full of conscious restrictions. They believed people could form discovery’s from their 
everyday life by tapping into their unconscious mind, and becoming released from their social boundaries. 

1 “Summary of Dada,” The Art Story, accessed March 12th, 2020, https://www.theartstory.org/movement/dada/.
2 Ibid.
3 Ibid.
4 Ibid.
5 Ibid.
6 Ibid.
7 Ibid.
8 “Surrealism,” The Art Story, accessed March 12th, 2020, https://www.theartstory.org/movement/surrealism/.
9 Ibid.
10 Ibid.
11 Ibid.
12 Ibid.
13 Ibid.
14 Ibid. 
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Key Artworks

Freud and Dreams

Surrealism may be one of the most recognised movements within modernism, but it is very hard to define. Each piece is individual to the unconscious mind of its creator. 
Although depictions of nature do frequently occur. 
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This piece creates an interesting relationship 
and conversation between the idea of art 
and the object itself. The canvas depicts 
the landscape behind but at a glance this is 
not noticeable. It is an illusion. The painting 
within the painting depicts the landscape. 

This is an example of a hyper realist painting. 
A technique often used by surrealists to 
create a dream like illusion image.

Spontaneity and Chance

Joan Miro -  Carnival of Harlequin (1924-1925)

12

13

14

1

To question convention

Manipulation of the existing

Most art works are composed and completed. Dada artist embraced the idea of chance. This went against all traditional and normal ways of constructing art. Here they aimed 
to question the role of the artist in the creation of art works. 

Introduction on chance

Dada artists were known for their adaptation of the existing. They manipulated well known art works to question creativity, the purpose of art and the purpose of the artist. 
Sometimes these manipulations could be deemed a mockery. 

Key Artworks

6
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Embrace artistic chance

Anti-establishment

Francis Picabia - Tableau Rastadada (1920)

Francis Picabia - Tableau Here, This is Stieglitz (1915)

Hugo Ball - Reciting the sound poem “karawane” (1916) Animation in space

Rene Magritte -  The Human Condition (1933)

Yves Tanguy -  Mama, Papa is wounded (1927)

Individualism

Conclusion:

Allowing the space to become a platform for discussing social ideas. 
Embracing this idea of chance encounters within spatial animation. 
Defining new pathways by allowing a space to  move and adapt. A space 
is multi-purpose. 

Each individual creation of the space is defined by the creator. The space 
does not necessarily need to close, but form a suggestion of an inclusive 
space from which to teach, make, research and display. 

Changing the space for thinking by engaging the landscape of the outside 
on the inside. Art should question its purpose an dpose further questions. 

To question arts purpose in society



To teach is to:

Share knowledge.

To nurture inquisitive minds and help them grow.

Education aids progression.

Education is to help people learn how to do thinks but at the same time 
encourage them to really think about what they are learning. 

There are two types of educational process a person can follow in order to 
become a ‘teacher’. You can be an artist or follow an arts education training 
to become an art teacher. 

He explains that the aim of an art teacher in fact does not vary much from 
school age to graduate age, other than the teaching style becomes more 
critical. 

To be a teacher it is thought you need to be a master or an expert in your 
field in order to deliver a wealth of knowledge. 

Traditional and current teaching practices are:

Formal Education: Institution based and follow a hierarchical structure. 

Informal Education: This engages more with learner participation. The 
methods are usually more diverse than formal lecturing techniques. Learning 
whilst doing. It s a more natural process, you can draw from life experiences.

Non-Formal Education: This form of education encourages learning from 
your situation. It is learning from your experiences and what is around you. 
It is not a formal education but I think critical in developing personality and 
individualism. This process is much longer. This type of education is more 
community based. You learn professional skills outside of the institution. It is 
practical. 

C H A R A C T E R I S T I C S  O F  T E A C H I N G ,  M A K I N G ,  D I S P L A Y I N G  A N D  R E S E A R C H I N G  I N  T H E  T R A D I T I O N A L  S E N S E

Forming My Own Critical Position on the Four Processes of Teaching, Making, Displaying and Researching

1 G. David Daichendt, Artist-teacher, (Bristol: Intellect books, 2010), 6-9, Dawsonera.
2 Ibid.
3 Ibid.
4 “Types of education: Formal, Informal and Non-formal,” Exam Planning, accessed 
February 16th, 2020, https://examplanning.com/types-education-formal-informal-non-formal/.
5 Ibid.
6 Ibid.
7 G. David Daichendt, Artist-teacher, 1.
8 Tim Ingold, Making: Anthropology, Archaeology, Art and Architecture, (London: 
Routledge, 2013), 20, ProQuest Ebook Central.
9 Ibid.

Footnotes

This book discusses the relationship between education and 
the artist. Why we teach, and how the taught artist then 
becomes the teacher. 

Artist-Teacher: A Philosophy for Creating and Teaching
G. James Daichendt

Theoretical References

TEACHING

MAKING

To make is to:

Express ones views, emotions or experiences.

To feel raw materials and examine their textural qualities.

To craft.

Ingold describes the process of making is often thought of as a project, with a 
generated ideas at the start point, and finishing with a created artefact made 
up of raw found materials. The materials are now not known as raw materials, 
they take on a new meaning as art. 

Makers can take two different perspectives. One commands their materials to 
make on a form of their choosing, placing their work in a world that already 
exists. The second takes on a more unassuming role, They learn a material and 
take on a more participatory role in the making process. Ingold describes this 
as a process of growth. 

What are the ideals and characteristics which surround the making 
process?

Privacy.

Self-personalisation.

Rigorous exploration.

Performance anxiety and social pressure to be right the first time.

To close yourself off.

To be able to control the ambience, temperautre, neatness of space, noise.

What is it to teach traditionally?

What is it to make traditionally?

Learning through watching, listening and feeling. Teachers do not need to tell 
the student how to do something but they can tell them how to find out how 
do to something. Through this process comes self discovery.

How could this process break the rules, connect more, and modernise?

Perhaps it is the detraction from the artists struggles, their tests and thought processes 
that means viewers of art or visitors to the gallery do not always connect with art in 
a deeper meaning. If people were able to understand the artists journey with more 
complexity it may aid in developing a stronger connection between the making process 
and the viewing experience. People need to be reconnected to the making process to 
understand the issues being discussed through art. 

To feel the materials and not force a falseness onto them. To keep form honest. Perhaps 
to break the rules here is to be honest about materials where the design of the Tate is not. 

Making: Athropology, Archaeology, Art and Architecture
Tim Ingold

A discussion about how the making process can occur from 
multiple perspectives. Be driven by materials or be driven 
by the artist. In using raw materials they take on new life, 
honest life and become art. 
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How could this process break the rules, connect more, and modernise?

Many educational institutions adopt a hierarchical approach. It would be interesting to 
develop a more horizontal approach as opposed to top down.  One person could teach 
a group, then the members of that group each teach a group, creating a domino effect of 
shared learning. 

Lecturing seems an old fashioned approach. To connect better with people process 
need to become more interactive, and active. Teaching and making go hand in hand and 
should not necessarily be seen as separate modes within a space. Teachers need to simply 
give someone the tools to learn. Not give them the answer to a question but show them 
how to find their own answer. Developing individual artists from a sharing of skill set.

To nurture the inquisitive mind of a passer-by who was not intending to connect. 
To educate people on social struggles. 

A top down approach moves towards a sharing bottom up approach

Revealing the struggles and experiencing art in its place of creation
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Forming My Own Critical Position on the Four Processes of Teaching, Making, Displaying and Researching

DISPLAYING

RESEARCHING

Why do artists display their work?

Exposure and self promotion.

Financial Gain.

Critique with the aim of positive feedback.

Convey a message, share and idea. It is a form of expression.

O’Doherty describes the thinking behind our ‘modern’ gallery space’. He likens the modern 
gallery space to that of a Cathedral. The outside world must not come in and detract from 
what is sacred inside. He explains this the reasoning for the windows being shut off. The walls 
are painted white and so the space is removed of context and the only source of light comes 
from above. This spatial design removes any sense of passing time. Art is beyond time. 
O’Doherty implies that this creates the feeling that the piece is already valuable. 

‘Art exists in an eternity of display’. 

He speaks of a gallery referring to it as the white cube, being an institution that comes with 
its own defined set of rules for how we should behave whilst viewing art on display. He likens 
this to how people should behave in a religious building. He argues that by entering these 
white cubes we give up our human nature and become an automated spectator for the 
institution.

In what type of spaces should art be displayed?

Quiet spaces, with hushed tones and no laughter.

No eating or drinking.

No laying down, sitting on the floor or dancing.

White Walls, lit from above and neutral floors.

O’Doherty explains that galleries of a modernist nature are transitional spaces for displaying 
work. The idea behind then was yes religious, but also to visually bleach out the past and move 
towards modernising the gallery display experience. It aimed to appeal to ‘modes of power’ by 
removing time and alluding that the work already had presence and wealth. 

There has long been a question as to whether the arts can be regarded as research or whether 
it is just a representation of human emotion through aesthetic content. 

We can secure theoretical, practical and productive knowledge through research. There are 
different types of knowledge to be gained from research. The type of research will differ 
dependant on the desired outcome and the place in which the research is conducted. 

Arts-informed research

This redefines research and creates new understandings about process, purpose, emotion, 
responsiveness and ethical enquiry. This form of research challenges more logical and 
positivist approaches which systematically explain human behaviour. The arts-informed 
process brings together this rational approach and uses it in conjunction with arts based, 
imaginative processes. It is thought that this will help to gain a broader understanding of 
human behaviour in society. 

Arts-based research

“Arts-based inquiry is uniquely positioned as a methodology for radical, ethical, and 
revolutionary research that is futuristic, socially responsible, and useful in addressing social 
inequalities. By its integration of multiple methodologies used in the arts with the postmodern 
ethics of participative, action-oriented, and politically situated perspectives for human social 
inquiry.”

Arts based research outlines areas for transformative practice. It involves the process of 
discovery and intervention. 

Makes use of emotive experiences, the senses, the body and imagination. 

The researcher has the freedom to use interpretive license to generate meaning from an 
experience.

The meaning is shaped by using different representational methods.

Arts based research positions itself between art and the social sciences. 

What traditionally determines how art is displayed? Is it controlled by a preconceived 
idea of what a gallery should be?

What is it to Research traditionally?

How could this process break the rules, connect more, and modernise?

Should we not consider the very fact that life moves forward in time. Things change and there is beauty in change. It is a 
natural process that objects, materials and surfaces will erode or grow. Instead of trying to remove time from art, displays should 
be embracing this change. 

The term transitional implied that we have not yet reached an ideal gallery space. We are still transitioning because we are still 
using this mechanism for displaying work. We need to remove the display of art from the white gallery space. This space should 
be directly linked to making. 

Displaying in such a manner detracts from the process and struggles of the artist in the development of an idea and the making 
process. The displaying should aim to convey journey and express struggles, re humanising art. 

How could this process break the rules, connect more, and modernise?

The process of researching predominantly aims to gather information about what has been before. The term researching comes 
with many scientific connotations. The arts however do not. Social sciences sit between these two categories, and research 
should aim as arts-based research does to bridge the gap been art and social science. Research in order to positively impact 
the future not just to understand the past. Connecting with all three types of research through design as discussed by 
Freyling. 

Using a discursive approach, research in this sense should aim to engage with social issues that surround the gallery and its 
users. Using an arts based approach could reveal areas within the gallery experience that could be explored in more depth. For 
example, why are people not connecting in the way Herzog and De Meron desired? How could we engage more? These questions 
could be approached through a qualitative arts approach and in turn produce a new experience for the gallery. 
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Inside the White Cube: The ideology of a Gallery Space
Brian O’Doherty

Is there truly an ideal gallery space. There is certainly a 
preconceived idea about what a gallery should be. But could 
we be pushing the boundary and breaking the rules to 
redefine and modernise what a gallery is. To redefine how 
we display at. 

Handbook of the Arts in Qualitative Research: Perspectives, 
Methodologies, Examples, and Issues.
J. Gary Knowles., Arda L. Cole.

A discussion about different relationships between art and 
research. Where arts based research comes from and what 
direction it may be moving in. 

1 Brian O’Doherty and Thomas McEvilley, Inside The White Cube, The Ideology of The 
Gallery Space, (Berkeley, Los Angeles, London: University of California Press, 1999) , 7. Capital 
Discovery.
2 Ibid.
3 Ibid., 11.
4 Ibid., 10.
5 Ibid., 11.
6 Elliot Eisner, “Art and Knowledge,” in Handbook of the Arts in Qualitative Research: 
Perspectives, Methodologies, Examples, and Issues, 3-13. (Thousand Oaks, CA: SAGE Publica-
tions, Inc., 2008). doi: 10.4135/9781452226545.n1.
7 Ibid.
8 Ardra L. Cole., and J. Gary Knowles. “5 Arts-Informed Research,” In Handbook of the 
Arts in Qualitative Research: Perspectives, Methodologies, Examples, and Issues, 60, (Thousand 
Oaks, CA: SAGE Publications, Inc., 2008), doi: 10.4135/9781452226545.n5.
9 Susan Finley, “6 Arts-Based Research,” In Handbook of the Arts in Qualitative 
Research: Perspectives, Methodologies, Examples, and Issues, 72, (Thousand Oaks, CA: SAGE 
Publications, Inc., 2008), doi: 10.4135/9781452226545.n6.
10 Ibid.
11 Christopher Frayling, “Research in Art and Design,” Royal College of Art Research 
Papers 1, no. 1 (1993) 1.
12 Bruce M Tharp, and Stephanie M Tharp, “What is Discourse, Discoursing and Discur-
sive design?” In Discursive Design: Critical, Speculative, and Alternative Things, (Cambridge: MIT 
Press, 2018). 78. ProQuest Ebook Central.

Footnotes

Freyling distinguishes three ways research is embedded into art and design. 

Research into art and design which is concerned with historical, aesthetic and theoretical 
information about a subject matter or line of enquiry.  

Research through art and design directly informs and develops a design. For example, adapting and 
changing existing, designs to inform your own proposals. 

The third is research for art and design, generating research through the design of an artefact whose 
purpose is to generate reflective conversation. Discourse as a form of research.

Research into Art and Design in Design Research
Christopher Freyling

A discussion about the different types of research that are 
associated with art and design. Research in art and design, 
research for art and design and research through art and 
design. 

Theoretical References
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Discursice Design: Critical, Speculative, and Alternative Things
Bruce M Tharp and Stephanie M Tharp

Discoursing, the verb, refers to the process of gathering of 
content through conversation. Discursive design is a useful 
research mechanism which aids an understanding around complex 
societies. Artefacts are useful tools in provoking conversations 
around research questions. They initiate discussion, but only allude 
to the answer, encouraging reflective practice. 12

Displayed outside of the white cube, always evolving 

Research for Art

Art used as a probe to develop further conversation about issues further discussed 
through art.

Research through Art

The process of creating art is researching into a topic of conversation. 

Research into Art

Discussing around the existing social issue to establish 
grounds for investigation.

In embracing how art can change over 
time, and equally a space can change 
over time, the installation will begin 
to reflect how opinions can adapt and 
change. Hows struggles can become 
less so, and other new struggles will 
emerge. 

The space could how multiple artists 
in residence which change with society 
to reflect the conversation of current 
social issues. 



When: 3rd - 4th December 2019
Where: Tate Exchange, Blavatnik Building, Level 5

The workshop enabled people to help shape a series of performances. These performances 
inspired an oil painting which will be on display in the Tate modern this year. Participators 
were encouraged to wear costumes, develop performances and share ideas around the subjects 
of social inequalities, and stereotypes around gender, race ad class. The performances would 
become the inspiration for Quilla Constance. A form of probe from which to develop her oil 
paintings.

This workshop engaged with:

Teaching

Making

Displaying

Researching 

When: 20th February 2020
Where: Clore Studio, Level 0, Natalie Bell Building

The workshop is targeted at families and with additional needs. The aim of the workshop is to 
look at ideas around sustainability and protesting. And to create a mini monument in response 
to the Fountain by Kara Walker that is currently on display in the Turbine Hall. They would be 
encouraged to play with materials and develop skills in 3d modelling software. The session is 
partly designed by the institute of imagination, a group that encourages people to re-imagine 
what the world around them could look like. They aim to empower people and help them 
develop skills. 

This workshop engaged with:

Teaching

Making

Displaying 

Researching

When: 14th - 17th November 2019
Where: Tate Exchange, Blavatnik Building, Level 5

The workshop was a collaboration between students from Rotterdam and London. They wanted 
the workshop to start the conversation between the power structures which currently exist within 
institutions. They wanted to discover if there are ways to share power and space more equally 
in a balanced way. The used a variety of mediums to explore ideas around dominant and non-
dominant cultures. The variety of approaches enables the participants to consider their questions 
from different view points.

This workshop engaged with:

Researching

Teaching

Making

Displaying 

It is clear that The Tate Modern recognises the need to bridge the gap between making, displaying, teaching and 
researching. Many of their interactive exhibits and workshops aim to engage the visitor more with art. To show that 
anyone can be an artist. But does it push this concept far enough? 

Figure 1.

R E S E A R C H  I N T O  P R O G R A M M A T I C  P R E C E D E N T S

Establishing the Tate Modern’s Current Programmes and Workshop that Encourage Teaching, Making, Displaying and Researching and Rule Breaking

Conclusion:

THEY AIM TO REVOLUTIONIZE

All workshops, even others not mentioned here have  tried to start 
conversations about areas in society where they feel need social 
change. To create social change people need to feel empowered. They 
need to become aware. These workshops all begin to address the 
gap between arts and social sciences. All engage in different aspects 
of research, about, for and through art. I feel to some extent they fall 
short due to short life span and lack of repeated events. The exchange 
is a great place for innovation, and can house many workshops. But 
its placement is almost hidden. It should be situated to encourage 
more engagement, from people that may just be passing through. These 
workshops should aim to connect more. 

BUT CAN CONNECT FURTHER

1 “Build, Break, Or Recreate? With Tent and Tates young people’s programme,” Tate, accessed February 17th, 2020, https://www.tate.org.uk/whats-on/tate-modern/
tate-exchange/workshop/build-break-or-recreate. 
2 Tate. “Open Studio with Quilla Constance.” Accessed February 18th, 2020. https://www.tate.org.uk/whats-on/tate-modern/tate-exchange/workshop/open-studio.
3 “Sale, with Central St Martins,” Tate, accessed February 17th, 2020, https://www.tate.org.uk/whats-on/tate-modern/tate-exchange/workshop/sale.
4 Tate. “Relaxed Session digital making: mini monuments.” Accessed February 18th, 2020. https://www.tate.org.uk/whats-on/tate-modern/exhibition/hyundai-commis-
sion-kara-walker/digital-making-mini-monuments-relaxed.
 

Footnotes

Figure 1 - Diana Agunbiade Kolawole, TENT x Tate at Tate Exchange, 2019, Photograph, accessed February 17th, 2020, https://www.tate.org.uk/whats-on/tate-modern/tate-ex-
change/workshop/build-break-or-recreate.
Figure 2 - Quilla Constance, Pukijam, 2015, Digital Video Still, accessed February 18th, 2020, https://www.tate.org.uk/whats-on/tate-modern/tate-exchange/workshop/open-stu-
dio.
Figure 3 - Authors Own, Sale with Central St Martins, 2020, Photograph.
Figure 4 - Unknown, Relaxed Session Digital Making: Mini Monuments, Photograph, accessed February 18th, 2020, https://www.tate.org.uk/whats-on/tate-modern/exhibition/
hyundai-commission-kara-walker/digital-making-mini-monuments-relaxed.

Figures

EXAMPLE TWO: SALE WITH CENTRAL ST MARTINS

When: 14th - 19th January 2020
Where: Tate Exchange, Blavatnik Building, Level 5

The aim of Central St Martins students was to create a new economic state. Participation 
was free. The initial stage encouraged participants to design and print their own money, in 
doing so they would learn a new ‘making’ process and the central St Martins students became 
the teachers. The cash printed could be used to pay in the workshop for art, or to initiate 
a performance to begin. When you ran out of money you could print more. Capital is only 
increasing for the top 5% of wealth. For all other members wages have not moved. In some 
cases they have gone down. Art follows this same trend. Artists struggle to make money. Very 
few artists actually make money. The idea was to encourage the conversation around the gap 
between the rich and the poor. 

This workshop engaged with:

Teaching

Making

Researching

EXAMPLE ONE: BUILD BREAK OR RECREATE WITH TENT AND TATES YOUNG PEOPLE PROGRAMME EXAMPLE THREE: RELAXED SESSION DIGITAL MAKING MINI MONUMENTSEXAMPLE FOUR: OPEN STUDIO WITH QUILLA CONSTANCE

Critique:

It takes place on only a couple of nights, in one room in the Tate Modern. The programme 
uses two distinctive focus groups, could it not have connected further with people outside the 
group? Or developed itself after initial lines of enquiry were established at the event? The Tate 
exchange is not in a central space. It is removed from key areas of connectivity in the Tate 
Modern. 

Critique:

Students became teachers in a horizontal teaching approach. Interactivity to provoke discourse.  
The Tate exchange is not in a central space. It is removed from key areas of connectivity in 
the Tate Modern. It was poorly promoted in other areas of the Tate Modern. How are people to 
engage if they do not know there is a workshop?

Critique:

Teaches way of interacting with art. Interactive. Brings art into thee reach of the ‘everyday 
person’ you do not have to be considered an artist to create art. The space is more accessible, 
on a floor with easy and direct access from the outside. But it is hidden in the corner, tucked 
way and not in direct sight lines. 

Critique:

Performance art and conversation influence the creation of art. Research for art through art. 
The Tate exchange is not in a central space. It is removed from key areas of connectivity in 
the Tate Modern. If wanting to empower the workshop should be given a ‘stronger’ space, with 
spaces within for private, personal conversation. 
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TATE EXCHANGE 

“How can art make a difference 
to peoples live’s and to society?”

Figure 3. Figure 4.

4

Figure 2.
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Location in the Tate Modern:Location in the Tate Modern: Location in the Tate Modern: Location in the Tate Modern:

Walking route through
Location in Tate Modern

Walking route through
Location in Tate Modern
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Location in Tate Modern
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Abstract painting and collage are relatively low-tech. They allow everyone to become 
involved in the creative process, These are practices are inclusive. 
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Programmatic Strategy Proposal and its Link to Modernism

RESEARCHINGDISPLAYING

TEACHING

Dada - Embracing artistic chance.

Cubism - Multiple view points in one 
composition.

Surrealism - Embrace the context of the works creation.

Dada - An activist approach that asks questions 
about the construct and functions of a capitalist 
society.

Modernism - Modernism emerged during the industrial 
revolution. Capitalism gained control over society and artists  
felt restricted. 
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MAKING

Avant Garde - To be the developer of a new 
idea

Constructivism - “Art as a tool for the common good”.

Constructivism - “Real Materials in real place”
The materials and making processes should be honest.

Modernism - Anti-bourgeois and Anti-
establishment

Dada - Teach people how to ask and express questions 
about society through art
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Keywords:

Dada - Embracing artistic chance. 

Dada - To questions the purpose of Art. 

Constructivist - Art should not be separate from 
daily life and should be used for social purposes.

A place for free speech and self expression and 
empowerment. To question art, to question societal 

structures. To give the power back to the people 
and question the practices and ownership of the 

establishment.

To teach people about the struggles of others. To 
enable learning about how society can begin to 

discuss thee issues through the power of art and aid 
other parts of society.  

A place for free speech and self expression and 
empowerment. To question a traditional top 

down approach in teaching and a hierarchical 
system. To empower the everyday person, and 

generated a platform to share skills. To connect 
multiple stakeholders through a sharing of 

knowledge. Numerous artists in residence will work 
collaboratively to share arts skills. 

Collaborative art pieces generated and displaying in 
and outside the Tate Modern, moving displays create 
an animation of space. The move across the boundary 
of inner and outer building blurring it. Displaying 
art i its place of creating merges the disconnect of 
artistic struggle in the studio and the refined gallery. 
Bringing art closer to daily life. 

Revealing the artists struggles reveals a layer of 
honesty in the works creation. Work is also displayed 
in it place of creation, to watch the artist at work. It 
brings it back closer to daily life. Reconnects people 
through the conversation of art. This begins to 
question the purpose of art. 

Constructivist - Generating work for 
society and not just for the elite. 

Constructivism - “Art as a tool for the common good”.

Constructivist - Generating work for 
society and not just for the elite. 

1 Neri Oxman, “Age of Entanglement,” Journal of Design 
and Science, no. 1 (2016). DOI: 10.21428/7e0583ad.
2 Ibid.
3 Bruce M Tharp, and Stephanie M Tharp, “What is 
Discourse, Discoursing and Discursive design?” In Discursive 
Design: Critical, Speculative, and Alternative Things, (Cambridge: 
MIT Press, 2018). 78. ProQuest Ebook Central.
4 Ibid.

Footnotes

Theoretical References

Research in art, takes an ethnographic and 
qualitative approach. Oxman questions the 
need for boundaries across the disciplines 
of Art, Science, Engineering and Design. 
Oxman developed a model, ‘a conceptual lens’ 
which considers how all four disciplines can 
share a space for thinking. Techniques and 
processes can be drawn from each in a border 
less approach to multidisciplinary research, 
which may in fact produce a richer output.

Teaching becomes a sharing of skills. 
Multiple disciplines work together to 
generate holistic approaches. 

The way an artefact is interpreted will 
determine the conversational output. The 
conceptual lens appropriated by a participant 
will be determined by culture, background 
personal experience and interests. People 
view the world in individual ways and so using 
abstract artefacts will generate personalised 
responses in research. In turn, composing 
richer qualitative data for interpretation.

Users come from multiple backgrounds. In 
expressing views about society they will be 
able to generate conversation for artistic 
interpretation. The artistic output will act as a 
probe for discussion.

As long as the Tate continue to display art 
there will always be a place for debate and 
discussion. 

Age of Entanglement
Neri Oxman

Neri Oxmans: Conceptual Lense of Creativity

1

2

What is Discourse, Discoursing and 
Discursive design? In Discursive Design: 
Critical, Speculative, and Alternative Things
Bruce M Tharp, and Stephanie M Tharp

Discoursing, the verb, refers to the process of 
gathering of content through conversation 
and discourse the noun, refers to the content 
itself.

Discursive design is a useful research 
mechanism which aids an understanding 
around complex societies. Science quantifies 
data collected but qualitative discursive design 
processes are needed to understand the social 
aspect of human life. Psychology, sociology 
and ideology can be addressed using 
artefacts and discourse. 

Art works generated will act as Artefacts for 
future discursive design. 

3

4

The same group of ‘activists’ may take residence 
within the space for a number of years before 

rotating the space with another group focused on 
different social actions. 

The space should be neutral and adaptable to allow 
for a group to completely inhabit and embody the 

essence of their agenda within the space. 

In my opinion ‘modern art’ is a title which oversees a collection of smaller movements which all to an extent question the norm. They oppose traditionally accepted ideas 
and aim to forge new ways of understanding society. Modern art aims to empower the masses and remove the power from the elite institution. It is sometimes playful in 
its approach, taking chances in order to question normality. It encompasses themes of collaboration, inclusion, rebellion and honesty. 

Modern Galleries should design spaces that bridge the gap between Art, Galleries and Social Inequalities. It is hard to separate the four categories of Researching, 
Teaching, Making and Displaying. They should overlap and interconnect. 

MY POSITION ON MODERN ART:
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Defining How Programmatic Phases May Evolve To Incorporate The Modernised Practices of Researching, Teaching, Making and Displaying. 

Example of Social Issue and 
Activist Group:

Extinction Rebellion

Conclusion:

I will consider how previous installations in the Tate 
Modern have used the space. I will study how they have 
embraced the concepts of visual and literal physical 
connectivity and assess their effectiveness both positively 
and negatively. 

Example of Social Issue and 
Activist Group:

Equal Rights Groups 
#blacklivesmatter

Example of Social Issue and 
Activist Group:

Increased Domestic 
Violence during 
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The adaptable hub/workshop can be inhabited by multiple 
artists at a single time. At different times of use there will be 
different configurations to allow for each activity to take place. 

As demonstrated in the diagram, each group can choose 
how long they wish to stay in each phase. The space will be 
physically adaptable but also user mode adaptable. 

The three phases could relate to the south and north of the 
river with the Tate modern becoming a hub for activity and 
artful creation. 

Standpoint theory and Systems orientated design 

both take the position that for research to be 

relatively objective it must consider the viewpoints of 

multiple stake holders. To achieve relative objectivity 

research should consider multiple standpoints and 

work collaboratively with multiple stake holders.1

The programmes should aim to be inclusive in its 

discussions, allowing multiple points of view into 

discussion sessions. 

 Assuming another person’s perspective would not 

be objective, any argument raised from this assumed 

position would be influenced by the researchers 

own bias. By directly interacting with other people 

to understand their standpoint, a researcher gains a 

more holistic body of research.2

Artists can draw from this research for inspiration. 

Generating works for further discussion around 

sensitive topics. The use of abstract art PAINTING 

AND COLLAGE adds a layer of anonymity to the 

proceedure encouraging more open discussion. 

Systems orientated designers broaden the 

boundaries of research with GIGA maps. This adds 

depth and layers of complexity, going beyond 

the realm of what needs to be considered.3  

The process generates new insights and poses 

questions developed through discussions about the 

relationship between objects. Boundaries are hard to 

define in this type of research. Different discussions 

will emerge dependant on the placement of a 

boundary.4 

It would be both interesting and important to 

consider the wider discussion. Longer sessions of 

spatial inhabitation would allow for this. 

1 Sandra Harding, “Objectivity for Sciences from Below,” 
In Objectivity in Science: New Perspective from Science and 
Technology Studies, edited by Flava Padovani, Alan Richardson and 
Jonathan Y. Tsou (Cham: Springer International Publishing, 2015) 35.
2 Ibid., 37.
3 Birger Sevaldson, “Systems Orientated Design: The 
Emergence and Development of a Designerly Approach to Address 
Complexity,” Paper, Presented art DRS//CUMULUS 2013: 2nd 
International Conference for Design Education Researchers, 14-17 
May. (Oslo, Oslo School of Architecture and Design: 2013). 1.
4 Ibid., 6.

Theoretical References

Objectivity For Sciences From Below
Sandra Harding

Systems Orientated Design
Birger Selvaldson

LISTEN AND DISCUSSION PHASE:
Researching and Teaching.

This phase will be designed to encourage discussion 
amongst multiple stakeholders within the Tate Modern and 
within the activist groups. it will encourage conversations 
between those around the topic of discussion. It will allow 
a platform for people to speak, and smaller discussion 
spaces. 

Participants per session: 1 activist group at a time to 
inhabit the space. This gives them power in presence. 
Groups of 6 may participate in discussion groups. Maximum 
of two people to have a platform to speak at a given time 
otherwise voices will not be heard. 

ACTIVE INCLUSION MODE:
Teaching, Making, Displaying, Researching. 

This phase will be an animation of space, a productive 
hub of creation. It will predominantly encourage painting 
and collage as these arts are accessible and allow all 
participants the ability the participate in collaborative 
creation. Tables and easels necessary.

Participants per session: Maxium 5 in a working group. 
but multiple groups can be present. 3 or 4 artists to take 
residence at once.

DISPLAY MODE
Displaying, Teaching.

This phase demonstrates that anyone can be an artist 
and have their work displayed for further discussion and 
appreciation. Taking influence from Dada-ism works may be 
controversial, they may question a persons position around 
a social issue. Most importantly works should have the 
power to provoke conversation. To allow the excluded to 
become accepted. 

Participants per session: This number is indeterminate. 
It will vary over time as users naturally flutuate in and 
through the Tate Modern. 

A PROPOSAL:
THE FIRST YEAR OF THE 

PROGRAMME



W H A T  I N S T A L L A T I O N S  H A V E  P R E V I O U S L Y  T A K E  P L A C E  I N  T H E  T A T E  M O D E R N ?

What Were Their Design Intention and What Was the of Materials Used?

It is key to understand the tern installation. As described by the 
Tate, ‘The term installation art is used to describe large-scale, 
mixed media constructions, often designed for a specific place 
or for a temporary period of time.’

Installations can take many forms, some create environments 
which engulf their space, forcing the ‘viewer’ to complete 
engage as the move through the environment of their 
installation. Others are subtle and encourage contemplation 
as view moves around an installation as opposed to moving 
through.

Installation art differs from a usual expected gallery space. It 
is an experience where all the elements are unified and not 
separate pieces placed side by side in an exhibition. They are 
often designed to be more immersive. The 1960’s saw the 
emergence of installations in modern art. 

The Tate explains that ‘Environments [are] an alternative term for 
installation art; environments are mixed-media constructions 
or assemblages usually designed for a specific place and for a 
temporary period of time. 

1 “Installation Art,” Tate, accessed February 6th, 2020, https://www.tate.org.uk/art/art-
terms/i/installation-art.
2 “Environments,” Tate, accessed February 6th, 2020, https://www.tate.org.uk/art/art-terms/e/
environments.
3 “The Unilver Series: Juan Munoz: Double Bind,” Tate, accessed February 7th, 2020, https://
www.tate.org.uk/whats-on/tate-modern/exhibition/unilever-series/unilever-series-juan-munoz-dou-
ble-bind.
4 “10 of Londons Most Unforgettable Art Installation,” Ailis Brennan, accessed 1st March, 
2020, https://www.standard.co.uk/go/london/arts/best-london-art-installations-10-of-the-most-unu-
sual-artworks-to-grace-the-capital-a3929486.html.
5 “Rachel Whiteread: Embankment: About,” Tate, accessed February 7th, 2020, https://
www.tate.org.uk/whats-on/tate-modern/exhibitionseries/unilever-series/unilever-series-ra-
chel-whiteread-embankment-0.
6 “The Unilver Series: Miroslaw Blake: How it is,” Tate, accessed February 7th, 2020, https://
www.tate.org.uk/whats-on/tate-modern/exhibition/unilever-series/unilever-series-miroslaw-bal-
ka-how-it.
7 “Every Tate Modern Turbine Hall Exhibition, and where they are now,” Unknown, accessed 
March 1st, 2020, https://londonist.com/london/art-and-photography/tate-modern-turbine-hall-com-
missions.
8 Ibid.
9 Ibid.
10 “What are the advantages and disadvantages of fibreglass?” Unknown, accessed June 6th, 
2020, sites.google.com/site/thekacassite/fibre/what-are-the-advantages-and-disadvantages CNN 
Cm-and-disadvantages-of-fibreglass.

Footnotes

Installation Art

Environments

Examples of Previous Installations / Environments 
in the Turbine Hall at Tate Modern

Figure 1 - Juan Munoz, Double Bind, Photograph, https://londonist.com/london/art-and-photography/
tate-modern-turbine-hall-commissions.
Figure 2 - Juan Munoz, Double Bind, Photograph, https://www.tate.org.uk/whats-on/tate-modern/
exhibition/unilever-series/unilever-series-juan-munoz-double-bind.
Figure 3 - Marcus Leith, Andrew Dunkley, Olafur Eliasson The Weather Project, 2004, Photograph. Tate 
Collection. 
Figure 4 - Fin Fahey, Rachel Whiteread Embankment, 2005, Photograph, https://londonist.com/lon-
don/art-and-photography/tate-modern-turbine-hall-commissions.
Figure 5 -Marcus Leith, Rachel Whiteread Embankment, 2005, Photograph. Tate Collection. 
Figure 6 - Aurelien Guichard, Miroslaw Balka: How it is, Photograph, https://londonist.com/london/
art-and-photography/tate-modern-turbine-hall-commissions.
Figure 7 - Tim Callaghan, Miroslaw Balka, How it is, 2009, Photograph, https://www.flickr.com/photos/
timcallaghan/4013483143/in/photostream/.
Figure 8 - Martin Bartolome, Performance in the Tate Modern London – Tino Sehgal These Associa-
tion, January 28th, 2016, https://www.youtube.com/watch?v=Pk7FKMEwMRg&feature=emb_logo.
Figure 9 - Martin Bartolome, Performance in the Tate Modern London – Tino Sehgal These Associa-
tion, January 28th, 2016, https://www.youtube.com/watch?v=Pk7FKMEwMRg&feature=emb_logo.
Figure 10 - Sara Jennifer Morrow, and Alexander Baxeyanis, Empty Lot, Photograph, https://weburban-
ist.com/2016/04/03/potential-greenery-topsoil-time-shape-empty-lot-artwork/.
Figure 11 - Sara Jennifer Morrow, and Alexander Baxeyanis, Empty Lot, Photograph, https://weburban-
ist.com/2016/04/03/potential-greenery-topsoil-time-shape-empty-lot-artwork/.
Figure 12 - Tania Brugera, 10,148,451, 2018, Photograph. Tate Collection. 
Figure 13 - Andrew Dunkley, Tania Brugera’s 10,148,451, 2018, Tate Photography. 

Figures

Juan Munoz
Double Bind
12/06/2001 - 10/03/2002

Rachel Whiteread   
Embankment
11/10/2005 - 01/05/2006

Miroslaw Balka
How it is
13/10/2009 - 05/04/2010

Tino Segal
These Associations
24/07/2012 - 28/10/2012

Abraham Cruzvillegas
Empty Lot
13/10/2015 - 03/04/2016

Tania Bruguera
10,148,451
02/10/2018 - 24/02/2019

Figure 10.

Figure 11.

The artist has not planted seeds. They water 
the soil and the ‘things’ that grow are born 
from the bacteria in the atmosphere.

Although this does not directly interact with 
humans. This soil interacts with biological 
living organisms. It is a process which must 
develop over time. It is not static it is 
evolving. 

The ‘box’ directly relates to the structure of 
the Turbine Hall. The structure is an inside 
out space. Visitors can walk underneath it. 
The installation creates the experience. It 
engages with the senses of sound and 
sight. The steel structure echoes as people 
walk through it. Visitors are engaging with 
the structure without touching or passing 
through it. The interior is pitch black which 
creates a sense of unease. It also heightens 
your senses. 

The design is deeply embedded in the history 
of Warsaw and the Jews. The structure 
represents to vehicles that took Jews to 
concentration camps. The spatial experience 
is designed to be both sensory and emotive. 

Figure 6.

Figure 7.

WOOD

Figure 1.

Figure 2.

The space is designed to play on perspective, 
illusion, visibility, and invisibility. Some 
of the holes are illusions. Two elevators 
rise up and down at the end of the turbine 
hall, crossing between the two different 
artificially created environments. 

The inspiration for this design came from 
the discovery of a single box in her mothers 
house. Inspiration is personal. 

She cast the inside space of plastic boxes to 
form solid masses. She create positives of 
negative space, recorded the ‘ghost’ of the 
box. 

By transforming the space of thinking 
she transforms the way a simple object is 
viewed. 

Figure 4.

Figure 5.

Figure 8.

Figure 9.

This is the first performance piece of art 
to happen in the Turbine Hall and The Tate. 
He predominantly creates live encounters 
between people. The actions of people were 
pre-choreographed and recorded. These 
choreographed movements took place 
around the visitors to the Tate Modern. The 
Turbine Hall is occupied by the physical and 
vocal energy of the participants and visitors. 

This raises questions about planned 
and spontaneous movements. Are the 
encounters only art because they have 
been pre-designed? Does the visitor only 
think the encounters are art because they 
take place in the Tate Modern?

Figure 12.

This installation was made up of a heat 
sensitive floor which in fact concealed the 
image of an immigrant. It created a very 
interactive exhibition where the outcome 
was always determined by the user or 
participator. 

Figure 13.
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Figure 3.

MACHINE GENERATED HAZE

This was the first attempt from an installation 
to bring the outside in. He created a ‘sun’ 
inside the Tate Modern, from relatively low 
tech materials. This began to alter how 
people behaved inside the gallery space. 
They were lying on the floor sunbathing, it 
created a more relaxed environment. 4

Olafur Eliasson   
The Weather Project
06/10/2003 - 21/03/2004

MONO-FREQUENCY LIGHTS

ALUMINIUM

MIRRORED FOIL

Conclusion:

The study on the next page will consider 
how these installation aim to connection 
both visually and literally with the 
movement of the user.

Fibre glass is fire 
resistant, and low 
maintenance, but 

is not always a 
healthy material, the 
airborne fibres used 
in construction can 
be bad for asthma 

suffers.

It is a strong and 
stiff yet light weight 

material.  

Very strong, and 
durable. If bolted 

can be reused 
increasing its 

lifespan. If welded 
it limited further 
use and is much 
less sustainable. 

Can be difficult to 
dispose of unless 

recyclable. It 
must be disposed 

of responsibly 
after use as has 

serious negative 
environmental 

implications if not. 

A durable surface. 
A quick technique 

for levelling 
large and uneven 

surfaces.  

The growing of 
plants may help 
purify the air as 

they take in carbo 
dioxide. 

Eco-friendly, 
durable and 

recyclable.  

10



V I S U A L  C O N N E C T I O N  I N T E N T I O N

Figure 1 - Marcus Leith, Andrew Dunkley, Olafur Eliasson The Weather Project, 2004, Photograph. Tate Collec-
tion. 
Figure 2 - Fin Fahey, Rachel Whiteread Embankment, 2005, Photograph, https://londonist.com/london/
art-and-photography/tate-modern-turbine-hall-commissions.
Figure 3 - Aurelien Guichard, Miroslaw Balka: How it is, Photograph, https://londonist.com/london/art-and-pho-
tography/tate-modern-turbine-hall-commissions.
Figure 4 - Martin Bartolome, Performance in the Tate Modern London – Tino Sehgal These Association, January 
28th, 2016, https://www.youtube.com/watch?v=Pk7FKMEwMRg&feature=emb_logo.
Figure 5 - Sara Jennifer Morrow, and Alexander Baxeyanis, Empty Lot, Photograph, https://weburbanist.
com/2016/04/03/potential-greenery-topsoil-time-shape-empty-lot-artwork/.
Figure 6 - Tania Brugera, 10,148,451, 2018, Photograph. Tate Collection. 

Figures

Figure 1.

Figure 2.

Figure 3.

Figure 4.

Figure 5.

Figure 6.

The study aims to 
understand how various 
installations have 
inhabited the Turbine 
hall at the Tate Modern. 
How they have engaged 
with users of the space 
and the connotations of 
their material palette 
in terms of what spatial 
condition this generates. 

Each precedent relates to 
he adjacent study.

Olafur Eliasson’s Weather Project is in direct sight lines from almost all positions 
of the turbie hall. The haze effect creates an installation that is all emcompassing by 
not dominating. The transformation softens a hard space. Bringing the outside in 
encourages outside behaviour that breaks the rules (laying down) within the art 
gallery.

From lower levels Rachel Whitereads embankment is intriguing. It 
encourages exploration, The muted palette allows for a play on form and 
texture. It is visible from all sight lines as it is vast but set in the East side 
of the Turbine hall means it does not dominate sight lines. 

Aurelien Guichard, Miroslaw Balka: How it is is again in direct sight lines. The 
columns raise it above the lower level. Only he columns and ramp are visible so 
even though the materials symbolize strength and power, the dark and space is 
provocative of isolation, and vulnerability. 

Lack of any form or structure is confusing. The performance is the 
installation. The users and visitors become part of the performance but are 
unaware. The lack of form struggles to engage the user. Performance 
and movement can be part of the installation but they need a constant to 
emphasize that something is moving/changing.

Visually this connects more with users who pause on their journey from the 
north and south. It starts a conversation about becoming more interactive 
with art. To reveal the art the user my sit or lay down on the floor and be 
encouraged to spend time there in order for heat transfer to be effective. 
It questions how people should behave around art. It struggles to have 
impact to those entering from the west due to lack of visual engagement 
and placement on the east side.  

This installation has two different impact on direct visual connection 
dependant on the users entrance. If entering from the west the structure is 
very dominant, instant visual connectivity. It uses a steel scaffold which 
feels very chaotic. If entering from north or south on a different viewing 
plain the impact is softened with raw and natural materials. Organising 
and less chaotic. The installation is also floor level for the people.

1
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N@1:500

How Have Previous Installation Experiences Engaged with the Visitor to The Gallery and Passer By in Relation to Immediate User Connection and User Interaction Connection



H O W  D O  T H E  D I F F E R E N T  V I E W  P O I N T S  C H A N G E  T H E  I M P A C T  O F  A N  I N S T A L L A T I O N ?

Precedent Examples are experienced differently in terms of Materiality and Visual Engagement depending on your Relationship to and Connectivity to the Turbine Hall

Rachel Whiteread - Embankment

Olafur Eliasson - The Weather Project

What does a commuter passing along the north south line see of the 
installation?

How do commuters see one another? How does a user experience the space?

What does a commuter passing along the north south line see of the 
installation?

How do commuters see one another? What does a visitor from the west see? Do they see the commuters as part of 
the ‘performance’, or does the installation dominant?

Conclusion: The haze engulfs the 
space. Everyone engages to a degree. 
It would be impossible not too. But 
depending on your entrance and 
visual connection it is hard to engage 
with the behaviour changes the space 
does encourage. 

Those users moving along the north 
south line create a performance of 
movement in the haze. 

The illusion is intriguing. It may 
encourage people to come back 
repeatedly. It brings nature into a 
heavily industrial space.

Conclusion:
It creates a novel experience for 
users to move through. The muted 
palette allows the eye to focus on 
composition. It would be fun and 
perhaps more engaging if users could 
use their initiative to reconfigure the 
boxes and create personalised spaces. 
It does not go far enough to connect 
with passers through. The bridge walk 
way feels very separate. Although 
the space is intriguing and may bring 
users back on their lunch break or 
after work. I think this concept could 
be pushed further.

Using a limited material palette 
gives emphasis to form and spatial 
movement. It does not detract. 

N

N



H O W  D O  T H E  D I F F E R E N T  V I E W  P O I N T S  C H A N G E  T H E  I M P A C T  O F  A N  I N S T A L L A T I O N ?

Precedent Examples are experienced differently in terms of Materiality and Visual Engagement depending on your Relationship to and Connectivity to the Turbine Hall

Miroslaw Balka - How It Is

Abraham Cruzvillegas - Empty Lot

Conclusion: The dimming of the 
lights has similar impact to the haze 
creates by Olafur Eliasson. A user 
must engage their other senses of 
touch and sound as once inside sight 
is removed. Although not a moveable 
space it becomes a tactile experience. 
The installation has a lot of power not 
just in its use, but the connotations of 
its material palette. It dominates when 
it engages and remains secluded on 
the east side of the Turbine Hall.

Conclusion: This space creates 
different visual experiences 
dependant on which entrance a 
person engages with. From the west 
the space is dominating and powerful. 
To enter the space you must notice it 
and engage with it. The north south 
line is softer. It begins to connect 
with the outside and highlights the 
element of time within an installation. 
However I do not think it pushes 
this concept far enough. Other 
than engaging visually it does not 
encourage users to move through, or 
interactively engage. 

N

N



T H E M E S ,  C O N C E P T S  A N D  V I S U A L  C O N N E C T I V I T Y 

How can Materials and Spatial Intention work in conjunction with Modernist Themes to ‘Modernise’ The Turbine Hall at Tate Modern

Teaching

Open spaces, and platforms that 
give people a voice.  

Material Considerations - What 
kind of spaces would these define?

Making

Displaying Researching

Type of Practice

Themes / Spatial Requirement 

Key:

Link to Modern Art Time line

Strong Links

Material Examples

Links

Less controlled. Non specific 
multimedia working spaces. That 
allow for individualism in making 

and researching. 

The1850’s saw capitalism gaining 
more and more control over 
cultural values. Conventional 

values were controlling what was 
being placed in and made for 

galleries. 

Dada wanted to destroy traditional 
art values and create new systems 

and art to replace the old.

Constructivists reject the notion 
that art should be separate from 
life. It should be used for social 

purposes.

The turn of the century saw 
emergence of Modern Art market 

and Avant Garde approaches 
in response to a controlled and 

power lead capitalist society. 

The drive was for individualism and 
‘new idea’ generation.

The emergence of surrealism in the 
1920’s after the Russian revolution 

and the first world war further 
sparked ideas of revolution. 

Less controlled by the bourgeois 
and more public ownership.

Art is a powerful tool in tackling 
complex struggles, and social 

struggles even personal battles like 
Tracey Emin. Talk about difficult 

subjects. Individually lead and not 
controlled by the bourgeois.

Automatism is a type of surreal art 
generated without thinking. Work 

is generated through subconscious 
thought and the outcome is 

unplanned. 

Public open and shared. 

Declaration, sharing space where 
people can state their individual 

agenda and collaborate. This 
should be prominent and also 

take note of spaces where people 
are naturally congregating, where 
can the most user engagement be 
generated? Where can you be seen 

from all spaces.

Transparent spaces that are 
enticing, 

Perforated - filters vision and view

Materials or structures that can 
moved and manipulated, open and 
closed. User controlled dependant 

on their usage at the time.

Hard opaque materials. The space 
are moveable but should be able 
to close completely to allow for 
anonymity in the initial stages. 

Quieter smaller spaces. A choice 
for artists who are starting out or 
feel less confident. Places not in 

direct visual connectivity.

Connectivity

Making spaces should allow for 
social engagement. The making 
art of art is performative and so 

should engage with routes of 
connectivity.

These should be placed in a couple 
of areas to allow for maximum 

engagement and maximum 
disengagement/privacy.

Should be bright, light and allow 
for maximum day light entry and 

ventilation. 

Transformative Thinking Space

Creating a stronger link between 
the inside and outside to lessen 

the impact of boundary rules 
placed on an institution.

Raw internal materials, moving 
away from the ‘white cube which 
rejects time’. Reflective surfaces 

upon entrance which begin to blur 
the boundary on entrance bringing 

the inside out and outside in. 

Individual and collaborative 
spaces. Spaces for declaring. A 

speaking space. Encourage people 
to break the rules set about by the 

institution.

Hard materials to symbolise 
strength and power. Concrete and 

steel

Passers through the Tate Modern 
should be encouraged to return 
and collaborate. Anyone can be 
an artist. This process aims to 
connect with people who were 

not intending to visit the gallery 
just move through on their way to 

work.

Work causes manipulation of space. 
Hard surfaces become mechanical. 

Or soft surfaces ply-able.

Tactile spaces that encourage 
playfulness. Entice participation 

and connectivity.

To encourage greater interactivity 
in display. Anyone can be an artist.

Materials that age and change over 
time. 

Using materials that age. Time is a 
constant in daily life so art should 

embrace this not try to remove 
it to give the false illusion of 

prosperity.

Community Owned. Community 
created.

A space that changes over time 
to reflect and record the people 
who have passed through and 

connected. 
Art is not a constant it should 

embrace time. It will change each 
time a person passes through.

Group working spaces that remove 
the nature of hierarchical lecturing. 

Learning through making not 
institution lead curriculum. A 

sharing of skills.

Spaces that encourage freedom of 
expression.

Lack of rigidity, reject structure and 
de-construct it.

Cubism was a revolutionary style. It 
aimed to bring together different 
view points into the same picture. 
There are infinite possibilities for 

visual realities. 

Private secluded spaces for 
anonymous recording. 

A rejection of the timeless, context 
less, white cube.

Soft, relaxing, seated and sound 
proof. Possibly foam, tackle 

recording spaces.
These can be used to inform 
collaborative pieces of work, 

connecting different views points.

LINK BACK TO PREVIOUS PORTFOLIO STUDIES

Developing and Evolving concepts and ideas from the 
device and installation which have influence on the 
creation of an artist in residence space. 

A residence that inspires and is reactive to the 
environment. The experience of the environment 
recorded by the previous experience of nature.
The wind and storm are nature which influence the 
spatial layout.

That artist in residence project will consider that the 
artist becomes the storm, the nature. They dictate the 
spatial format and exposure, and their working practice 
evolves and changes the studio. What ever time 
someone visits the studio it will always be different. 
Ever changing. 

It will change over time just as the Installation does. 

A Reactive and Parasitic installation

Complete 
Comfortability

Not 
Comfortable Slight Unease

A Device that Records Comfortability and Experience

A Device that allows for modes and choice. A device 
created from mechanisms. Movable and changeable 
parts. I will explore all of these types of spaces in the 
diagram seen on the right, looking at how mechanisms 
could be used to explore each of these spatial 
conditions.
 
The artist residence could have modes of spaces. The 
artist who would work and reside within the space will 
choose the mode of function. Chose how visible they 
want to be and how much interaction they want to have. 

There is never one distinctive way in which an artist 
would like to work. These ideas discussion oppositions, 
private vs public, distant vs immersive, visible vs 
invisible. Spaces should be adaptable.

A Reactive and Parasitic installation

WHAT CREATES 
AN IDEAL ART 

CREATION SPACE?

Visible
 vs 

Invisible

Public
vs 

Private

Light 
vs 

Dark

Quiet 
vs 

Loud

Creating art can be very personal. It needs to be a choice 
whether an artist wants to be watched and seen when 

created their work. It may be that the creation of their work 
is never seen until it is finished. 

This idea plays on the concept of being visible or invisible. 
Being able to close your space off from the public, to 

choose to be seen or not is very important. This stems from  
the creation of art being a very personal experience. 

Light is very important in the creation of art. It is often 
assumed that ambient light is more important than direct 
sunlight which can be quite harsh. A system to filter light 

into the space would be key in controlling lighting levels in  
the artist in residence. 

There are many different noises on, in and around the pier.  
It is often presumed that artists like to work in the quiet. 

But this is not always the case. It would be key to consider 
placement of the artist residence to allow for the user to 

engage with either nature or artificial noise. 

Distant 
Observation 

vs 
Immersive

Some artist may wish to experience their subject 
matter by being immersed within it. Choose to 

engage with it to be influenced by it. Others may 
step back and view from a  distance. 



Teaching

Cubism

Materials should be honest. It 
should embrace its industrial 
heritage. Industrial steels can 

create a series of tracks and pulls 
for the space to move around. This 
connects back the structure of the 
space. Steel has connotations of 
power. The spaces are adaptable 

giving the people the power. 

Dream like and awake the 
unconscious mind. To spark 

intrigue.

Connectivity

Revolution

Surrealism

F I L T E R E D  T H E M E S  A N D  C O N C E P T S  I N F O R M  S P A T I A L  A N D  M A T E R I A L  D E V E L O P M E N T

How can Materials and Spatial Intention work in conjunction with Modernist Themes to ‘Modernise’ The Turbine 
Hall at Tate Modern and Where Would the Most Suitable Location on Site be?

Material Considerations 

Type of Practice

Spatial Requirement 

Key:

Key Theme drivers

Individualism

Making

Researching

Displaying

Reconfiguring multiple view points 
into one collective to view an idea 

differently. 

Born from the industrial revolution. 
It should question established 

social constraints and aim to break 
the rules.

Should engage multiple groups 
from all social groups. Should not 

be seen as elite and exclusive.

Individuals should have the choice 
to express their own values. Uses 
space and materials as they wish. 
Spaces should be adaptable for 

this purpose.

It will becomes a display and play 
of movement. It will embrace that 
time is inevitable in life and cannot 

be ignored for a false sense of 
prosperity. There will be different 
stages of displaying throughout 

various spatial configuration. 

Light weight so easily 
manoeuvred by all users. And 
installed in pieces on site. Areas 
should be open and closed to 
imply differentiation within a 
collective. Panels can rotate. 

Public and private platforms which allow 
people to voice struggles they face in 
daily life to pose questions. Multiple 

types of research spaces. Intimate and 
public sharing. The act of conversation 

and discourse in art is research. The 
process of making is research for 

art. Spaces should be movable and 
adaptable.

Displaying involves revealing the 
making researching process at 
various stages. Displaying spaces 

should capture the intrigue of people 
visiting and moving through the space. 

The movable structure becomes a 
performance and animation of space, 
as well as works produced in the space.

Group working spaces with multiple 
levels of privacy. They can completely 
open up or close down. These places 

should be interchangeable and 
adaptable. Walls and ceilings can 
open and close to allow for this. 

Spaces should be ventilated in case of 
fumes from art making supplies.

Explanation about theme

Aims to destroy traditional values, 
and develop new to replace the 
old. Art is used as a means for 

expression.

Dada-ism

Art should not be separate from 
daily life, and it should be used for 

social purpose. 

Constructivists

Teaching should reject established and hierarchical 
approaches and take on a more horizontal approach 
to shared learning. And learning through making and 

doing (a form of research). It should be supported 
by experts from artist fields but not driven by it. 

A sharing of skills and skill levels. The process should 
be inclusive. The making process should be revealed 

to those ‘viewing’ art and those passing through. 
Modernist practices puts art literally on a pedestal 

and removes the struggles during the making 
process. If work aims to tackle struggles socially it 

should talk about the struggles in production. 

Should aim to address and question the struggles 
and issues of the individual. Bringing together 

multiple users can put power behind issues and 
begin to start conversations to revolutionize them. 

People should be encouraged to express themselves 
publicly and privately, giving people the choice 

dependant on how confident they feel.

To aim to connect with everyone who engages with 
the gallery not just direct visitors but passers by. 

Aims to connect multiple view points of those 
creating art to collectively give power to ideas. 

Everyone is an artist and should be able to display.
Displaying should be removed from the timeless 

box. To help break the rules associated with how we 
should view art. 

Modernised practice concepts

Opening and closing panels allow 
light to trickle in, and movement to 

be seen from outside.   

Wooden surfaces are controllable 
and changeable.

N

@1:500 on A1

Key sight line for visual connectivity
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private research spaces not in key sight lines

private research spaces not in key sight lines

secluded making space

active display spaces

active display spaces

active display spaces

A PLACE TO LISTEN AND PROTEST MODE

ACTIVITY, INCLUSION AND PRODUCTIVITY MODE

ANIMATED DISPLAY MODE

Conclusion:
A structure should be both 

defensive and passive. Animated 
and adaptable. Neutral, in order to 

allow different groups of people 
and artists to home multiple groups 

of people at different times. 

Materials should be sustainable 
and durable but allow for evolution 

of time. They need to be light 
weight enough to be physically 

manipulated by a person or 
small group. Where this is not 

possible these should be electrical 
mechanical.

The bridge in the Turbine Hall is 
the main route of connectivity 
through the building but the 

structure should engage the length 
of the hall and push through 

the face to increase its level of 
openness, connectedness and 

inclusion. 

active display spaces



S C H E M E  O F  C O N N E C T I V I T Y

How Does the Tate Modern Currently Connect? How Could These Concepts be Pushed Further?

N

@1:750 on A1

EXISTING HOW THEY COULD OF PUSHED THE INTENTION OF ‘CONNECTIVITY’ FURTHER

KEY:

North to South Walking Routes

East to West Walking Routes

Sight Lines

Closed Facade

Vegetation

Softened but Closed Facade

Visual Extents

Connected Walking Surfaces

The bridge on level one aims to connect commuters from the north and south side of the river and engage with the millennium bridge 
encouraging users to pass through the Tate on their commuter journey. However the openings (more so on the north side) are very narrow, 
filtering these users through is clumsy. 

Users from the north side are filtered towards security guards. Yes for public safety but bag searches are intrusive. Thee searches strengthen 
the boundary and define clearly to outside from inside. 

The facade is very closed, initially to contain fumes from the power station, but with its change of use to Art gallery this now acts as an exclusion 
barrier. The shops and stairs located to the northern entrance, although in glass because obstacles and narrow the entrance further. Northern 
entrance is very small in comparison to the vast facade. The landscaping is clumsy and does little to encourage flow and movement of people 
naturally through the connection bridge. 

The west entrance does little to connect with commuters, its route leads to nothing. 

The new switch house has views out of the Tate Modern but these overlook residential properties and question ideas of privacy. 

The level one bridge is the main link and spot of connectivity in the building. This could be further enhanced by connecting the 
east and west sides of the building too. Opening the East side and allowing commuters access through this route may engage more 
users. Further to this, when large installations are in place, it will allow users to experience the installation by going over the bridge 
or by walking underneath, adding variation to user interaction. 

Opening the facade on the north and south side and increasing the height of the west side windows will allow greater visibility 
across the buildings boundary line and lessen the feeling of elitism and exclusion. 

A change in northern landscaping encourage a flow in the movement of people through the building. 

There is currently only one bridge on level five which connect the north and southern side of the building. This experience could be 
enhanced by increasing more viewing platforms and more north and south connection. 

It should engage more with the external space surrounding the Tate Modern.

The Tate Modern are the first gallery to open their doors to the public not just as an elite institution to display art but 
to encourage users to pass through. This design begins to talk about ides of inclusion and connectivity. But could push 
its concepts and ideas further. 

N

DISPLAY ZONE

ACTIVE ZONE

LISTENING ZONE

Conclusion:
The installation should engage 

with ‘activity zones’ as previously 
discussed in the portfolio. A 

listening zone encompasses the 
practices of researching, and 

teaching. An inclusive activity zone 
centres around actively making, 

teaching and partially displaying in 
situ. The display zone rotates art 
around  path to display it to the 
users and passer by of the site. 

Please view @100 zoom to appreciate correct Line weights.



A  C H A N C E  E N C O U N T E R 

An Initial Concept Encourages a User Controlled Adaptable Space Which Embraces the Chance Encounters Through Various Spatial Configurations. 

The panels can be vertically and horizontally. Controlled by physically pushing and electrical mechanisms. This 
draws influence from the existing historical crane mechanisms and hints back to the buildings industrial heritage. 
Materials are left unpolished to encourage participation. The space encourages users to touch surfaces. 

Theoretical Precedents

1 Jordana L. Maisel, Edward Steinfeld, Megan Basnak, Korydon Smith, and M. Beth 
Tauke, Inclusive Design: Implementation and Evaluation, (New York: Routledge, 2017), 11. 
Google Scholar.
2 Ibid. 

Footnotes

Inclusive Design: Implementation and Evaluation
Jordana L Maisel, Edward Steinfield, Megan Basnak, Korydon 
Smith and M. Beth Tauke.

This book was published in a pocket architecture technical 
design series. It provides an overview of the emergence of 
inclusive design to present day. It makes clear the importance 
of understanding that the term inclusion is not limited to 
design which assists the less able. It is part of a much bigger 
design movement which aims for social sustainability. Social 
sustainability in this sense is concerned with producing policies 
and programmes that encourage ‘social interaction’ and 
culturally enrich society. It is concerned with positively effecting 
social capital. 

The book first aims to direct designers in effective conversation 
with multiple stakeholders and assist in developing a designer’s 
ability to establish and engage overlooked stakeholders. Secondly 
to lend guidance towards the practicalities of the physical nature 
of inclusive design.

Users should be involved in the design of the space and the work 
created. The space should be accessible to all users. But users 
should also be involved in its design. 

1

2

Conclusion:
The panels at the moment 
appear simplistic and only 
move across the vertical 
and horizontal. It may 
be intriguing and further 
relate to the adaptability 
aspect is the panels 
themselves could continue 
to rotate within their own 
structural frames. 



E X P L O R I N G  M E C H A N I S M S  T H A T  W O U L D  E N A B L E  T H E  P A R T I T I O N S  W I T H I N  T H I S  S P A C E  T O  B E  U S E R  C O N T R O L L E D  A N D  A D A P T A B L E  A S  W E L L  A S  T H E  S P A C E  I T S E L F

Maquette Studies constructed @1:50

Collapsible parts, and controlled by the user. They 
choose where to be open or closed based on how 
private they want to be. This links to comfortability, 
a feature explored by the cartographic device.  

LINK BACK TO PREVIOUS PORTFOLIO STUDIES

A Collapsible Device, Controlled by the User

Developing and Evolving concepts and ideas from the 
Artist in Residence Project.

A Space that Encourages Change, Adaptability and 
Flexibility

That artist in residence project will consider 
that the user of the space becomes the storm, 
the nature. They dictate the spatial format and 
exposure, and their working practice evolves 
and changes the space. Whatever time someone 
visits the studio it will always be different. Ever 
changing. Giving each user control will connect 
with more people and bring the power back to the 
people. Less institutional control. 

Simple panels/walls can be used to display work and act as partitions 
from light and act as spatial dividers to divide the Turbine hall into more 
personalised spaces. 

Walls move on pivot connections, allow more light into a space while the 
frame acts as a division. They can pivot both horizontally and vertically and 
act as tables for working. 

Panel Variation One

Panel Variation Two

Panel Variation Three

Panel Variation Four

Tables, angled walls and work spaces again work on a pivot connection.

Tables, angled walls and work spaces are created by folding the panels using 
a hinge joint. They sit in a metal bracket and can move up and down to 
become seating, tables or shades from the light above. 

Precedents

Laurence Malstaff - Nevel 02004/10

This installation is pre-choreographed. Its architecture 
and configuration continually changes to develop a 
new experience or labyrinth for the user to explore. 
It is designed to allow spaces to flow and blend into 
one another creating an ever changing architectural 
experience, but within the bounds of programmed pre-
choreographed movements. 

The materials are transparent ad light weight and work on 
a roller system. 

Figure 1.

1

Figures

Figure 1 - Unknown, Laurence Malstaf: Nvel 02004/10, Photograph, accessed April 7th, 
2020, http://www.lawrencemalstaf.com/_work/nevel.html.

1 “Laurence Malstaf: Nevel 02004/10,” Unknown, accessed April 7th, 2020, http://
www.lawrencemalstaf.com/_work/nevel.html

Footnotes

Conclusion:

I will begin to explore these maquettes further 
to understand how they would technically and 
structural function. 



Figure 1.

R E S E A R C H  I N T O  A  S L I D I N G  P A N E L  A N D  T H E  M E C H A N I S M

How Can an Adaptable Space be Generated by Sliding Walls?

1 “Substrate Factory Ayase / Aki Hamada Architects,” Archdaily, accessed March 15th, 2020, https://www.archdaily.com/872046/substrate-factory-ayase-aki-hama-
da-architects.

Footnotes

Figure 1 - Kenta Hasegawa, Substrate Factory Ayase / Aki Hamada Architects, 2017, Photograph, accessed March 15th, 2020, https://www.archdaily.com/872046/substrate-fac-
tory-ayase-aki-hamada-architects.
Figure 2 - Ibid.
Figure 3 - Ibid.
Figure 4 - Ibid.

Figures

Aki Hamada Architects
Substrate Factory Ayase 2017

This multi-purpose versatile space for the community is continually adapted to suit purpose with the use 
of sliding screens. These screens are light weight and translucent. They moveable panels are narrow and 
unlikely to support themselves without being in a fixed runner at the top and the bottom. It uses both floor 
mounted guide and a hanger track. 

The space has many compositional variations. It could engage more by being able to adapt the panels 
themselves too. 

Precedents

Figure 2.

Figure 3. Figure 4.

1

Plywood

This is engineered by pushing layers of 
veneer together. It can be supplied in 

multiple thickness’s. It is very strong. It 
will not soak up water and so suitable for 
environments with damp and wet paint. 

It can be stained and so will demonstrate 
how the space physically become 

inhabited over time as it retains the 
memory of its previous inhabitants. 

Timber

White Pine and Red and White oak 
are often used for framing. They are 

sustainable. Oak would be stronger than 
pine, an so in places where there are loads 

to bear oak would be more appropriate. 

Local timber yards need to be sourced 
as this will reduce the carbon footprint 
of transportation of materials during 

construction process, and support local 
economies. 

Steel

Strong and easy to Manufacture. It can be 
any dimension. It can be heavy. Aluminium 

is a good alternative as lighter in weight 
and so easier to manipulate for the 

moveable parts. 

Vertical movement via electronic user controlled 
cables.

Horizontal movement within floor embedded tracks 
pushed and pulled by user.
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@1:5

Steel pins are screwed through 
the timber structural frame. 

These are bolted in place. They 
are attached to motorized 

cables to enable it to lift up and 
down. 

@1:5

The panels can glide within a recessed track 
in the concrete floor. This avoids tripping 

hazards and keeps movement seamless.  
Panels will be restricted to the tracks they 

are placed within.

If the structure were larger this would need 
to reach deeper into the floor below to 

support the structure above. 

@1:20

Limited material palette allows for 
full flexibility and control of the 
spaces users and inhabitants. 

Please view @100 zoom to appreciate correct Line weights.



1 Fritgurgen, “Pivoting Door Hinge – System 3,” accessed March 22nd, 2020, https://www.fritsjurgens.com/pivot-door-hinges/system3/.

Footnotes

Figure 1 - Unknown, Noordwijk Library, Photograph, Accessed March 15th, 2020. https://twitter.com/fritsjurgens/status/1045297420006031360/photo/2.
Figure 2 - Unknown, Noordwijk Library, Photograph, accessed March 15th, 2020, https://twitter.com/fritsjurgens/status/1045297420006031360/photo/1.
Figure 3 - Unknown, Interior Pivot Doors – The new Atrium, Project by Fritsjurgens, 2018, Photograph, accessed March 15th, 2020, https://www.architonic.com/en/project/
fritsjurgens-interior-pivot-doors-the-new-atrium/20008816.
Figure 4 - Ibid.
Figure 5 - Ibid.
Figure 6 - Ibid.
Figure 7 - Ibid.
Figure 8 - Unknown, Pivot Door Hinge System 3, 2018, Screenshot, accessed March 22nd, 2020, https://www.fritsjurgens.com/pivot-door-hinges/system3/

Figures

Figure 1.

Aki Hamada Architects
Noordwijk Library, Netherlands, 

These pivot panels have been used to display art which can be rotated through usable spaces. They create 
a partition divide. They are attached top and bottom and when they all connect and face the same direction, 
they will create a closed wall. 

Precedents

Figure 2.

Aki Hamada Architects
Noordwijk Library, Netherlands, 

This installation uses concealed pivot hinges in the floor connections. They have exposed the top connection, 
and this gap allows light into the space. This gap also softens the intensity of the moving panels. All products 
displayed on fritsjurgens site use pivot hinges to allow the door either a 90 degree, 180 degree or 360 degree pivot. All of 
their hinges are attached at the top and the bottom. 

The panels movement is controlled by pushing a button. This would be accessible to everyone. By opening and closing 
the panels/wall it redefines the purpose and sense of the space. 

Figure 3. Figure 4.

Figure 5. Figure 6. Figure 7.

R E S E A R C H  I N T O  T H E  P I V O T  J O I N T  S Y S T E M  O F  A  R O T A T I N G  P A N E L  O R  W A L L

How Can an Adaptable Space be Generated by Using Pivot Panels? PRODUCED BY AN AUTODESK STUDENT VERSION
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The example from Fritsjurgen using their system 
3 mechanism which allows for 90, 180, 270 
degree pivot. 

The minimum door thickness is 40mm. 

The door will stop and hold its position after 
movement due to spring systems. 

Suitable for Internal and External systems.

Can be used on timber, steel, glass and large 
scale doors. 

Quick and simple installation.

No structural elements needed in floor or 
ceiling.

Figure 8.

@1:10

@1:5

@1:5

Vertical

Vertical with Multiple Doors

Horizontal becomes a working usable surface

Timber butt joint with 
stainless steel screw. 
A simple and honest 

connection. 

Example of pivot joint from 
fritjurgen. Stainless steel. The main 

frame is embedded into the pivot 
door. The keeps the pivot connection 

simple and clean.  

System 3 floor connection  is 
embedded into the pivoting 

wall. It connects to a small panel 
which is flush with the frame.  Frame

Pivoting wall

Pivoting wall

System 3 Top

Pivoting wall

Frame

Plywood Timber Steel

1

@1:20

Limited material palette allows for 
full flexibility and control of the 
spaces users and inhabitants. 

Please view @100 zoom to appreciate correct Line weights.



Figure 1 - Unknown, Petting Farm, 2009, Photograph, accessed December 9th, 2019, https://www.archdaily.com/29965/petting-farm-70f-architecture.
Figure 2 - Ibid.

Figures

Figure 1. Figure 2.

The building has no doors but consists of 6 opening and closing shutters. These allow people and animals 
to move through the building. They also provide ventilation for the entire building. These shutters open 
automatically as directly impacted by the sun ‘nature’ but can be controlled by the user of the building as 
well. 

70F Architecture - Petting Farm.

Design and Mechanical Precedents

U N D E R S T A N D I N G  T H E  T E C H N O L O G Y  B E H I N D  A N  O P E N  A N D  C L O S E  W A L L  F O L D I N G  H I N G E  S Y S T E M

How Can an Adaptable Space be Generated by An Open and Close Hinge System?
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@1:10

@1:5

Folds become desk space and light blockers

Folds become eisles and canvases

Multiple sized folded spaces

Plywood Timber Steel

Steel Bracket 

Plywood

Hinge

Timber Frame

Steel brackets to 
strengthen joint

Hinge guiding by a recessed 
track. This is electronically 

controlled by the user. It sits 
within a strengthened timber 

frame.

Steel brackets strengthen and 
support the steel pins which 
connect through all layers of 

timber and join them. 

Plywood boards are attached to 
the outer frame to act as hard 

table tops and a base base for a 
canvas or light blocker.

@1:20

Limited material palette allows for 
full flexibilty and control of the 
spaces users and inhabitants. 

Please view @100 zoom to appreciate correct Line weights.



Conclusion: These configuration are only initial proposals of spatial layout. Without formal structure there are an infinite number of 
configurations. A complete lack of structure encourages chaos. There needs to be a structure from within many spatial situations can occur. In 
one sense this part of the space needs to embrace a hub of activity where chaos is inevitable, but the user/artist in residence can still control 
how they wish to adapt the space. The lack of emergence outside of the Turbine Hall is also a failure to connect visually and literally. 

The proposal needs more formal structure and an ability to move across boundaries and connect further. 

S U G G E S T E D  S P A T I A L  C O N F I G U R A T I O N S  F O R  R E S E A R C H I N G ,  M A K I N G ,  D I S P L A Y I N G  A N D  T E A C H I N G

Researching - Discovering public opinions about injustice through speaking and expression platforms and secluded private conversational spaces. Making - Semi-open studio spaces encourage users of the Tate Modern to observe the artist creating, struggling and succeeding, multiple levels for varying amounts of discipline.

Displaying - Work is displayed during creation and on rotation along the key route of connectivity: The bridge that connects the north and south side of the Tate Modern. Teaching - Open spaces which allows for shared, group learning and teaching spaces, for arts skills and performance workshops.

Please view @100 zoom to appreciate correct Line weights.



The movement of the core embraces historical movement within the Turbine Hall from east to west, There will be a secondary system inserted to allow tracks to move east to west and north to south and travel 
outside the Tate Modern. The core space can take on multiple configurations within the constraints of the frame work developed. The movement and adaptability of the core will create an animation of space. 
It engages users from all entrances and is substantial enough to not feel dismissed in the space. 

F U R T H E R  I T E R A T I O N  T H R O U G H  C O N C E P T U A L  C O L L A G E  A N D  D I A G R A M 

Developing a Framework that Gives the Space More Structure and can Move Between the Internal and External Space of the Tate Modern

Figures

Figure 1.

Mark Wigley explains that to come across New Babylon is 
to encounter another world with endless possibilities 
and where questions generate further questions. New 
babylon proposed a new social space which allows for the 
emergence of better men, and a new way of living in a 
community or a society. 

Art is hybrid, and the compilation and moving back and 
forth between ideologies allows for new judgements and 
standpoints to be generated. 

The space aims to engage directly with how people 
experience and view the world around them. The function 
of art and therefore politics. Stake holders generate values 
and views through how they see the world. 

Very connected to the avante-garde idea of being the first 
to generate a new idea, to propose a new way of society. 

Theoretical, Design and Mechanical Precedents

Figure 1 - Unknown, Constant’s New Babylon, Photograph, accessed April 8th, 2020, http://
boiteaoutils.blogspot.com/2010/03/constants-new-babylon-models.html.
Figure 2 - Unknown, Ottotto’s prismatic pavilion suspends terry o’neill photos in a maze of rebar, 
2016, Photograph, accessed April 8th, 2020, https://www.designboom.com/design/ottotto-lis-
bon-terry-o-neill-prism-gallery-12-05-2016/.

1 Mark Wigley, Constant’s New Babylon: the hyper-architecture of desire, (Rotterdam: 
Witte de With, 1998), 5-6, Google Books.
2 Ibid.
3 Ibid.
4 Ibid.

Footnotes

Constants New Babylon

Figure 2.

Framework and panelling system develops an enclosed 
space which allows for light to trickle through gaps. Exposed 
framing is honest design. 

Ottotto’s Prismatic pavillion displays photographs by Terry 
O’neill

This precdent shows panels within a rigid structural 
framework from which users can move around. The panelled 
system from my previous proposed iteration needs more 
structure. The steel framework shown here demonstrates how 
panels can be easily attached to the frame. An element of 
translucency allows for a play of shadow and movement and 
suggests layers of privacy. 

1

Mark Wigley
Constant’s New Babylon: The Hyper-Architecture of Desire

2

3

4

The core will sit within a series of tracks that run horizontally through north to south and east to west. The core can be opened and expose itself to the community, the users and passer bys of the Tate. Its 
movement across the boundary aims to redefine where and what a boundary is. By opening up both north and south sides of the building the space makes a statement towards the other side of the Thames. 
It aims to visually connect. Not hide its connectivity. It brings the practices of making displaying, researching and teaching to the masses. It is more people controlled. Where once the Tate Modern closed 
art inside its building, the building will open up and expose art to everyone, giving all people a voice for self expression. It will question democracy. Who owns the space outside the Tate Modern, is it the 
institution? Or is it public plaza?

Increasing visually connectivity with St Pauls

Demolition

Direct integration with main route of connectivity

Core moves back and forward along the north south line in 
the tracks based upon artist in residence preference

Engages with multiple areas 
of the internal space as it 
unfolds and adapts

Opening the facade and 
softening the harsh brick wall

New steel framing to be inserted to support 
the removal of the floor and some columns 

Long Section West to East
Not to Scale

Short Section North to South
Not to Scale

N
S

W
E

Demolition

New steel framing to be inserted to support 
the removal of the floor and some columns 

Utilising the height of the 
space to encourage privacy 
and different view points

Closed loop system runs vertical and horizontal with the tracks to 
rotate and display works whilst animating the space. 

Direct integration with main route of connectivity

Complete 
comfortability

Not Comfortable Slight Unease

Collapsible parts, and controlled by the user. They choose where to be open or closed based on how private they want to be. 
This links to comfortability, a feature explored by the cartographic device. 

The device had three modes of comfortability. These modes could be reflected in the positioning of the movable structure. Three 
zones. One for Listening and Discussing with people. One for activity and the production of work, al open to allow worked to be 
views in its place of creation. Lastly one to display work. 

LINK BACK TO PREVIOUS PORTFOLIO STUDIES

A Collapsible Device, Controlled by the User with three distincitve modes of function

I will develop this mehcanism and concept through working maquettes. I will ask myself the question, how do these spaces eed to adapt 
to allow for the practices of teaching, making, displaying and researching to take place. I will make consideration to how these spaces may 
differ depending on which mode and placement of the spatial layout. Are they in listening and discussion mode? Active inclusion mode? Or 
trying to deisply the creation of art once complete.

Display Mode

Display Mode

Activity Mode

Activity Mode

Listening and Discussion Mode

Display Mode

Conclusion: 
I will adopt the process of construction 
maquettes in order to decifer the types of 
adaptable spaces necessary for each of these 
practices. 



Researching
Listeing and Active Zone

P R E - C H O R E O G R A P H E D  M O V E M E N T  -  A N I M A T I O N  O F  S P A T I A L  F O R M

Developing a Structure for a Collapsible, Adaptable, and Controlled Space which has Different Modes and Functions for Displaying, Researching, Teaching and Making. 

Figures

Figure 1.

This is an example of a collapsible self erecting home, 
Claiming to open and expose itself in 8 minutes. The 
mechanism is electronically controlled. They are a UK based 
company. 

They were generated for those with idiosyncratic design 
tastes. They take precedence from tree houses and tents 
structures. The companies proposals are still in the 
conceptual phase and they are looking for these to be 
developed further. 

Design and Mechanical Precedents

Figure 1 - Ten Fold Engineering, Tree House, 2017, Digital Render, accessed April 7th, 2020, 
https://www.designboom.com/technology/ten-fold-folding-house-07-17-2017/.
Figure 2 - Ibid.
Figure 3 - Ibid.
Figure 4 - Acott Mc Donald and Hedrich Blessing, Panels of tinted acrylic enclose the playroom, 
2011, Photograph, accessed April 8th, 2020, https://www.interiordesign.net/slideshows/de-
tail/6543-the-stroller-set/10/.

Figure 2.

Figure 3.

Idiosyncratic ideas are private and personalised views 
which are mixed with a general belief system. 

For example:
The configuration of the space is a user or artists own 
personal choice that best suits their needs, but is held 
within the belief system set about by the design constraints. 
A shared belief system that we should be less controlled by 
the elite, and have the power of free speech. 

1  “Ten fold’s houses unfold in eight minutes at the push of a button,” Design 
Boom, accessed April 8th, 2020, https://www.designboom.com/technology/ten-fold-folding-
house-07-17-2017/.
2 “Idiosyncratic,” The Free Dictionary by Farlex, accessed April 8th, 2020, https://www.
thefreedictionary.com/idiosyncratic.

Footnotes

Ten Fold Engineering - Tree House

1

2

Maquette Studies constructed @1:50

Multiple levels of movement within one panel plane. 
Honest and exposed structural system. 

Children’s Boutique Designed by Rand Elliott

Figure 4.

Making
Active Zone

Teaching
Listening, Active and Displaying Mode

Displaying
Displaying and Active Zone

Researching spaces should allow for discursive discussion. They should 
have public and private speaking spaces. Private conversation where 
users can sit and not feel judged whilst expressing their opinion. There 
should also be ‘stage’ like platforms speaking spaces where users 
can openly express their opinions, and discuss their feelings towards 
society and inclusion and equality. This may provide inspiration for 
work creation. 

Making facilities should allow for collaborative work. Making should 
actively encourage users to participate. To touch and leave their 
mark on the space. To generate inclusive design spaces. Making, 
researching and displaying and intrinsically linked. Artists teach through 
making, and work is displayed in its space of creation. Opening the 
making space begins to expose the struggles of creating art, and bring 
art back in relation to everyday life. 

Teaching spaces are open. Collapsible tables fold down to create group 
work spaces, walls/panels fold open to create display boards and easels. 
The space continually becomes multi-purpose. Generating working 
surfaces where users can teach, make and display. Teaching about 
social struggles and policy, whilst teaching practices of art creation. 

Displaying should be in or near the place of creation. It shows its 
context, and its journey. It demonstrates that art is iterative, and 
that thought processes can develop. Everyone who participates can 
become an artist and have their work displayed. The choice of the work 
displayed is removed from the control of the institution. It should be 
displayed in or near the core of the structure. Displaying progress will 
demonstrate a change in social struggle and societal opinion. 

Conclusion:
The four key practices overlap each other continuously. They have relational territories and 
should not be segregated to bounded portions of space. Spaces should be developed to allow 
for an over lap in use, and a lack of definitive boundaries. These can be defined by the spatial 
user. I will continue to develop this concept. I will develop a struggle that amalgamates the 
findings of this study with a larger scale space which can inhabit more people. 



P R E - C H O R E O G R A P H E D  M O V E M E N T  O F  T H E  C O R E  A C T V I T Y  S P A C E

Developing a Structure for a Collapsible, Adaptable, and Controlled Space which has Different Modes and Functions for Displaying, Researching, Teaching and Making by Embracing the zoning of Listening, Active Inclusion and Display

N

Maquette Studies constructed @1:50

Programmatic spatial use diagrams in plan @1:100

This neutral structure will move back and forward across the boundary of north and south directly though 
the main route of connection of the Turbine Hall. The space will be adapted by the social issue it is 
addressing at the time of its use. 

The stage of North placement - Inside - and south placement will have various functions that address 
ideas of chaos, acceptance and rebellion. 

Balconies act as platforms/stages to speak out to people. They also increase inner usable 
space and allow light into the structure. There are also active spaces of display on the first 
floor as these promote discursive conversation. This upper level adds and increased level of 
privacy to more private conversations and group discussions. 

When the focus is situated more around making and teaching some balconies may be pulled 
back to create more working wall space/easels. Some remain open for light. As seen on the 
lower levels the spaces open to allow for more free movement whilst teaching and making. 

The space is accessible from all sides embracing its level of connectivity. Work is displayed 
on hooks and moveable panels. A user should not have to enter a specific gallery to experience 
art. Some smaller and more intimate spaces allow for discursive discussion. The work displayed 
can probes conversation. These are spaces for self expression. 

The space can be adapted to embrace the practices of making and teaching. Everyone can 
be an artist or a teacher and so users of the Tate Modern are actively encouraged to move 
through the space. Viewing the process may encourage participation. Seats become easels. 
Walls are open and pushed to generate more usable artistic space. 

The space will embrace the concept of relational territories. The categories of Displaying, researching, making and teaching should 
not be separated or segregated. They are intrinsically linked and inter-related. The panels, walls, balconies and display spaces 
can continually and easily be moved creating multiple animations of space. The space itself, the movement of people, animated 
thoughts. The space embraces change of time and rebels against the notion that art should be situated in a timeless space. 

Ground Floor
Key concerns - Listening Mode, discussion and protest

Ground Floor: 
Key concerns - Activity and Inclusion.

First Floor
Key concerns - Listening and Discussion Mode

First Floor: 
Key concerns - Activity and Inclusion Mode.

Displaying

Researching

Teaching

Making



T H E  E V O L U T I O N  O F  A N  A D A P T A B L E ,  U S E R  C O N T R O L L E D  S P A T I A L  C O N F I G U R A T I O N

Demonstration of suggested opening and closing of the structure and the coming together of different components. 

@1:50

@1:200

Series demonstrating various suggested stages of the space opening and 
closing dependant on spatial zone and function. 

@1:50

Exploded Axonometric to demonstrate how the various 
moveable components come together

The core structure should be honest and embrace the industrial 
nature of the building. rebelling against its nature to hide its core. 
Instead exposing its material connections. 

This space can then be adapted over time by the users of the 
space. 

@1:10

@1:10

Movable Mechanism allows the structure to expand 
to let in light and increase the internal footage of 
the space. It also opens the walls which may seem 
defensive in ‘listen and discussion mode’, and allows for 
active and inclusive participation. 

The exterior walls of the Boiler house have historically 
kept fumes from escaping. Shut the outside world out. 
The switch house begins to allow filtration through a 
perforated facade. 

This installation allows for further perforation. 

Pivot joint

Pivot joint

Motorised moving 
mechanism. Electronically 
controlled. Allows user to 
chooe to what extent they 
wish to open and close the 
structure.

Bolted and fixed in placed to 
wooden roof panels. The arms 
rotate around a fixed panel. 

@1:5

Working display boards and easels act on 
a cable twist system. The level of canvas 
can be moved up and down by screwing 
the bolts up and down. 

Aluminium

Lightweight, durable, 
manufactured precisely 

off site, sustainable.

Steel

Can be heavy so only 
present for core frame 

which electronically 
controlled on tracks.

Timber Oak

eco-friendly, sustainable 
and durable. Oak is 

stronger but may knot. 
Can be manufactured 

off-site and adapted on 
site when necessary.

Timber Pine

Durable, sustainable, 
adaptable on site. 
Strong but not as 

strong as oak.

Plywood

Comes in various 
grades. Lower grades 

are cheaper. It will 
not soak up water 
and so suitable for 
environments with 

damp and wet paint. It 
can be stained and so 
will demonstrate how 
the space physically 

become inhabited over 
time as it retains the 

memory of its previous 
inhabitants.

Construction details and materials are kept honest and exposed to eploy an ethos of honesty. 



P E R S P E C T I V E  S E C T I O N  T O  D E M O N S T R A T E  S T R U C T U R E  A N D  V E N T I L A T I O N  T H R O U G H  T H E  A D A P T A T I O N  O F  S P A C E

Figures

Figure 1.

Technical and Mechanical Precedents

Figure 1 - Unknown, Wheels on the Track - Picture of Big Chute Marine, 
Photograph, accessed June 6th, 2020, https://www.tripadvisor.com/
LocationPhotoDirectLink-g3205101-d3200105-i134525749-Big_Chute_Marine_
Railway-Big_Chute_Muskoka_District_Ontario.html.
Figure 2 - Yuri Timchuk, Underneath of an old freight train on the railroad tracks. 
Rusty wagon wheels on rusty gauge track, Photograph, accessed June 6th, 2020, 
https://www.123rf.com/photo_108741735_underneath-of-an-old-freight-train-on-
the-railroad-tracks-rusty-wagon-wheels-on-rusty-gauge-track.html.

A Sliding Rail System

Figure 2.

By levelling off the ground to the south with the 
interior bridge a secondary steel system could be 
inserted and tracks much like rail tracks could be 
inserted. Welding wheels to the base of the core hub 
frame will allow it to be transported back and fourth 
between inside and outside, making a boundary line 
harder to distinguish. It will move across territories, 
redefining them. 

@1:5

@1:5

A bracket system will be welded and bolted to the core frame before 
being placed on site. These are all steel and pre-cast off site to allow 
for quick and precise instalment. Aluminium casing conceals the tracks 
which are submerged below ground level. They are submerged to allow 
for a seamless transition between inside and outside. They are safer, less 
likely to be a trip hazard, and lower the core frame to ground level for 
accessibility. 

The aluminium casing is eco-friendly and can be recycled and reused in 
another shape as aluminium. Saving a lot of future energy consumption 
in the manufacture process. Other than welding the bracket, all joints 
are bolted to allow for dismemberment at end of life, or to allow 
reonfiguration on other suitable sites. 

Authors own sketches to work out sliding movement 
detailing. 

Timber Frame

Steel Core Frame

Steel Bracket

Steel Beam

Timber Frame

Steel Core Frame

Steel Bracket

Steel Beam

Aluminium Casing

Centre of Bridge

Steel Track

When the core hub has been moved inside the Turbine hall and take the active inclusive 
position. This is where the majority of art creation, making and teaching takes place. It is 
important that the space is well ventilated and so the hub is designed to open further than 
when in protest, listen and discussion mode. This keeps the air fresher. 

The glass on the south west side avoids strong winds which may pass through the newly 
opened southern side of the Turbine Hall. the roof and side panels are opened further for 
natural cross ventilation and to allow more ambient day light into the working space. 

The existing structure blocks most of the direct sunlight, except during the middle of the day 
in the summer months. The roof and panels can be adapted and manipulated to control the 
level of light which penetrates the space.. 

This diagram demostrates how direct sunlight may enter the core hub at noon throughout the year. As 
demostrated the roof can be open and closed t block or allow the entrance of direct sunlight.  As the 
hub is inhabited by different groups at different times of the year they will all experience a different 
level of penetrable sunlight. In order to deal with this the roof screens sit at muliple levels. There are 
working discussion spaces on both levels and so there is a choice for the users as to whre to sit. 

As demonstrated previously in the portfolio, the most wnd and the strongest wind come from the south 
west. A lot of this at lower levels will be blocked by buildings and walls on site. The upper level has 
two glass screenson the South west coner to block the wind but still allow visual connection. Natural 
ventilation occurs when the roof is opens and the entrance panels opened. 

ACTIVE INCLUSION MODE

The space opens up to encourage connection 

LISTEN DISCUSSION AND PROTEST MODE

The space closes itself down and appears 
somewhat defensive.



Direct sunligt can make for difficult working conditions for artists 
as the lighting can be too harsh. The roof panels are beneficial 
for ventilation but also useful in acting as sun blocks when 
needed. These can be adapted by the users. The ambient light 
which already existing within the turbine hall, and the increase 
in opening the north and south facades will create a good 
environment for any artist in residence. 

P E R S P E C T I V E  S E C T I O N  T O  D E M O N S T R A T E  S T R U C T U R E  A N D  V E N T I L A T I O N  T H R O U G H  T H E  A D A P T A T I O N  O F  S P A C E

@1:20

Please view @100 zoom to appreciate correct Line weights.



P E R S P E C T I V E  S E C T I O N  T O  D E M O N S T R A T E  N A T U R A L  C R O S S  V E N T I L A T I O N

@1:50

The production of art works in this activity zone requires 
adequate ventilation as paint and glues in confined 
unventilated spaces can cause for fume filled spaces. The 
placement of the installation on the main route of connectivity 
through the Tate modern and the opening of the facade 
to increase visual connectivity encourages natural cross 
ventilation through the space and Tate Modern building. The 
adaptation of the core structure (opening and closing) or the 
space will increase and decrease the spatial ventilation. 

This open space also encourages collaborative working 
conditions. 

Please view @100 zoom to appreciate correct Line 
weights.



A  P L A C E  F O R  L I S T E N I N G  A N D  D I S C U S S I O N

In this phase/mode of activity the core of this workshop sits to the south side of the Tate Modern. The historically industrial and invites the beginning of a revolution. 

This example demonstrates how a climate activist group such as 
extinction rebellion may occupy the hub in its first stages. This 
phase is predominantly concerned with researching and teaching. 

Numerous external surfaces allow for politic statement which 
sparks discussion. People are actively encouraged to move 
through the space. 

Within the hub there are adaptable walls which become seating 
at various heights. These allow for small group discussions, giving 
the everyday person a voice. They also allow activists teaching 
spaces to enrich the community and provide knowledge on topics 
they may not be aware of, or only partially aware. 

The upper level provides similar spaces but employs more privacy 
in order to give users a choice as to the type of space they feel 
confident speaking in. 

These views demonstrate an example inhabitation by Climate Activist Group - Extinction Rebellion. 



A  P L A C E  F O R  A C T I V E  I N C L U S I V E  A N I M A T E D  A R T  C R E A T I O N

This phases sits within the Turbine Hall at The Tate Modern. It actively encourages participation. The Gallery has become rebellious and supplies space for social change.

This phase is located on the key route of connectivity. as users 
and visitors of the space commute through the building they 
pass through the space. It aims to engage their interest and 
enthusiasm and ask them to return for workshops when they can. 

As work is created it begins to be displayed in its place of 
creation. Showing its work in context and showing artists process 
including their struggles. 

The adaptable walls, once seats and poster displays become 
artists desks and easels. The spaces within open up to create 
collaborative group working spaces. This employs a strategy to 
encourage collaborative, horizontal approaches to teaching and 
making. 

This space will be a hub of animated movement of walls and 
production of work. Viewed and accessible from all angles. 
Embracing is visually and physically connectivity. 

These views demonstrate an example inhabitation by Climate Activist Group - Extinction Rebellion. 



A  P L A C E  F O R  A N I M A T E D  D I S P L A Y  C O N S T A N T L Y  I N  A C T I V E  M O T I O N

When space is needed in the active inclusion phase, works will 
move to the display phase. They act on a continuous slow moving 
conveyor. They aim to engage users of the public plaza to the 
north. They also passively protest and expose themselves to the 
North side of the river. (Historically economic). Works aim to 
probe further conversation about sometimes difficult and complex 
topics. Using an abstract approach provides anonymity and may 
help some to speak out. 

Not only will there be an active display of work to the North but 
also along the East line of connection. The architectural language 
emulates that of the turbine hall. Construction detailing is honest. 
The work created and animation of space brings the hub to live 
and gives attention to the topic of social inequality. 
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University Library at Cambridge

Liverpool Cathedral 

Many people opposed the building 
of bank side power station. They did 
not want the power station to be 
built so closely, and opposite St Pauls 
Cathedral. 

In 1933 Scott became president 
for RIBA (Royal Institute of British 
Architects. During the same time, the 
modernist movement was making a 
big impact, sometimes controversial. 
Scott head the middle ground 
between the emergence of these 
new styles and held onto historical 
styles. He was neither a modernist 
nor traditionalist, he felt there were 
elements of the two architectural 
styles that would work in conjunction 
with one another to create the best 
human experience.

Giles Scott was selected to design the 
Bankside powerhouse after building a 
good reputation for himself through 
his office’s portfolio. Further due to 
his position between traditionalism 
and modernism. It was felt he would 
design a sympathetic building which 
did not offend St Paul Cathedral. 

In 1930 Giles Scott was hired as a 
consultant architect for the exterior 
of Battersea Power station. Most 
of the building, general design and 
form was completed designed by 
this stage by Halliday and Agate. 
Scott did not like the form of the 
building but was employed too 
late in the construction process to 
have influence here. He therefore 
remodelled the four chimneys to 
incorporate a more traditional and 
classical style. It is said he successful 
humanized monster without 
denying its industrial core. 

After working on Battersea power station Scott undertook 
similar projects that considered industrial buildings. He drew 
elevations, followed by details, material selection, and sample 
wall inspection. This all took place after the elevations were 
approved. 

Scott’s drawings for the Bankside 
power station was approved in 
June 1947 and the first part of 
construction for the right-hand side 
of the building began in 1948. 

Battersea power station

1933

1930

1947

Initially his first design was a 
symmetrical block of a building 
which has large chimneys at either 
end. This was soon revised. This site 
was extremely sensitive due to its 
proximity across the Thames to St 
Pauls Cathedral. 

The two chimneys were combined 
internally into ‘one single smoke 
stack, or ‘campanile’, placed directly 
across the river from St Pauls. 

In 1903 the design for 
Liverpool Cathedral was 
submitted and accepted. At 
the time Giles Gilbert Scott 
was only 22 years old.  

In 1904 Construction 
work began on Liverpool 
cathedral.

1903 1904

In 1934 the new Cambridge 
library was opened. De-
signed by Giles Gilbert Scott. 

1934

It would be impossible to discuss material selection and the intention behind the construction and design of the Tate Modern or even Bankside Power Station 
without briefly discussing  the influence of historic buildings and events on the design decisions Each design choice, from materials, scale and construction all 

directly relate to the site location and the background of the architect Giles Gilbert Scott. 
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Figures

Figure 1 - Unknown, Giles Gilbert Scott, Photograph, accessed February 2nd, 2020, https://londontopia.net/culture/buildings/
great-londoners-sir-giles-gilbert-scott-designer-red-phone-box/.
Figure 2 - Paul Ellis, The Anglican cathedral in Liverpool draws fans even from predominantly Catholic countries such as Spain 
and Italy, 2017, Photograph, accessed January 29th, 2020, https://www.thetimes.co.uk/article/cathedral-praying-for-lucky-
liverpool-draw-in-champions-league-x76kjl0m7.
Figure 3 - Tosh Marshall, Battersea Power Station, Photograph, accessed January 29th, 2020, https://thespaces.com/new-
cultural-venue-coming-to-battersea-power-station/.
Figure 4 - Stephen Dowle, Giles Gilbert Scott, 2008, Photograph, accessed January 29th, 2020, https://www.flickr.com/photos/
fray_bentos/2658336322.
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1 - Rowan Moore and Raymund Ryan, Building Tate Modern Herzog & De Meuron Transforming Giles Gilbert Scott, (London: 
Tate Gallery Publishing Limited, 2000),178.
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3 - “Explore Our History,” Liverpool Cathedral, accessed February 2nd, 2020, https://www.liverpoolcathedral.org.uk/home/
about-us/explore-our-history.aspx.
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11 - “History of Cambridge University Library,” University of Cambridge, accessed February 2nd, 2020, https://www.lib.cam.
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14 - Ibid., 182.
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Figure 3.

Figure 4.

Many aesthetic 
designs and spatial 
layout were born from 
the influence of Giles 
Gilbert Scotts work on 
the Cathedral.

He would have 
been one of few 
architects at the time 
that understood 
the importance of 
traditionalist styles.

The aesthetic 
connection and 
development from 
more traditionalist 
styles to ones which 
incorporate modernist 
principles is evident.
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Sir Giles Scott was the original 
architect for the Bankside power 
station. Giles early works consist of 
small Roman catholic churches. 

He was often thought of as an 
unlikely choice for the project, when 
selected he was best known for his 
work on the Anglican Cathedral in 
Liverpool which had a Gothic revival 
style. Both his father and grandfather 
were architects who predominantly 
designed Gothic churches. 

Giles Scott was knighted in 1924. After this, 
his practice grew and developed. They not 
only focused on religious buildings but 
educational, and residential as well. 

1924

1

2

9

Figure 1.



Five years after the building’s 
approval, the power stations design 
was considered ‘out-of-date’ and 
old fashioned in Architectural review.  
Due to their large economic output 
and inflexible nature. They critiqued 
this further by saying the building 
was a ‘brick cathedral’ which in a 
sense pretended to be brick. At its 
core it was a steel frame with a brick 
cladding system.  

The turbines of bankside power 
station were installed in 1952, and 
the last of the old power station was 
demolished in 1959 to make way for 
the final construction stage of the 
new power station.

1952

The Battersea power station was built 
in two stages between 1947 and 
1963. 

Since opening in may 2000, the Tate 
Modern has had over 40 million 
visitors. And generated over £100 
million in revenue. 

2000

The Tate embarked on its next 
extension to convert the old turbines 
into more gallery space. They worked 
along side Herzog and De Meuron.

2009
In 1980 the central electricity 
generating board sold the site for 
redevelopment. Marcus Binney from 
save Britain’s Heritage made the first 
proposal the first proposal to convert 
the site into a museum. By 1981 the 
Bankside power station had shut 
down. 

1980

1947 - 1963

Giles Gilbert Scotts 
design for bankside 
power station was 
heavily influenced 
by the position of 
the site. It had to 
be a sympathetic 
designt to not cause 
upset due to its close 
proximity of it to St 
Pauls Cathedral. 

The Tate needed more space than 
provided by their gallery at Millbank 
and needed to find space for 
expansion. 

In December The Tate trustee’s 
decided to separate their modern 
and traditional art collections. 

1992

The demolition of the powerhouse 
began in 1995. They removed all but 
the envelope and steel structural 
frame. 

1995 1997
They split the new construction into phases. 
One of which consisted of inserting a new 
secondary steel frame into the existing to 
create seven new gallery floors. 

Herzog and De Meuron used 
brick similar in size and colour 
to the original power station. 
The building was to be viewed 
as one but with the ability to 
see the existing and the new. 
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Figure 5 - Unknown, St Pauls from Blavatnik Building, Tate Modern, 2018, Photograph, accessed January 
30th, 2019, https://commons.wikimedia.org/wiki/File:St_Paul%27s_from_Blavatnik_Building,_Tate_
Modern.jpg.
Figure 6 - Marcus Leith and Andrew Dunkley, Opening up and demolishing of the oil tank lids, 2010, 
Scanned Photograph, Tate public Records, Accessed in Chris Dercon, Nicholas Serota, Tate Modern 
Building A Museum For The 21st Century, (London: Tate Publishing, 2016), 231.
Figure 7 - Jim Stephenson, History of Tate Modern, Photograph, accessed January 30th, 2020, https://
www.tate.org.uk/about-us/history-tate/history-tate-modern. 

Footnotes

15 -“History of Tate Modern,” Tate, accessed January 30th, 2020, https://www.tate.org.uk/about-us/
history-tate/history-tate-modern.
16 - Rowan Moore and Raymund Ryan, Building Tate Modern Herzog & De Meuron Transforming Giles 
Gilbert Scott, (London: Tate Gallery Publishing Limited, 2000),186.
17 - Ibid., 188.
18 - “Constructing Tate Modern,” Tate, accessed January 30th, 2020, http://www.tate.org.uk/about-us/
projects/constructing-tate-modern.
19 - “History of Tate Modern,” Tate, accessed January 30th, 2020, https://www.tate.org.uk/about-us/
history-tate/history-tate-modern.
20 - Rowan Moore and Raymund Ryan, Building Tate Modern Herzog & De Meuron Transforming Giles 
Gilbert Scott, 190.
21 - Ibid., 190.
22 - “Constructing Tate Modern,” Tate, accessed January 30th, 2020, http://www.tate.org.uk/about-us/
projects/constructing-tate-modern.
23 - Ibid.
24 - Ibid.
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THE INFLUENCE OF ST PAULS OVER THE DESIGN AND MATERIAL CHOICE FOR BANKSIDE

Initially his first design was a symmetrical block of a building which has large chimneys at either 
end. This was soon revised. This site was extremely sensitive due to its proximity across the 
Thames to St Pauls Cathedral. 

The two chimneys were combined internally into ‘one single smoke stack, or ‘campanile’, placed 
directly across the river from St Pauls. 

The brick work of the tower was tapered. Central fluting elevated each face of the chimney. It was 
designed not emit a dark or cloudy smoke, but instead ‘a smokeless shimmer of vapour’. 

The chimney sits at 325feet. This is less than the top of Wrens Dome and is a deliberate design 
decision in order to be respectful. 

The Bankside power station was the first to be fired by oil as opposed to coal and so the smoke 
and sulphur dioxide emitted would have undoubtedly been different to seen at other London 
power stations like Battersea. However, there were still concerns of the damage the smoke would 
cause to the external materials (stone) of St Pauls Cathedral.  

The Bankside power station incorporated a ‘gas washing plant’ at roof level in order to clean 
the gas before releasing it, to lessen the damage it may have on the materials of surrounding 
buildings. This cleaning system comprised of ‘large cast iron washing chambers packed with cedar 
wood ’scrubbers’ and sprayed with river water’. Ironically the tower was too low and still caused 
damage to the lead work of Wrens dome. 

‘The vertical symmetry of the chimney is a direct response to the central dome of St Pauls 
Cathedral’. 

Figures
Figure 8 - Unknown, St Pauls from Blavatnik Building, Tate Modern, 2018, Photograph, accessed January 30th, 2019, https://
commons.wikimedia.org/wiki/File:St_Paul%27s_from_Blavatnik_Building,_Tate_Modern.jpg.
Figure 9 - David Bleeker, Blavatnik Building, Tate Modern, Photograph, accessed February 2nd, 2020, https://www.
davidbleekerphotography.com/-/galleries/switch-house-tate/-/medias/b96677d2-ccf2-45cb-a0c2-e31a88228d56-blavatnik-
building-tate-modern.

Footnotes

25 - Rowan Moore and Raymund Ryan, Building Tate Modern Herzog & De Meuron Transforming Giles Gilbert Scott, (London: 
Tate Gallery Publishing Limited, 2000),178.
26 - Ibid., 182.
27 - Ibid., 182.
28 - Ibid., 182.
29 - Ibid., 182.
30 - Ibid., 182.
31 - Ibid., 182.
32 - Ibid., 128.
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Visual Relationship of the Switch House and St Pauls Cathedral

The Close Proximity of Bankside Power Stations chimney and St Pauls Cathedral

Figure 8.

Scott was selected because 
he had the ability to ‘treat 
traditional building materials 
with real sympathy’ he also 
understood the importance 
of details. Giles Scott also 
worked closely with engineers 
and understood well steel 
frame and reinforced concrete 
structures.     

The site location close to St 
Pauls cathedral was seen as 
controversial. There were 
many things to consider in 
terms of construction but most 
importantly the power station 
must not cause damage to the 

25

Herzog and De Meuron were 
the architects for the Tate’s 
development and extension 
of the switch house. The 
building to the left of this 
image shows a section of the 
perforated facade constructed 
on the switch house (blavatnik 
building). They chose brick 
in order to create a bland 
between old and new, but also 
chose an extremely similar 
brick so the building would 
be read as one. The extension 
is to the rear of the Power 
station, not next to the river. 
It is not imposing on St Pauls. 
It provides a great view across 
London and to St Pauls from 
its viewing platform. 

THE IMPORTANCE OF BEING RESPECTFUL AND LESSENING THE DAMAGE OF POLLUTANTS

32



Giles Gilbert Scott was known for his work on the design for Liverpool 
Cathedral. Many similarities can be seen through between Bankside 
power station and the cathedral. Both buildings centre around a balance 
between vertical and horizontal lines. 

Scott was very influenced and was interested in the scale and grandeur 
of monumental buildings. His work was accepted by both modernists 
and traditionalist. His geometrical purity in his industrial designs meant 
his work was also accepted by many modernists.  

HISTORICAL CONCEPTS THAT INFLUENCED THE DESIGN AND CONSTRUCTION OF THE BANKSIDE POWER STATION

The exterior of the building has a contrast between sparse and empty 
brick workspaces and ornamental. The ornament introduces subtleties 
of light and shade onto the blank surfaces. It is arguable that the light 
and shadow created by these mouldings and brick work are art pieces. 

‘The structure is a composition of overlapping planes, with each grand, 
bare mass of brick work rising to a bold set back before the parapet 
is reached. The recessions re enhanced by horizontal bands of vertical 
fluting, while the parapets themselves are enlivened by special small 
brick finials’. 

Scott’s design on Bankhouse was enhanced by subtle brick detailing. 

GILES GILBERT SCOTT DESIGN INFLUENCES

Liverpool Cathedral Battersea Power Station University Cambridge Library

The aesthetic visual influence can be seen from these 
examples, all buildings. Giles Gilbert Scott’s designs 
evidently develop with influence from modernist styles, but 
remain sympathetic to traditional and classical architecture. 

It is also clear to see the evolution of Giles Gilberts 
Scott architectural palette as he designs the buildings in 
succession. 

All buildings have a play on horizontal and vertical 
geometry. There is grandeur in simplicity. 

Figure 10. Figure 11. Figure 12.

Figures

Figure 10 - Paul Ellis, The Anglican cathedral in Liverpool draws fans even from predominantly Catholic 
countries such as Spain and Italy, 2017, Photograph, accessed January 29th, 2020, https://www.thetimes.
co.uk/article/cathedral-praying-for-lucky-liverpool-draw-in-champions-league-x76kjl0m7.
Figure 11 - Tosh Marshall, Battersea Power Station, Photograph, accessed January 29th, 2020, https://
thespaces.com/new-cultural-venue-coming-to-battersea-power-station/.
Figure 12 - Stephen Dowle, Giles Gilbert Scott, 2008, Photograph, accessed January 29th, 2020, https://
www.flickr.com/photos/fray_bentos/2658336322.
Figure 13 - Herzog and De Meuron, The river elevation as built, Scanned Drawing, in Building Tate 
Modern, (London: Tate Gallery Publishing Limited, 2000), 131.

Footnotes

33 - Rowan Moore and Raymund Ryan, Building Tate Modern Herzog & De Meuron Transforming Giles 
Gilbert Scott, (London: Tate Gallery Publishing Limited, 2000),185.
34 - Ibid., 185.
35 - Ibid., 183.
36 - Ibid., 183.
37 - Ibid., 184.
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Figure 13.



PROPOSED ELEVATIONS OF TATE MODERN WITH SWITCH HOUSE EXTENSION - HERZOG AND DE MEURON

MATERIALS CATALOGUE

Figure 14. Figure 15. Figure 16. Figure 17.

Figures

Figure 14 - Southwark Council, Tate Modern 2 (extension) - 09-AP-0039, PDF, accessed February 2nd. 2020, http://moderngov.southwark.gov.uk/Data/Planning%20Committee/20090331/Agenda/Item%206-2%20Tate%20Modern%20Bankside,%20Sumner%20Street,%20London%20SE1%209TG%20images.pdf.
Figure 15 - Ibid.
Figure 16 - Ibid.
Figure 17 - Ibid.
Figure 18 - Gabriele Basilico, Tate Modern, Scanned Photograph, accessed in Rowan Moore and Raymund Ryan, Building Tate Modern Herzog & De Meuron Transforming Giles Gilbert Scott, (London: Tate Gallery Publishing Limited, 2000),119.
Figure 19 - Ibid.
Figure 20 - Ibid.
Figure 21 - Ibid.
Figure 22 - David Bleeker, Blavatnik Building, Tate Modern, Photograph, accessed February 2nd, 2020, https://www.davidbleekerphotography.com/-/galleries/switch-house-tate/-/medias/5d1a5a1c-5692-47d0-a0e9-40a528a48d24-blavatnik-building-tate-modern.
Figure 23 - Ibid.
Figure 24 - Authors Own, Turbine Hall, Tate Modern, Photograph, 2020.
Figure 25 - Gabriele Basilico, Tate Modern, Scanned Photograph, accessed in Rowan Moore and Raymund Ryan, Building Tate Modern Herzog & De Meuron Transforming Giles Gilbert Scott, (London: Tate Gallery Publishing Limited, 2000),119.
Figure 26 - David Bleeker, Blavatnik Building – Tate Modern, Photograph, accessed February 2nd, 2020, https://www.davidbleekerphotography.com/-/galleries/switch-house-tate/-/medias/12857acc-d83b-4094-b45c-bd42f2ea6336-blavatnik-building-tate-modern
Figure 27 - David Bleeker, Tate Modern Brick Supports, Photograph, accessed February 2nd, 2020, https://www.davidbleekerphotography.com/-/galleries/tate-scaffolding/-/medias/b5ef6e63-2174-4add-aee8-f2c05726727e-tate-modern-brick-supports.
Figure 28 - David Bleeker, Blavatnik Building, Tate Modern, Photograph, accessed February 2nd, 2020, https://www.davidbleekerphotography.com/-/galleries/switch-house-tate/-/medias/5d1a5a1c-5692-47d0-a0e9-40a528a48d24-blavatnik-building-tate-modern.
Figure 29 - Frank Kaltenbach, Tate Modern opens new building by Herzog and De Meuron, Photograph, accessed January 2nd, 2020, https://www.detail-online.com/article/tate-modern-opens-new-building-by-herzog-de-meuron-28041/.

Figure 18. Figure 19. Figure 20. Figure 21. Figure 22. Figure 23.

Figure 24. Figure 25. Figure 26. Figure 27. Figure 28. Figure 29.

During the first phase of the redevelopment of the power 
station into the Tate Modern, they considered cleaning the 
original bricks. However this idea was discarded because 
they thought it would change the feeling of the original 
structure. It may have changed the colour of the bricks, and 
this may not have been aesthetically pleasing. 

Herzog and De Meurons playful brick envelope, is somewhat 
sculptural. The stylistic influence is clear to see in the new 
materials selection from the switch house. Herzog and 
De Meuron use innovative techniques but with the same 
material palette.  

Footnotes

38 - Channel Four Television Corporation, Power Into 
Art: The Battle for the New Tate Gallery (2000), 2017, 
youtube.com/watch?v=v9O2_52S0LY&feature=youtu.
be.

38



The design influence from the cathedral comes not only 
from the horizontal and vertical brick facade. It can also 
be seen in the shape and positioning of the windows and 
internal spatial layout. 

Liverpool Cathedral

Turbine Hall, Tate Modern

As seen here the large windows mimic that of Liverpool 
Cathedral. The Turbine hall is almost a modernist take on 
design of a Cathedral. The side of the Turbine Hall are lit 
artificially and this somewhat mimics the lighting in Liverpool 
Cathedral. 

The Cathedral has one large full height space which frames 
the detailed glass windows which surround the alter. 

Ceilings were often very high in churches particularly in the 
place of worship as it was felt that this brought you closer to 
God. 

Vertical columns throughout the 
main worship space.

Archways to walk through to small-
er spaces underneath.

Places for the congregation to sit 
and worship.

Large decorative stained glass win-
dow at the end of the alter illumi-

nate the space.

Higher ceilings to connect 
congregation to god. 

Horizontal lines.

The walkways are lit from behind 
and create illuminated windows 
and viewing platforms into the 
larger space below. 

Archways to walk through to small-
er spaces underneath.

Horizontal lines.

Horizontal lines.

The walkways and gallery spaces 
are lit from behind and create 
illuminated windows and viewing 
platforms into the larger space 
below. 

Horizontal columns mimic the 
architectural  style of the cathedral 

but through modern techniques 
and materials. 

Large windows at either end of the 
Turbine hall, only one connects 

to the outside space the other is 
internal. This mimics the placement 

of windows in the cathedral.  

Places for the visitors to sit and eat 
lunch.

INSIDE LIVERPOOL CATHEDRAL AND THE TURBINE HALL THE CONNECTION BETWEEN WINDOWS AND THE HORIZONTAL AND VERTICAL STRUC-
TURE

INFLUENCE OF HISTORICAL BUILDINGS ON THE DESIGN OF BANKSIDE POWER STATION AND TATE MODERN 

Large exterior windows allow light into the boiler room and 
turbine houses. There are vertical brick mullions which line 
these windows. The windows are the gaps between the 
bricks.    

Figure 30.

Figure 31.
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Figures

Figure 30 - Bob Edwards, Liverpool Anglican Photography, Photograph, 
accessed January 30th, 2020, https://www.liverpoolpicturebook.com/2012/08/
liverpool-anglican-cathedral.html.
Figure 31 - Adam Fagen, Turbine Hall of Tate, 2018, Photograph, accessed 
January 30th, 2020, https://www.flickr.com/photos/afagen/29301313058.

Footnotes

39 - Rowan Moore and Raymund Ryan, Building Tate Modern Herzog & De 
Meuron Transforming Giles Gilbert Scott, (London: Tate Gallery Publishing 
Limited, 2000),185.



A FALSE FACADE ON THE SWITCH HOUSE - A REPETITION OF HISTORICAL DESIGN CONCEPTS

The cast in situ concrete frame is wrapped in a perforated brick enve-
lope. As with the original part of the Tate Modern, Bank Side Power 
Station, the building pretends to be something it is not. 

The construction of the switch house 
replicates a design intention originating from 
the design of the Bankside power station. 

To mimic the aesthetic of the original part 
of the Tate Herzog and De Meuron wrapped 
their cast in situ concrete building in bricks. 
They kept the new part of the building 
sympathetic to the original. Similarly to how 
Giles Gilbert Scott lessened the imposed 
nature of the power house to St Pauls by 
wrapping it in a cathedral influenced brick 
envelope.  

The bricks were specifically design to 
envelope the new addition to the building. 
This stands at 65m high. 

Switchhouse in Construction. Completed Switch House extension at Tate Modern. 

Bankside Power Station in Construction Bankside Power Station Completed

Figures

Figure 32 - Harry Todd, Power Station, 1951, Photograph, fox photos, getty Images.
Figure 33 - Unknown, Bankside Power Station, 1985, Photograph, accessed February 2nd, 2020, https://en.wikipedia.
org/wiki/Bankside_Power_Station#/media/File:Bankside_Power_Station.jpg.
Figure 34 - Unknown, Irrational Forms, Photograph, accessed January 30th, 2020, https://wanderluxe.theluxenomad.
com/5-reasons-need-go-see-new-tate-modern-now/.
Figure 35 - Jim Stephenson, History of Tate Modern, Photograph, accessed January 30th, 2020, https://www.tate.org.
uk/about-us/history-tate/history-tate-modern. 

Footnotes

40 - “Tate Modern Extension – A Unique Brick Façade,” Ramboll, accessed January 31st, 2020, Uk.ramboll.com/
projects/ruk/tate-modern-brick-façade. 

Giles Scott used brick as a design too to 
lessen the impact a concrete building would 
have had on the river bank, especially due to 
the close proximity to St Pauls. It mimics the 
design seen in many of his religious buildings 
before. And to some extent pretends to be 
something it is not. Although it is sill apparent 
that at its core the building is for industrial 
use. It also sits on the once predominantly 
industrial side of the River Thames. 

Figure 32.

Figure 33.

Figure 34.

Figure 35.
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There are questions about 
concealment and the honesty 
of the material selection. It 
does little to suggest its art 
collection. It in fact celebrates 
its industrial heritage. The art is 
only truly revealed once inside 
the building.



A PERFORATED FACADE ON THE SWITCH HOUSE

Herzog and De Meuron wanted to combine elements of the old 
Bankside power station and the new switch house extension. They 
wanted to building to be read as one. They used the same language 
of brick, but in a revolutionary way. Individual bricks were pre-bonded 
in order to speed up the construction process. They used small bricks 
instead of just choosing larger ones as these embodied the same 
character as those originally used on the bank side power station. 

The innovative brick envelope gave a perforated appearance. This was 
to allow day light to filter into the space during the day. At night the 
building would appear to glow. Illuminated from within. 

The bricks step back to gently wrap around to concrete core of the 
building to envelope it. They used the brick in such a way, texture and 
form to create a perforated envelope. This plays on the solid nature 
of brick as a building material. It creates a veil that is much lighter in 
appearance. 

‘The façade changes in appearance depending on the observer’s point 
of view, not just from transparent to opaque, but also in pattern and 
orientation. This continuous wrap of perforated brickwork is broken 
by the introduction of horizontal cuts to allow for views and provide 
daylight and natural ventilation to the internal spaces. The location 
of these 'cuts' is in direct relation to the internal programming and 
planning of the building. The result is a new yet symbiotic reading 
that is distinct and unique along the skyline of London.’

The seamless and sympathetic relationship between the extension 
and original building can clearly be seen in Figure 40.

Instead of trying to fight against the monumental brick structure, they 
built on this feature and reshaped it in a new way for the extension. 

DESIGN INTENTIONS - A LIGHTER FEELING FACADE WHICH EMBODIES THE SAME ARCHITECTURAL LANGUAGE AS THE POWER STATION BUT EMBODIES INNOVATIVE MODERN PROCESSES

Figures

Figure 36 - Kai Richter, Views to the North of Tates extension, Photograph, accessed 
January 31st, 2020, https://ramboll.com/projects/ruk/tate-modern-brick-facade.
Figure 37 - Daniel Shearing, The façade acts as a veil over the structure, Photograph, 
accessed January 31st, 2020, https://ramboll.com/projects/ruk/tate-modern-brick-facade.
Figure 38 - Kai Richter, View of St Pauls Cathedral through perforated brick, Photograph, 
accessed January 31st, 2020, https://uk.ramboll.com/projects/ruk/tate-modern-views-
from-the-buildings.
Figure 39 - Kai Richter, Tate Modern Extension – glazing for views and light, Photograph, 
accessed January 31st, 2020, https://uk.ramboll.com/projects/ruk/tate-modern-views-
from-the-buildings.
Figure 40 - David Bleeker, Blavatnik Building, Tate Modern, Photograph, accessed February 
2nd, 2020, https://www.davidbleekerphotography.com/-/galleries/switch-house-tate/-/
medias/5d1a5a1c-5692-47d0-a0e9-40a528a48d24-blavatnik-building-tate-modern.
Figure 41 - David Bleeker, Blavatnik Building, Tate Modern, Photograph, accessed February 
2nd, 2020, https://www.davidbleekerphotography.com/media/955b638b-8cb4-4cae-a5be-
dbb7084eede1-blavatnik-building-tate-modern.
Figure 42 - Unknown, Detail of perforated brickwork design and horizontal windows 
on the new building, Photograph, accessed February 2nd, 202o, https://www.
designboom.com/architecture/tate-modern-extension-by-herzog-de-meuron-moves-
ahead-01-21-2014/.

Figure 36. Figure 37.

Figure 39.Figure 38.

Figure 40. Figure 42.Figure 41.

Footnotes

41 - “126 Tate Modern,” Herzog & de Meuron Basel Ltd, accessed January 20th, 2020, 
https://www.herzogdemeuron.com/index/projects/complete-works/126-150/126-tate-
modern.html.
42 - Ibid.
43 - Ibid.
44 - Ibid.
45 - Rowan Moore and Raymund Ryan, Building Tate Modern Herzog & De Meuron 
Transforming Giles Gilbert Scott, (London: Tate Gallery Publishing Limited, 2000),125.
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PRODUCED BY AN AUTODESK STUDENT VERSION
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Steel corbels are bolted to 
the cast in situ concrete 
frame.

Cast in situ concrete frame.

Brick.

Elastomeric joints, stainless 
steel pins and a resin joint. 

Prebonded bricks stacked in 
two’s to increase speed of 
construction.

@1:5

Steel corbels are methodically 
staggered within the brick facade 
of the switch house.  

Steel corbels are bolted to the cast 
in situ concrete frame to ensure 
the stability of the bricks. 

‘In Total 336,000 bricks in 212 different types were installed between 
August 2014 and February 2016. This new system could be installed in 
all weather conditions. 

The bricks selected were 215 x 215 x 69. They were stacked together in two’s – prebonded – using a Flemish joint 
before being used for construction. They were stacked in such a way they created a perforated screen of bricks. 

On site the bricks were connected using elastomeric joints, stainless steel pins and a resin joint. This system is newly 
designed and completely unique to the Tate Modern. 

The bricks act as a veil over the structure. The bricks are not structural they are an envelope. 

The masonry used was selected specifically for its sustainability and performance, and it had three rounds of testing 
before being selected. 

THE STRUCTURAL DETAIL AND CONSTRUCTION OF THE PERFORATED FACADE

Figures

Figure 43 - David Bleeker, Tate Modern Brick Supports, Photograph, accessed February 2nd, 2020, https://www.davidbleekerphotography.com/-/
galleries/tate-scaffolding/-/medias/b5ef6e63-2174-4add-aee8-f2c05726727e-tate-modern-brick-supports.
Figure 44 - David Bleeker, Switch house Tate Modern – Brickwork, Photograph, accessed February 2nd, 2020, https://www.davidbleekerphotography.
com/-/galleries/tate-scaffolding/-/medias/0700a78b-ce79-4857-8013-fa73d12ca44e-switch-house-tate-modern-brickwork
Figure 45 - David Bleeker, Tate Modern Extension and Scaffolding, Photograph, accessed February 2nd, 2020, https://www.davidbleekerphotography.
com/-/galleries/tate-scaffolding/-/medias/47870572-69e1-41ce-868a-158d6923cbb3-tate-extension-scaffolding-and-brickwork.
Figure 46 - Daniel Shearing, Formed using Flemish bond, the façade is similar to the existing building, Photograph, accessed January 31st, 2020, https://
ramboll.com/projects/ruk/tate-modern-brick-facade.

Footnotes

46 - “Tate Modern Extension – A Unique Brick Façade,” Ramboll, accessed January 31st, 2020, Uk.ramboll.com/projects/ruk/tate-modern-brick-façade.X - 
47 - Ibid.
48 - Ibid.
49 - Ibid.
50 - Ibid.
51 - Ibid.
52 - Ibid.
53 - Ibid.
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Figure 46.

46 47

48

49

50

52

51

Corbels are an integral part of the scheme. Supported by the internal perimeter structure and floor beams, precast 
panels provide support for the corbels and brickwork and provide a thermal and moisture barrier to the building. 
Sitting in empty header spots in the masonry, the corbels support the brickwork skin and offer a mechanism for 
reducing general frame tolerances as an interface to the more refined brickwork. Solid brickwork is used on the lower 
levels. 53



CONNECTING A STEEL FRAME AND CONCRETE FOUNDATION
The structural engineer for the Tate Modern extension of the 
switch house and the redevelopment of the site was Ramboll. 

Figure 47. Adrian Petkov, Turbine Hall Steel Frame, 
Photograph, 2020.

Figure 48. Authors Own, Turbine Hall Steel Frame, 
Photograph, 2020.

Steel Columns paint-
ed black. 

Original brick work 
painted white.

Screed Layer. Con-
crete floor finish.

Waterproof 
membrane.

Cast in situ concrete. Sand to help with 
drainage.

Compacted 
Hardcore.

The connection detail is hidden below a screed layer and so we can only speculate about how the 
steel frame may be connected to the foundation. This is one possibility. A moment connection 
between the column and footing and the footing is then screwed deep into a concrete pile. 

The details shown above are general details which 
show the build up of materials in the creation of a 
foundation and a steel frame connecting to a con-
crete foundation. 

55 - “Why is a waterproof membrane used in raft foundations,” Quora, 
accessed February 2nd, 2020, https://www.quora.com/Why-is-a-waterproof-
membrane-used-in-raft-foundations.

54 - “single storey industrial buildings,” Steelconstruction.info, accessed 
February 2nd, 2020, https://www.steelconstruction.info/Single_storey_industri-
al_buildings.

The connection detail is hidden below a screed layer and so we can only speculate about how the 
steel frame may be connected to the foundation. This is one possibility. A moment connection 
between the column and footing and the footing is then screwed deep into a concrete pile. 

Walls were designed to co-ordinate with services design, no cables were left exposed. Ramboll 
explain that both structures are founded on pile foundations to ensure continuity between the two 
buildings. 

56 - “Tate Modern Extension - Structural Design,” Ramboll, accessed February 
3rd, 2020, http://uk.ramboll.com/projects/ruk/tate-modern-structural-design.
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