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9Masterly Apprentice 

This booklet that lies in front of you is the 

product of one year of graduation. One 

year of research performed in the Masterly 

Apprentice II graduation studio, an ongoing 

studio at the University of Technology in 

Eindhoven. Its aim is to learn from an existing 

building; to learn from the architect who 

designed it and to critically reflect upon those 

lessons. The themes that are depicted from the 

analysis project are reinterpreted in the design 

for a building. The architect that the student  

analyses can be chosen freely, as long as it 

fits in the theme of the generation. The theme 

of this generation is ‘Firstlings’. The concept is 

introduced to describe the first projects of an 

architect’s career. 

This booklet is the first part of a pair. It focusses 

on the analysis of the Philharmonic Hall in 

Szczecin, Poland. The building is designed 

by Barozzi | Veiga, an architecture office 

located in Barcelona. Next to an analysis of 

the building, an analysis of their theoretical 

framework has been made as it is explained 

in their monologue ‘Barozzi Veiga’ published 

by ParkBooks. The aim of the analysis is not 

to be all-encompassing. Some specific themes 

are taken and are investigated in-depth, 

reinterpreted and applied in the design. The 

product of this design can be found in the 

second booklet.

Introduction
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This essay is an investigation in ‘firstlings’ in 

architecture. The definition of this terminology 

will be the starting point. What does it truly 

mean and how do we learn from  them? To 

clarify this research, a practical application 

will be followed out by the analysis of three 

architectural offices, concerning Giorgio 

Grassi, Barozzi Veiga and Herman Hertzberger.

The Oxford dictionary defines this unusual term 

in the following way:  “The first agricultural 

produce or animal offspring of a season”. In 

doing so, there is a rather obvious emphasis 

on the word first, which makes up the biggest 

part of the word itself. So, if we apply this to 

the world of architecture; does that mean that 

the firstling is simply the very first project of an 

architect’s career? 

Let’s return to the dictionary’s description. It 

also gives the plural form of the word; firstlings. 

Furthermore,  the term is used in five example 

sentences. Four of these five examples contain 

the use of the word in its plural form; most 

of the times as “the firstlings of the herds and 

flocks”. It might seem a bit odd to talk about 

first in a plural way, but this triggers the idea 

of using the word as ‘a set of first’s’ or ‘one 

of the first’. 

Another part of the definition that is worth 

elaborating on is “of a season”. Here is 

assumed that there is a time period involved. 

So a descendant can be part of the first set 

of the offspring, ergo a firstling. But when the 

next season arrives, the process is repeated 

and therefore a new set of firstlings is born. 

How do we apply this to architecture? Does an 

architect’s career consist of multiple stages? 

Discussions are held to apply the term to 

architecture. By use of reasoning, the following 

process has been discovered. 

The first step is that the architect had a lot of 

unconscious influences during his youth or the 

years before he or she decided to become an 

architect. These influential early memories 

can be gained from the district he lived in, 

the culture he or she grew up in, the socio-

economical values he lived with, the people in 

their surroundings and the early interests of the 

architect himself. For example the extension 

plan of South-Amsterdam by Hendrik Petrus 

Berlage. An urban-plan which got the attention 

of a young Herman Hertzberger, who by that 

time did not know he wanted to become an 

architect. 

Then there is a moment where the person 

considers to become an architect. From 

that moment on he or she started to gain 

consciously inspiration and knowledge about 

architecture. In most cases this person starts a 

study at the architectural school. So a creative 

and theoretical search starts about all kind 

of architecture styles. This study leads to the 

interests of the architect to be. 

It takes time to find your definition of 

architecture. And this will be partly influenced 

Firstlings

introduction
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11Masterly Apprentice 

firstling 
(firstlings) noun
The first agricultural produce or animal offspring of a season.

‘There they were to bring their burnt offerings and other sacrifices, tithes and contributions, 

offerings, and the firstlings of their herds and flocks.’

‘In the course of time, Cain brought to the Lord an offering of the fruit of the ground, and Abel for 

his part brought of the firstlings of his flock, their fat portions.’

‘The Bible instructs the faithful to tithe their grain, wine, and oil along with the firstlings of the 

herds and flocks.’

‘The firstlings, both human and animal, were commonly believed to belong to God in a special 

way.’

‘Every first-born is mine: and every firstling among thy cattle.’

Source: Oxford dictionary
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by an architect’s framework, scope and 

methodology. The choice of university is 

significant in determining this. There are many 

differences in architectural education, the 

focus of the study and its traditions. Architects 

can be trained in a certain doctrine and these 

traditions can find their way back in the work 

of the architects. In the case of Fabrizio Barozzi 

and Alberto Veiga we can see the combination 

of two architectural educations, which find 

their own way in the working method of the 

office. 

So after all the studies a search will start to direct 

these (un)conscious influences into a creation. 

This search will define the methodology of 

the architect. This methodology is the starting 

point for the architect’s first design, writing or 

any other architectural practice; their firstling.  

From this we can conclude a long process 

follows, with conscious and unconscious 

influences that result in the firstling of the 

architect.  In a professional sense this search 

is often accompanied with a will to prove 

yourself, an ambition to show your skills 

and the architect has a certain plenitude in 

time and effort. So to get the best out of his 

methodology the architect shall design many 

firstlings. Maybe the last firstling should be the 

result of the architects long search for the best 

methodology. In the case of Giorgio Grassi, 

for example, a manifesting book is the firstling. 

It describes a clear methodology, a way of 

thinking. 

In your professional career you can either find 

your methodology and stick to it or develop 

and reinterpret it. Another option is to become 

dissatisfied with your design method, maybe 

because of the changing circumstances for 

architecture, a different Zeitgeist or political 

changes. Then the architect will start a new 

search; a new process. This can be examplified 

by two modernist masters: Mies van der Rohe 

(1886-1968) and Le Corbusier (1887-1965). 

They both show different styles in the course of 

their careers, that seems to be the result of a 

radical change caused by the Second World 

War. Van der Rohe moves from a centrifugal 

spatial lay-out that is shown in the Barcelona 

Pavilion (1929) to a Neoclassical approach 

in the Seagram Buidling (1958). While Le 

Corbusier shifts from the purist style of his Villa 

Savoye (1931) to a brutalist architecture in the 

Monastery of La Tourette (1960).

We define the projects in the firstling period as 

a search to an answer. This answer is related 

to a certain question and this question is very 

specific for the architect. It defines his or her 

quest and therefore his or her ambitions, 

working method and design process. This 

quest is their search for the definition of 

architecture. The answer to their question can 

be defined as “the last firstling”.

In the upcoming part, each student will 

investigate on this topic related to his or her 

specific architect. These examples will come 

back together in the conclusion. 

Firstlings

introduction
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i l

li

firstling as a project

start end
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This essay is an exploration of Barozzi Veiga’s 

first projects, the influences on these projects 

and therefore the background of the office and 

its founders. Although the office is relatively 

young, an attempt is made to show a shift 

in focus in their working method, in their 

architectural search. This essay is besides an 

analysis of their projects, mainly an analysis 

of their theoretical framework and reasoning 

as it is expressed in their monologue ‘Barozzi 

Veiga’ published by Park Books in 2016. 

The office of Barozzi Veiga is founded by 

the Italian Fabrizio Barozzi and the Spaniard 

Alberto Veiga in 2004 in Barcelona. The 

different educational backgrounds that the 

architects enjoyed and the international 

conditions of the office because of the focus 

on international competitions, proves to be an 

important influence in their work. 

Fabrizio Barozzi (1976) was born in Venice and 

studied there at the Instituto Universitario di 

Architettura di Venezia (IUAV). This university is 

known for a contextual, theoretical and highly 

historical scope. This can be examplified by 

teaching positions that were hold by Bruno 

Zevi, Leonardo Benevolo, Manfredo Tafuri and 

Massimo Cacciari. 

“The School of Venice was ... stemming from 

two distinct but reciprocally attracted poles: an 

urban architecture and a radical criticism to 

architectural ideology.”

(De Michelis, n.d.)

Alberto Veiga (1973) studied at the technical 

and dogmatic Escuela Técnica Superior de 

Arquitectura de Navarra (ETSA) in Pamplona. 

This is an institution with a religious 

background, based on the principles of the 

Opus Dei and founded during the dictatorship 

of Franco. It led to an education based on 

absolute morals and beliefs. (Cohn D., 2017, 

p.12) (Morales-Garoffolo, V., Sánchez-Muñoz, 

J.A., 2017, p.90)

“Architects associated with the Opus and its 

school in Navarra have tended to maintain 

a rather abstract and formalist language of 

clear geometries rendered in steel, glass and 

stone.” (Cohn D., 2017, p.14)

Veiga and Barozzi met in Seville, where Veiga 

worked in the office of Vazquez Consuegra. 

Barozzi visited the city as an Erasmus student. 

Together they participated and won an 

international competition for a public housing 

project in Úbeda, which led to the foundation 

of their office. They chose Barcelona as their 

base; a city that neither of the architects was 

acquainted with. Spain offered the perfect 

conditions for young architects to apply 

their skills in that period. After university, 

no additional license was needed to attend 

competitions. And especially this mean, is 

the principle source for their work. These 

conditions, of two trans-national architects 

with different backgrounds, based on a place 

outside of their roots, forms the framework of 

Barozzi Veiga’s projects and working method. 

Firstlings

Barozzi | Veiga
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The introduction of their book highlights this 

method and even mentions the development 

within their office: 

“... we have always sought to produce an 

architecture that strikes a balance between 

the specificity of the place and autonomy of 

form. This irreducible dichotomy has guided 

our work over recent years and has gradually 

taken it towards a sentimental monumentality”. 

(Barozzi F., Veiga A., Zabala J., 2016, p.9)

Before looking into this ‘sentimental 

monumentality’, let us start at the beginning: 

the balance between the specificity of the 

place and the autonomy of form. We can see 

this theoretical framework concretized in the 

Philharmonic Hall in Szczecin. This project 

can be seen as a very autonomous building 

set apart from its surroundings by its distinct 

shape, roofline and materialization. However, 

when the analysis goes a bit deeper than what 

can be seen at first sight, similarities can be 

found with the context. This involves a balance 

in mass and verticality. Mass as it is present 

in the neighbouring neoclassical and (neo-)

gothic edifices; verticality that is visible in 

surrounding Gothic elements, which shows an 

urge to rise its mass into the sky. They described 

their contextual influences as followed in their 

competition entry:  

“Our idea was born out of the surrounding 

space, the sloping roofs and distinct vertical 

divisions of the neighbouring residential 

buildings, the Neo-Gothic ornamentation of 

the police edifice, the majestic and soaring 

churches of Szczecin, the heavy neoclassical 

buildings of Waly Chrobrego Street, the 

picturesque towers and turrets present in the 

whole city.” 

(Kurzaj, 2015, p.151)

The facade that is created by the balance of 

these two notions - specificity versus autonomy 

- plays its role in the public life. It defines the 

Solidarity square that lies in front of it. And this 

concern for giving meaning to the collective 

space is also a theme that can be found 

throughout the projects of Barozzi Veiga, 

such as their earlier Auditorium and Congress 

Center in Águilas or the Regulatory Council 

for the R.O. Ribeira del Duero. However, 

the Philharmonic Hall also shows the start 

of a trend that is implemented in their later 

projects more often. This involves the idea of 

creating a ‘microcosm’ within their buildings. 

They describe this concept as followed in their 

monologue:

“The instinctive fascination we have always 

felt for introverted projects perhaps expresses 

the hope that our architecture can change the 

status quo, generate new urban conditions or 

create some kind of artificial micro world. This 

is why we often try to configure designs that 

insert into the landscape a further fragment of 

landscape, in an effort to bring the building 

closer to the idea of a microcosm.” 

(Barozzi F., Veiga A., Zabala J., 2016, p.52)
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This introvert character can be illustrated by 

the lack of windows in the Philharmonic Hall. 

The building has only three windows for a 

project of 13000 square meters. Next to that, 

the building is centred around a void, which is 

formalized as the foyer and is constructed with 

an extremely thick boundary that distances 

the visitor from the exterior in both a physical 

sense as a symbolical one.

This shift is accompanied with a reinterpretation 

of the initial dichotomy that formed the 

foundation of their work. The notion of 

autonomy of form “has turned into a search for 

a universal architecture, one that is absolute 

and foundational, while the idea of belonging 

to a place has become a search for what is 

specific and unique.” 

(Barozzi F., Veiga A., Zabala J., 2016, p.160)

This quote illustrates the devaluation of 

connecting the building to its surroundings 

by a formal association. Where the notion of 

‘autonomy of form’ becomes even more radical 

in their later work; the ‘specificity of place’ 

counterpart loses its ‘place’ and becomes ‘a 

search for what is specific and unique’. They 

describe their development as followed: “our 

work is heading towards a ‘new primalism’, a 

term that expresses the search for that which 

contains, in itself and exclusively, only what is 

necessary. We feel the need to rediscover the 

splendour of primary things.” 

(Barozzi F., Veiga A., Zabala J., 2016, p.128)

The ultimate manifestation of these evolved 

values is the Neanderthal Museum in Pilona, 

Spain. The project has only one visible 

opening, which is the entrance. The edifice is 

centred around a void, lit by a skylight. The 

light seems to cut through the mass, which is 

accentuated by the monolithic use of brick. 

Most of this constructed void cannot even be 

used by the creation of a pond in the centre. 

The matter is not excavated for functional or 

programmatic reasons, but mostly with the 

argumentation of creating an atmosphere. The 

space evokes an elemental feeling in a highly 

dramatic manner. David Cohn describes it as 

a ‘metaphysical minimalism’ in his essay North 

and South, published in Architecture and 

Urbanism. 

So to bring the story back to the overarching 

theme of firstlings; we can determine the 

influences on the firstlings. This would be 

the different educational backgrounds of the 

architects focussed on notions as context 

and theory for the IUAV and absolute values 

as ‘seeking the truth’ as it is expressed in the 

mission statement of the ETSA. Furthermore, the 

fact that the office participates in architectural 

competitions since the beginning of the firm 

forces it to analyse every site without any bias 

or prejudice, to discover the specificities of 

each place and to use these in their project. 

When looking at the influence of the firstling 

to the rest of the career, there is a slight shift in 

perspective and values.  

Firstlings

Barozzi | Veiga

The Philharmonic Hall



17Masterly Apprentice 

However, it is too soon to speak of a new 

working method or architectural search. The 

concept of a sentimental monumentality is the 

development of a dichotomy that is present 

since the beginning of the office. 

But what could have caused this shift? We 

conclude this essay in a more speculative 

manner in an attempt to find a possible reason 

for this altered approach. The Philharmonic 

Hall in Szczecin can be seen as a key project in 

their architectural career. First of all, it shows 

both the attention for a contextual association 

in the facade as an introvert quality in the idea 

of the microcosm. Secondly, in an interview 

with Architecture and Urbanism (2017:02, 

no. 557) they mention the project as a turning 

point for their firm. Where they worked more 

closely together at the foundation of the office; 

they started to divide tasks during and after 

the project. And thirdly, the Philharmonic Hall 

was internationally recognized by winning 

the Mies van der Rohe Award for European 

Architecture in 2015 and meant a boost in 

success and acknowledgement. This leads me 

to raise the question whether the success after 

this competition gave them the courage to 

pursue this primal, absolute and foundational 

architecture that derived from the ‘autonomy 

of form’. And maybe they were not the only 

ones that gained confidence in their abilities; 

but also the jurors of the competitions that they 

seem to win almost consecutively. Does the 

international recognition justify this? 
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Firstlings

The final conclusive part of this essay tries to 

summarize the different inspirations towards 

the creation of the firstling and moreover, 

if and how the firstling played a role in the 

career of each individual architect. Parts of 

the individual essays are used in order to 

exemplify. 

Inspiration - Firstling

The youth of Herman Hertzberger, to start with, 

played an important role in the development 

of his later career as an architect. Hertzberger 

grew up in the urban plan of South-Amsterdam, 

designed by the renowned pre-war architect 

Berlage. Following the Montessori primary 

school in Amsterdam did, next to the plan of 

Berlage, contributed to the development of 

his societal and architectural vision. Although 

Hertzberger had a fascination for architecture, 

his future job as an architect was not that clear 

during his youth. Both sources of inspiration are 

in this respect, and in contrast to inspirations 

gained during his University-period, less 

conscious. The development towards his 

career and more specific the firstling of an 

architect can additionally be distinguished in 

the inspiration before and after the moment he 

or she decides to become an architect. 

The second type of inspiration is the conscious 

one, gained after the moment he or she decides 

to become an architect. If we take Fabrizio 

Barozzi and Alberto Veiga as an example, we 

can see how their differing educations played 

an important role. Barozzi studied at the 

theoretical and urban conscious university of 

Venice while Veiga studied at the university of 

Pamplona, raised during the regime of Franco 

and known for their catholic driven search for 

an absolute truth. The resulting architecture 

of the firm is a balance between context 

and design, between specificity of place and 

autonomy of form. Giorgio Grassi has, to add 

on this, a different educational background. 

However, his university did similar to Barozzi 

Veiga, played an important role. Grassi 

studied at the university of Milano in which 

he developed a specific orientation regarding 

the past as a response to the idealist, less 

historically proven architecture of post-war 

Italy. 

One might state that no clear formula can 

be given to the development of a firstling. 

However, we can state that, with the help of 

the three case studies, youth, political zeitgeist 

and education plays an important role. All 

influences can be categorized in conscious 

and unconscious inspirations. In inspiration 

before and after he or she decides to become 

an architect. 

Firstling - Oeuvre

Both Herzberger and Grassi managed to 

design and write intriguing firstlings and with 

that, selected specific themes of interest which 

have been used throughout the rest of their 

career. For example the use and emphasizing 

of social cohesion, but also the flexibility and 

expandability within the work of Hertzberger. 

conclusion

The Philharmonic Hall
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The buildings realized in the long-career of 

the Dutch-architect differ in appearance, 

however, these themes of interest hardly 

changed. Grassi has similar to Hertzberger 

a career with a long time-span, but it took 

the Italian architect more or less 15 years 

to realize his first actual building since the 

publication of The logical construction of 

architecture. The book / manifest by Grassi 

describes a clear methodology regarding the 

use of history. However, analysing the book in 

relationship towards the Roman theatre and 

other later realized works show a untruth; 

Grassi states that his rational architecture 

should only be judged on idea and not 

on form, while even a non-architectural 

professional would recognize a ‘70s Grassi-

building’ if seen next to each other. Barozzi 

Veiga are compared to Hertzberger and 

Grassi a relatively young firm, but managed 

to nevertheless make name for themselves 

quickly. Interesting to observe is that in 

some projects, a certain minimalist style or 

‘povera’ approach seems to prevail over the 

‘specificity over place’ versus ‘autonomy of 

form’ dichotomy. This balance evolved to the 

concept of ‘a sentimental monumentality’. 

This altered approach could indicate that 

Barozzi Veiga has not yet found the essence 

of their working method and therefore not yet 

built their so-called ‘last firstling’. 

Conclusion

The analysis of each individual architect 

confirm that inspirations for the development 

of the firstling can be categorized in conscious 

and unconscious. In other words, between 

the inspirations before and after he or she 

decides to become an architect. For example 

the youth and education of the architect and 

the Zeitgeist play an important role. 

The point he or she realizes the firstling 

is moreover an exciting moment. It is the 

moment he or she merges all the collected 

influences in to one model. The moment in 

which he or she is a free-thinker, not yet largely 

commercially influenced. It is the moment he 

or she gets the first publicity and with that, a 

certain desire among others will be created. 

The analysis of both Hertzberger and Grassi 

show how these desired expectation among 

others become fulfilled, because they stick 

to their themes of interest within their later 

realized works. However, the example of both 

Hertzberger and Grassi are of course two 

out of many. The repeating methodology in 

their work does not particularly means that 

every architect sticks to his or her way of 

working throughout the career. The case of 

Barozzi Veiga shows that a working method 

can be developed. Rather than emphasizing 

the firstling as a materialized entity in which 

everything ‘falls into place’ it is an element 

in a sequence of projects that concretizes the 

working method of the firm during a particular 

period and answers to a specific context and 

conditions.
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Most of my colleagues who have been writing 

their booklets, will start with the choice of their 

master; the architect that they will be analysing 

for a year. It is a decision that can hardly be 

underestimated. This chapter knows a similar 

start, however the introduction should begin a 

year before the graduation studio; on April 6th 

2017 in Lisbon, Portugal. 

Fabrizio Barozzi gave a lecture in the Cultural 

Centre of Belèm that evening and although it 

was given in Spanish or Portuguese, I remember 

that the projects made an immense impression 

on me. The drawings and images showed a 

minimalist quality and the office used a very 

interesting framework of references. They 

embedded their projects in the surroundings 

and presented them using art and theory. I was 

intrigued by such theatrical projects from such 

a young architecture office. 

About ten months later, when I was asked for 

the choice of my master architect, I presented 

my tutors Barozzi Veiga and their Philharmonic 

Hall in Szczecin. It is one of the biggest projects 

in their oeuvre (13000 m2), but it seemed so 

simple, pure and clean.  I was struck by the 

different atmospheres they created within the 

building and the contrasts that they used. It 

ranged from an extravagant and golden 

Concert Hall to a sterile and white foyer. It is 

amazing how boldly they place the building in 

its context, seemingly autonomous from it.

The project is located in Szczecin, the 

seventh city of Poland with a bit more than 

400.000 inhabitants. Barozzi Veiga won 

the international competition in 2007. The 

building opened in 2014 and won the Mies 

van der Rohe award in the following year. It 

proved to be a key moment in their careers. 

The Philharmonic faces the Solidarity Square 

and the National Museum - Dialogue Centre 

that is placed underneath this public space. 

This Museum won the World Building of the 

Year award in 2016. Together they regenerate 

an area of the city which was heavily bombed 

during the Second World War. Today they form 

the new cultural centre of the city. 

Introduction
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I arrived in Szczecin on a sunny Wednesday 

morning in March and walked from the 

Central Station to the city centre. Along the 

way I was confronted by the rich brick tradition 

of the city with the Red City Hall and the Post 

Office. After walking uphill, one of the many 

Brick Gothic gems in Poland appeared to 

me: the Cathedral Basilica of Saint James the 

Apostle. After leaving the Cathedral behind, 

I approached the purpose of the visit; the 

characteristic roofline of the Philharmonic 

Hall showed itself. 

That evening, I attended a concert in the 

Chamber music hall, the second hall of the 

building. It struck me that the atmosphere was 

very different from the afternoon situation. 

This does not mean that the experience is 

any less. On the contrary, where it felt like the 

building was asleep during the day, with an 

evenly lit space by a diffuse natural light; it 

seemed to be woken up to entertain its visitors 

this evening with its artificial lighting in both 

its exterior as interior. The astonishing spiral 

stairs was dramatically lit from underneath 

and when you gazed up, it gradually 

encountered the dark skylight. In a similar 

way, the bar underneath the chamber music 

hall was lit and the light faded and reflected 

onto the floor into the foyer. 

I attended an architectural tour through the 

building on Friday afternoon. By the amount of 

visitors, it was clear that the Polish population 

is proud on their new icon. The tour offered 

me the opportunity to experience the public 

spaces of the building. Especially the window 

on the north facade caught my attention. It 

is one of the three windows that the building 

has, but it captures a beautiful vista. You can 

see the park behind the building, but the true 

eye catcher is the gold dome of the Orthodox 

church sparkling in the sun. 

The concert that evening showed me the 

Philharmonic Hall in its full glory. The people 

were dressed to the occasion and you could 

feel a sense of excitement in the air. It was 

wonderful to see the formal act of both the 

orchestra as its spectators during the play; set 

in this spectacular stage of the gold concert 

hall, carefully designed in both its lighting as 

acoustics. The tone of the setting seemed to 

coincide with the colour of the instruments. 

The intermission allowed me to perceive the 

routing of the building and the spaces it 

offered its guests to relax and converse in an 

informal matter. The burgundy chairs near the 

windows enhanced this intimate atmosphere. 

And in that dark night, the roles of ‘view’ and 

‘viewer’ were mirrored in the plane of the 

glass. 

Introduction
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Barozzi Veiga works with the dichotomy 

between specificity of place versus the 

autonomy of form. What does this mean 

and how did it influence the Philharmonic 

Hall? I can exemplify that with an anecdote. 

I remember the reaction of a fellow graduate 

student, when I showed him a picture of the 

building: “Fuck context”, he said. This is 

probably the first reaction of most people. And 

some nicknames as ‘the ice palace’ illustrate 

that distant feeling towards its surroundings. 

However, when diving into the project and 

the thoughts and reasoning behind it, the 

Philharmonic Hall proves to be influenced and 

formed by its context. 

So what do we see? The project is a balance 

between mass and verticality crowned with a 

distinct roofline. It is massive in its size, weight 

and shape, but vertical in its facade division 

and aluminium louvers. We can see this 

balance in Szczecin more often. For example 

in the Brick Gothic tradition that the city has. 

Because of a lack of natural stone in the 

surroundings, the Gothic urge to rise vertically 

and to open up the mass was achieved in 

brick. This lead to a very specific use of not 

only the material, but also the tradition. 

Consequences of this style are triangular 

facades dividing the vertical load of the 

heavy brickwork combined with an opening 

of the brickwork towards the top. Noteworthy 

examples are the Peter and Paul church and 

the Old Town Hall. The style got a revival in the 

18th century and the police edifice adjacent to 

the Philharmonic Hall is a product of that.

The architects mention their contextual sources 

in the competition entry as followed: 

“Our idea was born out of the surrounding 

space, the sloping roofs and distinct vertical 

divisions of the neighbouring residential 

buildings, the Neo-Gothic ornamentation of 

the police edifice, the majestic and soaring 

churches of Szczecin, the heavy neoclassical 

buildings of Waly Chrobrego Street, the 

picturesque towers and turrets present in the 

whole city.”  

(Kurzaj, R., 2015, p.151)

Specificity of place | Autonomy of form
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There is a second line of thought in which the 

duo embeds their architecture not only in the 

contemporary context, but also in a historical 

one. In here the facade division seems to 

refer to a medieval housing typology that was 

characterized by a narrow facade with a steep 

gable. We can find this typology throughout 

North-West and Central Europe as it was 

spread by the Hanseatic League, a medieval 

collaboration with Lübeck as its capital. 

“We understand architecture as the 

consolidation of a collective memory. For us, 

this means resisting the loss if identity and 

character of an urban landscape by preserving, 

regenerating and densifying the city’s forms 

and meanings. It is necessary for architecture 

to become part of the identity of a place while 

simultaneously adopting formal autonomy of 

its own.”

(Barozzi F., Veiga A., Zabala J., 2016, p. 206)

As the facade of the Philharmonic Hall refers 

to this regional history, it can be seen as a 

concretization of the collective memory. 

The facade is also where the dichotomy 

between specific and autonomous finds its 

full expression. It is where a universal project 

is created by incorporating specificities and 

simultaneously it is a very specific project 

that breaths a universal language. Barozzi 

Veiga describes the term ‘autonomy’ it in their 

monologue:

”Autonomy incorporating memories, analogies 

and obsessions can shed new light on reality 

and take the meanings of a project towards a 

universal condition. Our architecture belongs 

to a place and attaches value to contingency, 

but it also strives to belong to all other places, 

in a constant quest to be a part of the broader 

world.”

(Barozzi F., Veiga A., Zabala J., 2016, p. 224)

Specificity of place | Autonomy of form
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South elevation - 1:500

“The urban sphere takes centre stage in our architecture, which takes its shape from that 

realm in order to become its framework and a backdrop for public life.”

 (Barozzi F., Veiga A., Zabala J., 2016, p. 138)

The Philharmonic Hall
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“A common theme in our work is the construction 

of public space. The urban sphere always takes 

centre stage in our architecture, which takes its 

shape from that realm in order to become its 

framework and a backdrop for public life. We 

understand public space as the cornerstone of 

all civic architecture. It is the only element that 

gives it its sense and meaning.“

(Barozzi F., Veiga A., Zabala J., 2016, p. 138)

This description is also applicable for the 

Philharmonic Hall in Szczecin. It is giving sense 

and meaning to the Solidarity Square in front 

of it with its distinct shape and roofline and 

with its presence, its gravity, its mass. It does 

so by giving the public a message:

“The message - this is the most important 

concept connected with the Philharmonic 

building in Szczecin. It communicates, has a 

certain character and personality. The building 

is not modest or shy. It says to you: “Look, I am 

the Philharmonic! One of the most important 

places in Szczecin. I am new here. Have a look 

at me, come and look inside.” 

(Kurzaj R., 2015, p.18)

This personification of buildings is also present 

in Zumthor’s writings: “Buildings always say 

something to a street or the square. They 

can say to the square: I am really glad to be 

situated on this square. Or they could say: I am 

the most beautiful building here - you lot all 

look ugly. I am a diva. Buildings can say that 

sort of thing.” (Zumthor P., 2006, p.49)

Also Hans Kollhoff addresses this topic: 

“Should not every building ask itself whether 

it can join its kind to do justice to a spirit of 

collectivity, whether it respects its neighbour 

and whether it can engage in dialogue with its 

opposite number? The way today’s buildings 

treat their predecessors! Arrogant and lacking 

in any consideration, they deposit themselves 

rudely at the free places around a table of 

distinguished guests.” 

(Kollhoff H., 1994, p.72-77)

It is not easy to determine the position of the 

Philharmonic related to this topic. With its many 

contextual references, it is not disrespectful to 

its surroundings; neither because of its size, 

in which it seems to fit right in. However, the 

choice of material might be called odd. That 

certainly sets the building apart; its white, 

austere appearance stands out from the red 

brick, grey stone and concrete and coloured 

plaster that can be found around it. The facade 

certainly seems to create an extravagant 

expression. As Veiga described it: “the building 

is not modest or shy.” (Kurzaj R., 2015, p.18) 

And then the artificial lighting of the building 

in its night situation is not even mentioned. But 

is it an extravagant building? The next chapter 

will nuance that idea.

Public
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West elevation - 1:500

“The intrinsic fascination we have always felt for introverted projects perhaps 

expresses the hope that our architecture can change the status quo, generate new 

urban conditions to create some kind of artificial micro world.”

(Barozzi F., Veiga A., Zabala J., 2016, p. 52)
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“Architecture has the capacity to shape the 

way we perceive the world and how we live in 

it. The instinctive fascination we have always 

felt for introverted projects perhaps expresses 

the hope that our architecture can change the 

status quo, generate new urban conditions or 

create some kind of artificial micro world. This 

is why we often try to configure designs that 

insert into the landscape a further fragment of 

landscape, in an effort to bring the building 

closer to the idea of a microcosm. Deep down, 

we believe that architecture fundamentally has 

to aspire to not only construct an object but to 

create an artificial place or landscape.“

(Barozzi F., Veiga A., Zabala J., 2014, p. 52)

Its expressive form, its elevation when 

articulating it in a two-dimensional way, is 

a feature that strikes most observers. The 

elevation shows only one particular part of 

the project; its message towards the public as 

stated in the previous chapter. Its mass and 

presence, its weight and horizontality, call for 

attention. Furthermore, its fragmentation, the 

division into more narrow partitions and the 

vertical elements of the aluminium louvers act 

the same way. And so does its characteristic 

roofline. Therefore, there are elements that 

easily stay hidden. The building is expressing 

itself by concealing some elements. The 

visitor could note an absence, an absence 

of windows. The Philharmonic Hall is lacking 

visual connections between the interior and 

the exterior. 

This idea of a microcosm, of an introverted 

project, becomes more and more apparent 

when going inside the building; when analysing 

the floor plan; when seeing the boundary that 

is created to set the building apart from its 

surroundings.  

Microcosm
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Ground floor - 1:500

“This is why we often try to configure designs that insert into the landscape a further 

fragment of landscape, in an effort to bring the builing closer to the idea of a 

microcosm.”

(Barozzi F., Veiga A., Zabala J., 2016, p. 52)

The Philharmonic Hall
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It is a fascinating concept though; the 

microcosm.  But it is not new. We can compare 

it with Foucault’s concept of the ‘heterotopia’ 

as it is explained in Massimo Cacciari’s 

essay ‘Eupalinos or Architecture’. Barozzi 

was probably familiar with the concept since 

not only Cacciari but also Manfredo Tafuri, 

who both taught at the IUAV, wrote about the 

subject. 

“Foucault speaks of these heterotopias as 

‘constants’ of the practical organization of 

space. But they become important only when 

they contradict the purely sequential nature of 

metropolitan organization, when they attempt 

to stand in opposition to it as new ‘places of 

worship’, as ‘symbols resisting history’. 

The heterotopia becomes interesting when 

it develops a function of compensation 

and consolation in the face of the space 

that surrounds it. It wants to appear as a 

denunciation of the desacralization of the 

surrounding space, as the ‘salvation’ of 

the hierarchical and cultural values of the 

city’s time. The ‘Good Form’ to which the 

heterotopia tends would decry the disorder, 

the bad management, the loss of center of the 

metropolis.” 

(Cacciari M., 1980)

With this in mind, a different dimension is 

added to the Philharmonic Hall. Next to the 

role that it plays in the city, with its exterior and 

part of a public space; it has the tendency to 

set itself apart from its surroundings, to create 

a micro-world, in which everything can be 

controlled by the architects themselves. This 

includes the composition of the elements, the 

light, the atmosphere, everything. 

The heterotopia functions as a beacon in 

the city and so does the Philharmonic Hall. 

It is a source of light and inspiration. In the 

literal sense by the plenitude of LED’s in the 

facade, but also in the symbolical meaning of 

the word. A concert hall allows its visitors to 

distract themselves from workaday worries and 

withdraw from society for a moment. In this 

respect the project opposes itself from everyday 

life by its program, while simultaneously 

identifying the city by its iconic appearance.

Microcosm



38 The Philharmonic Hall



39 The Philharmonic Hall

Intimacy | Monumentality



40 The Philharmonic Hall



41Masterly Apprentice 

scenography: origin: skenographia (Greek) 

the design and painting of theatrical scenery.

A lot of theatre terminology can be applied 

to Barozzi Veiga’s work in general and the 

Philharmonic Hall in specific. ‘Theatrical’ 

and ‘dramatic’ are among those,  usually 

referring to their atmosphere and use of light, 

but ‘scenography’ and ‘decor’ should be 

mentioned as well. These terms are important 

in the composition of elements and the 

creation of spaces. In a similar way as theatre 

uses decors to built a stage; Barozzi Veiga 

uses a facade to built an atmosphere. And 

as in theatre, the public only sees what it is 

allowed to see. The backstage area, which is 

the messy part, is off limits and is averted from 

people’s eyes. This idea will be treated in the 

chapter ‘the boundary’. This chapter will focus 

on what is actually on stage, the atmosphere 

that is created and the means that are used. It 

will involve a play of scenes experienced in a 

sequential manner. 

In case of the Philharmonic Hall in Szczecin, 

Barozzi Veiga used a clear palette of 

instruments to create the different settings. 

They vary their spaces in height and size, light 

and colour, to create the desired atmosphere.  

These atmospheres differ in intimacy and 

monumentality, but also in expressivity 

and sterility. These contrasting spaces are 

positioned in such a way to enhance each 

others characters. 

On the left is a picture of the white foyer. This 

is the first space that the visitor enters. This 

void is the public heart of the building. The 

elements defining the space are harmoniously 

placed in relation to one another. They consist 

of the two stairs - one straight, one spiral - 

and two halls - one concert hall, one chamber 

music hall. All the other elements are pushed 

outside of this void. The space is lit from 

above, by skylights. 

When the visitor ascends the stairs he is 

confronted with the small seating area that is 

created in the boundary of the building. This 

space is shown on the left as well. With a dash 

of burgundy they identify this area in relation 

to the surrounding whiteness. The space is 

designed for two people, each sitting on a 

chair facing each other with a window on their 

sides. During the day, they can gaze outside, 

following the cars rushing by. In the evening, 

the visitors will become the spectacle. The 

square window will light the darkness and their 

gaze will reflect in the glass. 

Intimacy | Monumentality
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“The apparent austerity of the ensemble stands 

in sharp contrast to the expressiveness of the 

main hall”

(Barozzi F., Veiga A., Zabala J., 2014, p. 63)

The gold chamber music hall is the raison 

d’être of the building. It is a monumental 

space and therefore the architects followed 

their lighting principle by using skylights. It 

contrasts to the sterile foyer in its expressivity; 

not only by the use of colour, but also by the 

fragmented wall and ceiling designed for 

acoustic and ornamental purposes. It is a 

space where the visitor withdraws itself from 

society and becomes part of this microcosmic 

world for as long as the concert lasts. Phones 

are turned off and people are silent; they are 

silent together. This act of pausing everyday 

life and submergence into a cultural event 

is described by one of the inhabitants of 

Szczecin, Michal Siedziako: 

“In the Philharmonic, I look for positive 

emotions and rest from everyday life, which is 

running so fast - we’re living in a constant rush. 

When I sit in a chair in the concert hall, I focus 

only on music and emotions flowing from it. 

This is pure pleasure.” 

(Kurzaj R., 2015, p. 29)

When the visitor leaves this impressive space 

on the third floor, he is confronted with 

another one of those small seating areas, 

again indicated by the same leitmotif; the 

burgundy chairs and the square window. Right 

after the concert that is attended by a thousand 

spectators, the architects design a space for 

no more - almost no less either - than two 

human-beings. In fact it is not so much a 

space as it is a place. It is less defined by a 

three-dimensional limitation, as it is defined in 

terms of character and identity. 

Intimacy | Monumentality
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During the intermission, the spectator might go 

for a drink. This can be done in the foyer that 

we discussed earlier, where the bar is placed 

underneath the Chamber Music Hall, but there 

is also a small lounge on the third floor. So 

when the visitor turns the corner of the Concert 

Hall, he could see that the bar is created by a 

retraction of the inner facade.   In doing so the 

architects created space for a single element 

to store the drinks. They continued this theme 

in the next two ‘Hanseatic townhouses’. This 

created the space for some high tables and 

chairs in the first one and a lounge with 

square window in the second.  This space 

is created by fully excavating the element in 

the facade division, not only in the horizontal 

plane, but also in the vertical direction. It is 

shown in the top picture on the opposite page. 

Marioly Bryl, part of the Concert Planning and 

Artistic Department of the Philharmonic Hall, 

describes the place as followed:

“The place closest to me is the third floor, a 

side foyer corridor with a view of the Orthodox 

church. It’s intimate there. You can see the 

green and the beautiful dome of the temple 

sparkling in the sun. It’s a very friendly place, 

the more so because there are few windows 

here.”

(Kurzaj R., 2015, p. 32)

The gallery is a rather odd space. As can 

be seen in the bird view on the left, it wraps 

itself around the skylights that lit the foyer 

underneath. This leads to another contrast in 

the already rich palette of the building. As can 

be seen in the picture, the gallery is dominated 

by a very horizontally oriented perspective, 

because of the low grid in the ceiling. This is 

opposed by the vertical vistas into the foyer 

and their continuation to the skylights. The 

distinct roofline that the buildings shows 

on its exterior can be experienced in the 

gallery. The grid structure that carries the roof 

determines spaces within the open floor plan. 

Furthermore, the gallery is the connection 

between the two staircases and therefore 

forms an important element in the public route 

through the building.

Intimacy | Monumentality
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Descending the spiral staircase is an 

experience in itself; either lit from above during 

the day or artificially during the evening. The 

first room that the visitor encounters when 

descending the stairs is the VIP room. This is 

where another type of spaces is introduced. 

They are characterized by a black colour 

and a rather sober design. There are also 

similarities. This concerns the daylight theme 

that is shown in this analysis. The VIP space is 

not located adjacent to the facade, neither to 

the roof, but it does have a window. A window 

to the gold Concert Hall, giving a view to 

the performance. By doing so, the architects 

relate the space to the intimate spaces that 

they created throughout the building that are 

accompanied by a similar window with a view. 

When the visitor further descends the spiral 

stairs, he arrives in the Chamber Music Hall. 

This space is the same type of space as the 

VIP room; a black and sober design with a 

window to a monumental space. It gives a 

view to the white foyer. This type of spaces also 

have an intimate character. The director of the 

Philharmonic Hall, Dorota Serwa, agrees with 

that characterization: 

“I like the intimate space of the Chamber 

Concert Hall, where I feel very good.”

(Kurzaj R., 2015, p. 102)

Intimacy | Monumentality
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The visitor arrives back on the ground floor. 

The toilets are located underneath the gold 

Concert Hall. They are also executed in black, 

contrasting to the white foyer that the person 

comes from. Even in these functional entities, 

Barozzi | Veiga does not stop designing. The 

space shows a contrast in its black walls and 

ceiling and the white floor tiles. The strong 

symmetrical composition cannot be unnoticed.

The bar is placed underneath this Chamber 

Music hall. Its low ceiling seems the press 

onto the ones that are occupying the space. 

It defines the place and creates this idea of 

intimacy again. This is strengthened by the high 

space of the foyer that the bar faces. The bar 

is one of the first scenes that the visitor sees. 

It can be the start or end of a scenographic 

experience. This is confirmed by one of its 

visitors, Malgorzata Tomczak-Zielinska:

“The bar on the first floor is already the first 

scene: white chairs and tables, beautiful white 

flower compositions, subtle lights, pretty girls 

in platinum wigs. People feel good there, drink 

wine and eat cakes. It looks like a little piece 

of scenery.”

(Kurzaj R., 2015, p. 128)

Intimacy | Monumentality
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Using the thickness of the boundary 

Floor plan of the Pantheon in Rome
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Since we analysed both the exterior and the 

interior of the buildings, it is time to address 

what is in-between; the boundary. A boundary 

is the demarcation of an entity, “a line which 

marks the limits of an area”, according to 

the Oxford dictionary. It is the point where 

something starts or ends. But as we know from 

architecture, very few to none elements can be 

defined as “a line”. This boundary usually finds 

its physical component in the wall; an element 

with a thickness. And it is this dimension that 

Barozzi Veiga uses in the Philharmonic Hall. 

So what do they use it for? This concerns 

mainly construction and technical equipment. 

But also rather functional entities as elevators, 

emergency staircases, storages and toilets. 

Does this mean that the exterior facade and 

interior boundary are not related at all? Not 

quite. Where the exterior is defined by setbacks, 

creating the division in the facade; the interior 

facade is almost a perfect rectangle. This results 

in interstitial spaces that differ in dimension. 

These functions as elevators, storages and 

toilets all vary in requirements as well. The 

program that occupies these interstitial spaces 

determine the size of the setback. This has an 

influence on the elevation. In such a way, a 

balance is created between the composition 

of the facade and the location and dimension 

of the functions located in the ‘cavity’ of the 

building.

Using the thickness of the boundary is not 

a new principle. It has in fact a long, long 

tradition dating back to Roman and Egyptian 

architecture, where spaces were excavated 

from the wall. But Louis Kahn redefined the 

principle when he differentiated ‘served’ 

spaces from ‘servant’ ones. He felt the need 

to design the space for technical equipment, 

because Kahn did not want the spaces to be 

affected by them. It seems very close to Barozzi 

Veiga’s idea concerning these spaces:

“We tried to avoid everything that could 

contaminate this idea of purity inside.” 

(Alberto Veiga in an interview with ArchDaily)

The boundary
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Second floor - 1:500

The notion of served and servant space by a duplication of the wall

“We tried to avoid everything that could contaminate this idea of purity inside”

Alberto Veiga in an interview with ArchDaily

The Philharmonic Hall
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Third floor - 1:500

Seating area, lounge and bar are positioned in the boundary by folding the wall
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Now that Kahn is mentioned concerning this 

topic of the boundary, there is the opportunity 

for a small analysis that could enrich the 

understanding of the Philharmonic Hall. Kahn 

was in fact the master of using this thickness 

of the wall. An analysis about Kahn performed 

by Franscesco Cacciatore, in fact convinced 

me to choose for the Masterly Apprentice 

graduation studio. The graduation process 

starts with a motivation letter to enrol in the 

studio. The next quote from this letter shows 

the impact that the analysis had on me:

“He [Franscesco Cacciatore] argues that 

“contemporary architectural design is 

nourished on one hand by the continuous 

stimulus of tradition and on the other hand by 

the reinterpretation and update contributed 

by twentieth century’s masters”, thereby 

linking Aires Mateus to Louis Kahn and Kahn 

to ancient building traditions. This is when I 

decided about my graduation studio.”

This brief anecdote and the fact that a 

methodology is used in the Philharmonic Hall 

that strongly relates to Kahn, justifies a deeper 

analysis of the subject. Although the use of 

the boundary seems obvious in the plan of 

the building, it is an important strategy that 

ties together the contextual approach on the 

exterior and the scenographic concept in the 

interior. It is crucial to understand the impact 

that the method has on the design and the 

opportunities that it offers. 

This chapter attempts to gain that 

understanding. In order to do so, Cacciatore’s 

study ‘The Wall as Living Place’ is used. It shows 

the development of using hollow structures 

in Louis Kahn’s career, which resulted in two 

tendencies that can both be found in the 

Philharmonic Hall. 

The first is already mentioned in the use of 

‘served’ and ‘servant’ spaces, which is a result 

of the duplication of the wall. This realization 

was mentioned by Kahn in 1961 when he was 

in the process of designing the Salk Institute 

for Biological Studies: 

“Because a wall has an interior which is 

different from an exterior [...] we have come 

to the point where this realization now can 

separate an exterior wall from an interior wall 

[...] and create space between them that you 

could walk between, that which you couldn’t 

do with a solid stone wall.”

(transcript of Kahn’s speech on November 14, 

1961 at the Board of Standards and Planning 

for the Living Theater, quoted in D.B. Bronwlee, 

D.G. de Long, Louis I. Kahn, p.71)

This realization goes beyond the idea of 

concealing structural and technical elements. 

On the left is an image of the Shaheed 

Suhrawardy Hospital in Dhaka (1962-1974) 

where Kahn uses the duplicated facade to 

modulate the light and to generate space.

The boundary
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For Barozzi Veiga the method mainly offers 

a solution for the technical, structural and 

functional entities as toilets and storage. 

Most of the spaces that Barozzi Veiga creates 

by using this method are located in-between 

the inner wall and the exterior facade. This is 

because of the seemingly independent layout 

of the walls; the setbacks in the exterior facade 

versus the straight, rectangular inner wall. 

The generated spaces are conceived with 

these functional considerations, solving the 

technical areas. But there is an exception; 

and that is the lounge area created on the 

second floor. It is the area with the window 

and the view to the Orthodox Church. In 

here, the duplicated wall actually follows the 

course of the exterior facade, thereby creating 

the space in the interior of the building. This 

space is conceived as a public space with 

architectural and spatial considerations rather 

than technical or functional ones. 

The second principle that Cacciatore mentions 

concerning Louis Kahn’s use of the boundary is 

the folded wall. In opposition to the duplicated 

wall, the folded is a singular wall that generates 

space by varying the angle of its course: 

“Indeed, this possibility of folding the outer 

wall by 90 degrees by turning it deeply inwards 

produces a clear impression of apparent 

thickness and, at the same time, enables the 

exploitation of an interior interstitial space 

that can be furnished for a comfortable rest, 

made inhabitable and thus adapted to life, 

which makes Kahn even hint at the paradoxical 

experience of ‘living in the wall’.

(Cacciatore, 2011, p. 105)

The Fisher House in Hatboro is an example 

of this strategy. The photo on the left shows 

how a seating area is created in between two 

‘folds’. The interventions, where the facade is 

folded inside the building, result in small, but 

rather deep and dark niches on the exterior. 

These recesses create the perception of a thick 

boundary.   

The Philharmonic Hall shows this strategy in 

the design of its facade. The setback in the 

facade relate to the dimensions of the spaces 

that are positioned behind it. But there is no 

idea of apparent thickness; nor the creation of 

an intimate space as Kahn does it. However, 

just as with the other tendency, there is an 

exception. And again, that is the case with 

one of the intimate spaces that Barozzi Veiga 

created near the windows. The incision in the 

inner facade located on the first floor offers 

the space for a small seating area. Folding the 

interior wall and connecting it to the exterior 

creates the idea of a massive boundary in 

which the space is excavated. The difference 

with the Fisher House is that the perception 

of thickness is created from the interior of the 

building instead of from the exterior. This is 

due to the location of the glass in the window 

alcove. 

The boundary
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facade section 1:50
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Where Barozzi Veiga seems to relate very 

closely to Kahn in their use of the boundary, 

there is also a very clear distinction. This 

concerns the load-bearing function. Where 

the load-bearing function in Kahn’s buildings 

coincides with the wall, the structural elements 

in the Philharmonic Hall are separated from 

both the inner as the outer wall. This gives 

Barozzi Veiga the freedom to modulate the 

wall to their likings. 

Gotfried Semper’s notion of the ‘Four 

Elements of Architecture’ can be useful to gain 

further understanding in this matter. As the title 

suggests, Semper distinguishes four elements 

in architecture and each is related to a specific 

technical skill of man. The element of the 

heart, conceptualized as the fireplace, relates 

to the craft of ceramics and metal works. The 

other architectural elements protect the heart 

of the settlement from the elements of nature. 

The element of the mount relates to water and 

masonry works; the element of the roof to 

the art of carpentry; and lastly, the enclosure, 

concerns the craft of wickerwork. Even if this 

technique is replaced by masonry in some 

cultures; “wickerwork was the essence of the 

wall.” (Semper, 1851, p.104)

Semper underlines this when he states that  

the representational function of the wall is its 

essence rather than its protective function: 

“Hanging carpets remained the true walls, the 

visible boundaries of space. The often solid 

walls behind them were necessary for reasons 

that had nothing to do with the creation of 

space; they were needed for security, for 

supporting a load, for their permanence and 

so on. Wherever the need for these secondary 

functions did not arise, the carpets remained 

the original means of separating space. Even 

when building solid walls became necessary, 

the latter were only the inner, invisible structure 

behind the true and legitimate representatives 

of the wall, the colorful woven carpets.”

(Semper, 1851, p.104)

This attitude towards the wall is visible in 

Barozzi Veiga’s facade. A tendency becomes 

apparent when looking at the wall more 

closely; the tendency to disconnect elements. 

This is a specific opportunity that stems from 

this disconnection between the load-bearing 

elements and the facades. The exterior wall 

floating above the pavement is the first and 

foremost application of this concept. This 

narrow gap reveals the building’s structural 

principle. Even though the building is massive 

in its scale and dimensions; this shadow sliver 

makes it seem weightless. This principle can 

also be found in its interior; in the place where 

the ceiling and the interior wall should meet; 

and where this wall and the stairs should meet. 

These disconnections are depicted on the next 

two pages. They show the application of the 

wall as if it were wickerwork: lifted from the 

ground, not able to carry any loads; but able 

to create representational spaces.

The boundary
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Part of this graduation studio is the recreation 

of a photograph. In this project, the chosen 

picture is taken from the foyer; the central 

space that the building is organized around. 

The original photo is taken by Simon Menges. 

This part of the graduation studio usually knows 

two major challenges: firstly, the modulation of 

the light and secondly the material qualities 

that are depicted in the photograph. 

In case of the Philharmonic Hall and its foyer, 

the composition of the elements, and the spiral 

staircase in specific, added in its complexity. 

Thick paper offered the possibilities to create 

the curved railings. On the other hand, the 

material qualities where less demanding. 

Most of the composition is dominated by the 

matt white colour of the walls. After some 

experiments with cardboard - which seemed 

to reflect the light too much - was chosen to 

simply paint the MDF. More challenging was 

the facade in which the sequence of white 

vertical panels created a rather mesmerizing 

wall in combination with the black background. 

A corrugated sheet of white cardboard with 

a colouring of the receding curves was used 

to simulate this optical effect. Furthermore, a 

glossy paper is used for the flooring to reflect 

the space just as in the original photograph. 

The photograph shows some of the themes 

that are discussed before. Firstly, it captures 

the monumental versus intimate theme that 

is shown in the presence of the white foyer 

and the incision in the facade on the first 

floor. Although the window is not visible in 

the photo, it is implied by the brightness of 

the place. Therefore, the picture also includes 

the daylighting theme in the project; the use 

of skylights for the monumental spaces in 

opposition to the use of windows for the more 

intimate ones. Furthermore, the photographs 

show the disconnection between horizontal 

and vertical planes. This involves the junction 

between the straight stairs and the inner wall 

and the junction between this facade and the 

ceiling. 

The photo
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Barozzi Veiga created an intriguing piece of 

architecture with lots of lessons to be learnt 

from. One of these is their working method 

of using the specificity of the place while 

maintaining the autonomy of form. With 

this tactic, the building becomes part of a 

universal architectural, a global architecture, 

without becoming generic. It is an interesting 

dichotomy that could be useful in the design 

for a new building; the second part of this 

graduation studio. However, I wonder whether 

some of the references that are used by  

Barozzi Veiga are obvious enough for the 

general passer-by, the average citizen, the 

architectural layman to be recognized. If most 

of the characteristic hanseatic facades are lost 

by destructions during wars or transformations 

in time, then what is the use of referring back 

to those elements? Is it legitimate to refer back 

to a specificity of the place that is not present 

anymore? Or is it merely a sign of nostalgia? 

And if it is, does that still justify the reference?

A position concerning this topic should be 

taken in the design for a building. 

A second dichotomy present in the 

Philharmonic Hall is the balance between 

monumental spaces and intimate ones. 

This theme can be found throughout the 

building in a sequential manner, resulting in a 

scenographic experience of the project. Barozzi 

Veiga combined this with a daylight strategy, 

in which the monumental spaces are lit by 

skylights and the intimate ones by windows. 

In the analysis of the Philharmonic Hall, these 

terms are mainly used to describe a difference 

in scale and a slightly varying atmosphere. The 

terms of monumentality and intimacy should 

be explored more deeply in the design. What 

do they mean and what is of influence on these 

atmospheres? The importance of materials is a 

first topic that comes to mind.

Lastly, the method of using the boundary 

in creating these atmospheres is a theme 

to investigate in the design. The use of this 

concept would have an impact on the building 

on all its levels; in plan, section and elevation. 

Where Barozzi Veiga creates the more 

intimate seating areas next to the windows as 

exceptions in the facade, it worth an attempt 

to incorporate this theme in the building on 

a more regular basis. This would result in 

more of this special places, but also in a less 

introverted project. This leads me to a reflection 

on the idea of the microcosm. Where it could 

be useful in a fragmented context, as a choice 

to seclude the project rather than to include its 

surroundings; it seems more preferable to filter 

the environment by incorporating the goods 

and avert from the less desirable elements. 

In my opinion, the appreciation for a window 

with a nice view can hardly be underestimated. 

Moreover, the introverted project with a lack of 

physical or visual interrelations should be the 

exception in the cityscape rather than the rule. 

Conclusion
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This booklet is part of a twofold product. The first 

part is the Analysis, in which the Philharmonic 

Hall by Barozzi Veiga is analysed. This booklet 

is its sequel and focusses on the design of a 

building that is based on themes taken from 

the analysis project. The student does not 

simply copy, but critically reflects upon these 

lessons before applying them in the design.

There are three themes that can be seen as the 

conceptual foundation for the project. The first 

concerns the balance between two seemingly 

conflicting notions; specificity of place versus 

the autonomy of form. This balance mainly 

finds its expression in the exterior and the mass 

of the building. The second lesson relates to 

a similar apparently contrasting relationship 

between monumentality and intimacy. The 

equilibrium between these two concepts is 

mainly clarified in the interior of the project 

and involves themes as lighting, scenography 

and routing. The third lesson involves a certain 

methodology that is expressed in the boundary 

of the building, its thickness and thresholds. 

Prior to the explanation of the design, an 

analysis is made of the site, the program and 

the typology of the design project. The design 

for a new building is located north of the 

Philharmonic Hall.

Introduction
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Szczecin has a rich history; a history of 

prosperity, but also one of war. The city is the 

capital of the West-Pommeranian Voivodship 

and as that capital it flourished in Medieval 

times, being part of the Hanseatic League. To 

this period, the city owes its rich brick gothic 

tradition. The style is originally executed in 

stone, but because of a lack of this material 

in the surroundings, it is made in brick. The 

Gothic tradition has an urge to rise vertically 

and open up its structure and so does the 

Brick Gothic tradition. But because of the very 

elemental nature of brick, it results in a more 

bulky and massive appearance. Examples of 

buildings from this period are the Old Town 

Hall, the Church of Saint Peter and Paul or the 

Cathedral Basilica of Saint James the Apostle.

The city knew a second time of prosperity as 

part of Prussia at the end of the nineteenth and 

beginning of the twentieth century. This was a 

period in which the Gothic syle, among others, 

was reinterpreted. Buildings from this Revival 

are the Red Town Hall, the Post Office and 

the Police Edifice. Next to the Gothic Revival, 

there are also Neo-classical buildings from 

this period in Szczecin. Most noteworthy is the 

Waly Chrobrego Street with the Polish National 

Museum as monumental centerpiece of the 

composition. The city developed itself as one 

of the biggest and most important German 

seaports. And because of its industrial and 

logistic importance the city became a target for 

air raids during the Second World War. In this 

period Szczecin was heavily bombed and most 

of the inner city and shipyards were destroyed. 

After the World War II the city became part of 

Poland. 

History brings us to the recent history, current 

situation and upcoming future of Szczecin. The 

city rose from its ashes and has developed a 

clear path for the future; the Szczecin Floating 

Garden 2050 project. It is a branding strategy 

for the city focussing on its geographic location 

near the Baltic Sea, its green environment and 

water systems, but also taking advantage of 

its proximity to cities as Berlin. Futhermore is 

mentioned that “Szczecin is a modern city and 

not afraid of daring architectural solutions.” 

(Szczecin Floating Garden 2050, 2019) 

Of course, the last quote can be exemplified 

by the Philharmonic Hall that is internationally 

renowned with the Mies van der Rohe award 

in 2015. The city also created an addition to 

their broad museum network with the Dialogue 

Centre by KWK Promes Architects, which 

received the World Building of the Year Award 

in 2016. How great would it be if Szczecin 

could add another international price to that 

list with a new cultural injection?

Analysis
site
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The location chosen for the project deals with 

topics such as the brick gothic tradition and 

the activation of green areas in the city. It is 

positioned behind the Philharmonic Hall in the 

North. The back of the Philharmonic Hall is a 

service area; a small road for the delivery of 

goods. There is one window in the north facade 

of the Philharmonic Hall that has a view over 

the location for the new building. That same 

view captures the Orthodox Church of Saint 

Nicholas. A decision has to be taken whether 

to maintain this sightline by incorporating it in 

the design for the new building or not.

This Orthodox Church is part of a religious 

enclave that is located on the site. The church 

was inaugurated in 2010 and has a beautiful 

gold cupola. Adjacent to this building is the 

vicar’s house; a small wooden edifice that is 

part of the enclave. It is surrounded by a fence. 

Some higher vegetation provides privacy.

North of this spiritual entity, after crossing a 

small road, is the Stefan Zeromski Park. This 

offers the opportunity to connect the project 

to a green area, while creating a formal 

delimitation of the park. The project could 

stitch the park to the city. A similar method is 

used on the west border of the park, where it 

connects to the National Museum. 

Adjacent to the Philharmonic Hall is the 

Neo-Gothic police edifice. The back of this 

building is sticking into the vacant plot and is 

characterized by two blind brick facades. These 

elements are asking for a solution. A decision 

has to be taken whether to connect the project 

to the police edifice or not. If chosen to do so, 

the project could finish the building block that 

currently consists of the Philharmonic Hall and 

the Police edifice.

East of the location is characterized by heavy 

infrastructure. Two roads of three lanes  for 

each direction converge in an infrastructural 

knot and eventually connect the west side of 

the Oder river. In between the six car lanes is 

room for two tracks of the tramline. Adjacent 

to these infrastructural routes are post-war 

housing blocks. This is in slight contrast to 

some of the pre-war buildings that are located 

on the west perimeter. Two of these have a 

monumental character. They contain a bank 

and a pharmacy and are executed in brick with 

a rich detailing of the window frames. One of 

them even has the tympanum, columns and 

statues. The other buildings in this street are 

mostly apartment buildings characterized by a 

coloured plasterwork.

Analysis
site
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Next to the cultural life that Szczecin has 

with its Philharmonic Hall and National 

Museums, the city is also known for its 

broad educational system. The universities 

in Szczecin are numerous and so are their 

specializations: the University of Szczecin, 

the Pomeranian Medical University, the West 

Pomeranian University of Technology, the 

Szczecin University of Technology, the Maritime 

University of Szczecin, the West Pomeranian 

Business School, the Art Academy of Szczecin 

and the TWP Higher School of Humanities.

The previous analysis led me to the idea of 

creating a new public library for the city and 

its students. 

The current library network is wide-spread, 

but has a central institution in the Pomeranian 

Library. This library will be replaced and used 

as a guideline for determining the program. 

Most importantly, this program consists of 

the seven reading rooms that the institution 

carries: the Main Reading Room, the Journal 

Reading Room, the Music and Records 

Reading Room, the Pomerania Reading Room, 

the German Reading Room, the Economic 

and Legal Reading Room and the Special 

Collection Reading Room. It also includes 

the Central Information Center and Lending 

Library. Furthermore, the new building should 

incorporate the current partnerships that the 

library has with the Board of District Association 

of Polish Librarians and the Association of 

Friends of the Pomeranian Library. 

Moreover, the project should house the 

current staff of the library, which is divided 

in the following departments and associated 

with one staff member responsible for that 

function: a director, a deputy director, a 

system librarian, a research secretary, the 

department of collection control, the public 

orders department, civil defence, acquisition 

and preparation, collection access, special 

collection, regional department, training and 

methodology, library informatics, reprography 

and preservation, human resources, 

accounting and administration. And lastly, 

facilities as a print and copy service, an ICT 

service, a computer room, a café and an 

auditorium are added.

Analysis
program
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What is a library? An analysis of literature 

and case studies helped to get a grasp on this 

question. One dissertation in specific is used 

to explore the type: ‘De leeszaal’  of Thomas 

Roelandts from the University of Ghent. 

In his thesis he analyses the meaning and 

significance of the library and defines it as ‘a 

theatrical reading situation’. 

The library is a type that in its essence 

involves multiple paradoxical relationships. 

One of them is the need for a certain degree 

of monumentality opposed to the idea of 

invitation and democratic accessibility. 

(Roelandts, 2010, p. 81) This dichotomy 

can be translated to the book depot in the 

contradiction between the preservation and 

storage versus the opening and sharing of 

books. The position that the library takes in 

this respect, results in one of the following 

depot types: the non-accessible and not visible 

depot; the non-accessible, but visible depot; 

and the accessible and therefore visible depot. 

(Roelandts, 2010, p.52)

My choice for the accessible depot is argued 

by Umberto Eco in ‘Biblioteca’, in which he 

explains one of my fundamental feelings for 

a library: “there’s nothing more revealing and 

exciting than exploring the shelves ... and to 

find another book beside the book you went 

to find, one that you weren’t looking for but 

one that emerges as being of fundamental 

importance” (Roelandts, 2010, p.62) 

Opposed to this romantic idea of stumbling 

upon a hidden treasure is the Ratio of the 

catalogue; the system to organize the book 

collection. Both characters can be expressed 

in the building. As Walter Benjamin describes 

it: “And indeed, if there is a counterpart to 

the confusion of a library, it is the order of its 

catalogue”.  (Roelandts, 2010, p.65)

The library, defined as a theatrical reading 

situation, finds its sancta sanctorum in the 

reading room. The space evokes a different 

relation between man and book. Where the 

depot and the catalogue are a compilation 

of world knowledge, the singular book is 

the centre of attention in the reading room. 

Each person focusses on its own book. This 

idea of multiple people practicing an introvert 

act, proves to be a powerful experience. The 

permanently latent sense of the presence of a 

large group of people devoted to a similar act, 

results in an aura of general devotion. It can 

be compared to the act of praying.  (Roelandts, 

2010, p.67 - 69, p.111)

This sacral character can be achieved by 

certain means. The path of the visitor is 

important in this matter. The sequence of 

spaces and the thresholds between them can 

evoke this idea of consecration. Porticos and 

stairs can be examples of such thresholds. 

(Roelandts, 2010, p. 74 - 82)

Analysis
type



90

Benches in the British Library by Colin St. John

The Pomeranian Library



91Masterly Apprentice 

Roelandts uses case studies in his analysis on 

the library typology. One of them is the British 

Library designed by Colin St John Wilson. The 

building is defined as a ‘mediating library’, 

the only typology that Roelandts deems 

suitable for contemporary and future use. 

The library mediates between contemporary 

forces and her ancient soul, not to develop 

a compromising architecture, but to create 

a rich and profound one. It is old and new, 

monumental and intimate, but above all, it is 

still a theatrical reading situation.

(Roelandts, 2010, p.375)

The building is further analysed in the 

publication ‘The British Library at St Pancras’ 

written by Roger Stonehouse:

“The articulation of the parts within a consistent 

whole, which is legible and also responsive to 

both its monumental institutional role and the 

needs of the individual reader, is the generator 

of the architecture of what is termed ‘An 

Intimate Monumentality’”

(Stonehouse, 2004, p.xx)

Both publications recognize the importance 

of both the intimate as the monumental. 

Stonehouse mentions some characteristics:

“Among these characteristics were those 

arising from the fragmentation of the form and 

its balanced composition. Each part is varied in 

response to the needs of its use and character 

within the consistency of the whole.”

(Stonehouse, 2004, p.154)

A feature that exemplifies this ‘fragmentation 

of form’ is the modulation of the mass in order 

to mediate between the monumental and 

intimate scale. The sequence of inclined roofs 

pushes the volume down to the domestic scale 

of the entrance. The visitor is subtly prepared 

before it reaches the institution. A portico, as a 

formalized threshold, marks the passage to the 

forecourt in front of the library. The forecourt 

gradually descends and disconnects the reader 

from the street level. 

(Roelandts, 2010, p.333 - 339) 

Stonehouse stresses the importance of varying 

scales, their interrelations and characters:

“A continuous hierarchy of scale is fundamental 

to the relationship of the individual to the 

whole”  ... “But it is more than just the control 

of scale which is of significance, it is its 

orchestration whereby the individual and the 

monumental are in interplay” ... “However, 

scale is not just a property of form, space and 

material but also of light and sound.”

(Stonehouse, 2004, p. 155 - 156)

These notions have been taken very seriously 

in the design of the Pomeranian Library in 

Szczecin. This concerns not only the mediation 

between the intimate and monumental scale, 

but also the means to do that. This relates 

to the topics of fragmentation, sequence 

of spaces and a variation of atmospheres. 

Atmospheres that can be evoked by the 

modulation of materials, light and sound. 

type
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Louis Kahn had already been mentioned in 

the analysis of the Philharmonic Hall; more 

specifically, its boundary. But he is also a great 

architect on the notions of monumentality 

and intimacy. And these are wonderfully 

incorporated in his design for the Exeter 

Library. 

“Kahn considered the instinctive behavior of 

the reader: ‘A man with a book goes to the 

light. A library begins that way.’” 

(Cacciatore, 2016, p.107)

The project is probably best known for its 

central atrium. The space is lit from above. 

The structural beams filter the light as it enters 

the space. Kahn assigned a great value to the 

presence and power of natural light. 

But just as fascinating are the reading and 

study areas around this space. Kahn placed 

these spaces adjacent to the facade and 

accompanied each of them with a window. 

These windows are strongly related to the 

activity that takes place behind it. Their 

dimensions vary accordingly. The study places 

have a relatively small window. The amount of 

light that enters the study booth can be altered 

according to the needs of the reader:

“The carrels, which gave students the ability 

to let in the view or close it out, also afforded 

them an essential autonomy.”

(Cacciatore, 2016, p.107)

The reading areas have a bigger window than 

the study carrels. There is also a different chair 

for the activity; it is lower and with a more 

comfortable seating area. Where the light 

enters from the side of the study booth, the 

chair for reading is shifted slightly towards the 

window; allowing the reader to enjoy the view. 

Another type of intimate space is the lounge. 

These seats are generously dimensioned and 

materialized. They are facing the window 

and fully exploiting the view. They offer a 

comfortable place for the visitor that seeks a 

rest. 

“The amazing accuracy with which Kahn 

designed and illustrated even the smallest 

details of these reading areas, from the brick 

walls to the window frames and furniture, 

clarifies the precious and at the same time 

intimate character of these interstitial places 

where the scholar can confront, at the same 

time, the measurable dimension of the objects 

around him and the immeasurable dimension 

of the surrounding world outside.”

(Cacciatore, 2016, p.107)

The Exeter Library shows that intimate spaces 

are very specifically designed for their use. The 

different types vary in ergonomics, lighting 

conditions, view, materials and comfort. 

Together with the monumental atrium, the 

project is a great reference for the design of 

the Pomeranian Library. 
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The process of shaping the building can be 

reduced to a couple steps with specific forces. 

As with the Philharmonic Hall, this creates a 

balance between contextual references and an 

independent morphology, ergo between the 

specificity of place and the autonomy of form. It 

can be summarized in the following sequence.

conditions

The site offers a very specific condition in the 

presence of the park. This factor can be fully 

exploited by placing the mass of the library along 

the length of the park. In doing so, the building 

maximizes its contact with the park. A second 

condition is the view from the Philharmonic 

Hall towards this green area and the Orthodox 

Church. By placing the library along the length 

of the park, it crosses this vista. This needs to be 

handled in a mutually beneficial way, creating a 

tension instead of a barrier.

context

Because of the importance given to the park, 

the view from the park towards the library is 

crucial in the design. Three buildings have an 

impact on this view: the library in the front, and 

the Philharmonic Hall and the police edifice 

in the background. The library has a different 

relation with these two buildings; it is physically 

connected to the police edifice, while keeping a 

distance to the Philharmonic Hall. 

elevation

A similar relation is created in the shape of the 

masses. The library adjusts to the police edifice 

and takes the slope of its roofs. This theme 

is continued in front of the Philharmonic, but 

in a more peaceful and silent manner. The 

slope of the roof in front of the Philharmonic 

is dimished. This results in a singular low gable 

in opposition to the sequence and variation of 

gables that the Philharmonic Hall has. It creates 

a quiet foreground for this expressive roofline. 

The design of this two-dimensional plane also 

opens up the sightline from the Philharmonic 

Hall to the Orthodox Church. The characteristic 

shape of the north facade creates a memorable 

image for the observer. 

“In his discussion of successful monumental 

buildings ... Curtis describes their need to 

possess a dominating Gestalt and a certain 

sculptural weight and intensity”

(Stonehouse, 2004, p. 153)
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plan

The principle for the design in plan is the 

interrelation between masses and the creation 

of spaces. The library is pushed towards the 

church, thereby creating an inner courtyard 

between the library and the police edifice. 

This act intensifies the relation of the library 

with both the police edifice as the Orthodox 

Church; it creates space with the first and 

comes closer to the second. The library’s mass 

gives shape to the space between the library 

and the church, which is conceptualized as 

a more urban plaza. Furthermore, the space 

between the library and the Philharmonic Hall 

takes shape. And lastly, the lower part of the 

library embraces the park that lies in front of it. 

Another consequence of this step is the 

fragmentation of the facade. As mentioned 

in the typological analysis earlier, the British 

Library by Colin St. John uses the same 

method to reduce its monumentality. When the 

visitor turns the corner of the building block 

on either side, it cannot perceive the entire 

library at once. This introduces an element 

of seduction and surprise as the visitor moves 

along the length of the building. Only the 

visitor that arrives from the park can perceive 

the urban composition as it has been created 

in the interaction with the Philharmonic Hall, 

the police edifice, the Orthodox Church and 

even the vicar’s house. 

sculpture

The last step in modelling the mass of the 

library is sculpting, carving and cutting 

away redundant mass. This involves three 

interventions. First of all, mass is carved away 

from the top of the library. Therefore the 

building ends in a point rather than a line and 

communicates with the height accents on the 

other corners of the building block. But that is 

not all. The new direction that is introduced in 

the roof and in the elevation relates the top 

of the library to the dome of the Orthodox 

Church. 

The entrances are the result of another 

sculptural intervention. They are placed 

according to the shape of the library, the 

buildings and pedestrian flows around the site, 

and the organization of the program within 

the building. There are two entrances: one is 

oriented to the park, the other to the street. 

The entrances are positioned on edges; on the 

corners where the building changes its course, 

its direction in plan. By doing so, the entrances 

are formalized in the mass of the building and 

they are visible from multiple angles. They are 

shaped as the typical volume of a house carved 

away from the mass. Thereby these voids, 

these excavations from the sculpture, relate to 

the scale of the vicar’s house. Moreover, the 

entrances intermediate between the scale of 

the library and its visitor. 

Specificity of place | Autonomy of form



102

Police edifice

Philharmonic Hall

Police edifice

Dialogue Center

Kolumba brick Police edifice

The Pomeranian Library



103Masterly Apprentice 

The east facade of the project is where old and 

new meet. It is also where a big part of the 

argumentation for the materialisation comes 

from. In respect of specificity versus autonomy, 

an attempt is made to attach to the mass and 

gravity of the brick tradition in Szczecin. This is 

simply achieved by using the same material: 

brick. But where the Gothic and Neo-Gothic 

edifices are dominated by red brick with 

black glazed exceptions to highlight corners 

and windows, the library is materialised in a 

mottled brick with tones of grey. This colour 

relates with not only the plinth of the adjacent 

police edifice, but also with the recent cultural 

injections of the Dialogue Centre and the 

Philharmonic Hall. So where a continuation 

is sought in material qualities with the place 

and the tradition of the region; similarities in 

colour create an attachment with the specific 

location and with more recent additions to the 

city. 

The autonomy of form relates to the brick 

chosen for the Library: the Kolumba brick. This 

brick was developed in 2000 by Petersen Tegl 

and Peter Zumthor for the Kolumba museum 

in Cologne. The dimensions of the element 

are 528 x 108 x 37 millimetres, which is a 

very long and compressed brick. This results 

in the perception of a monolithic mass; a 

sculpture out of a singular material that has 

been shaped, formed, cut and excavated by 

its creator. Where the Gothic tradition shows 

an articulation of the element by the use of 

different colours in brick as well as mortar, 

the new addition to the city is a blend of 

tones, expressed as a singular artefact from 

a distance, but of an elemental nature from 

up close. 

“In painting, tonalism refers to a quality in 

artworks where fusion between the subject 

and its surroundings is achieved by using 

scumbling techniques to create a misty veil 

effect. Likewise, in architecture we understand 

this concept as a mechanism for relating 

buildings to their landscape.”

(Barozzi F., Veiga A., Zabala J., 2016, p.28)

Specificity of place | Autonomy of form



104104 The Pomeranian Library



105Masterly Apprentice East Elevation 1:200 Masterly Apprentice 105



106106 The Pomeranian Library



107Masterly Apprentice 107Masterly Apprentice North Elevation 1:333





Intimacy | Monumentality



110

“In the opposition between monument and sentiment our work resides”

- ‘A sentimental monumentality’ by Barozzi Veiga 

(Barozzi F., Veiga A., Zabala J., 2016, p.9)
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“It is hard to talk about monumentality 

nowadays because, as a concept, it has been 

distorted into an ambiguous interpretation of 

the iconic. For us, an icon represents a self-

referenced system that is dissociated from the 

urban space, while a monument is an object 

whose presence enhances the awareness of a 

place.” 

(Barozzi F., Veiga A., Zabala J., 2016, p.192)

The importance of the notions of  monumentality 

and intimacy has been established in the 

analysis of the library type. But what do these 

terms entail? How are they evoked? Is it only 

a matter of scale? Essays and discussions are 

used to explore these notions more deeply. 

Monumentality will be addressed first.

In the essay ‘The Monumentally Informal’, 

James Stirling states the following: “For me, 

monumentalism has nothing to do with size or 

style, but entirely to do with presence”. 

(Stirling J., 1984, p. 203)

Also the Harvard Architectural Review entitled 

‘Monumentality and the City’ addresses the 

subject. Sigfried Giedion underlines this 

emphasis on a certain quality rather than sheer 

dimension: “Personally I would like to put the 

emphasis on the spiritual greatness inherent in 

a monument; that is, on the forces which stir 

the imagination rather than on its size.”

(Collins G.R., Collins, C.C., 1984, p. 28)

 This adjective ‘spiritual’ is also used by Louis 

Kahn: “Monumentality in architecture may be 

defined as a quality, a spiritual quality inherent 

in a structure which conveys the feeling, in 

its eternity, that it cannot be added to or 

changed.” (Kahn L.I., 1944, p.171)

David Cohn also associates the work of 

Barozzi Veiga with this spiritual quality: “Their 

drawings and projects evoke a quasi-religious 

aura of timeless transcendence, of presence in 

absence.” (Cohn D., 2016, p.10)

Without determining the causality of the terms 

spirituality and monumentality (Does spiritual 

associations evoke a monumental atmosphere 

or the other way around?) the notions seem 

to be related. Besides this, Roelandts already 

mentioned the similarities between the act of 

reading in a library and praying in a church, 

as an introvert act executed by a group of 

people creating a certain devotion to the 

cause. Therefore in the design of the reading 

rooms for the library, churches have also been 

a useful reference. This mainly involved their 

character and atmosphere. Especially the 

Bossche School, a local Dutch architectural 

style, is taken for its Spartan interiors, the use 

of brick in combination with wood, the heavy 

furniture and the way natural light enters the 

space. The Abbey of Saint Benedict by Dom 

Hans van der Laan and the personal dwelling 

of Jan de Jong, which is basically a church 

poured in a domestic mould, were used.

Intimacy | Monumentality
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Next to the spiritual associations, there is also 

an emphasis on endurance. William J.R. Curtis 

says the following: “Monumentality seems to 

be related to intensity of expression, elemental 

formal power, dignity, and gravity: In a phrase, 

it is a matter of lasting presence.”

(Curtis W.J.R., 1984, p. 65)

This idea of permanence is stressed by Aldo 

Rossi in his book ‘The Architecture of the City’: 

“I am inclined to believe that persistence in 

an urban artefact often causes it to become 

identified as a monument, and that a 

monument persists in the city both symbolically 

and physically. A monument’s persistence 

or permanence is a result of its capacity to 

constitute the city, its history and art, its being 

and memory.” (Rossi, 1982, p.263)

This is where the choice of material, as it is 

mentioned in ‘Specificity | Autonomy’ is 

confirmed from the monumental perspective. 

The use of brick not only creates this feeling 

of permanence as it is described by Rossi, but 

it also strongly relates to the memory of the 

city. Hans Kollhoff responds on Rossi and this 

idea of memory and permanence in his essay 

Architecture Today: “The permanence which 

Aldo Rossi talks of does not manifest itself in 

glass and aluminium. ... It is in stone that our 

collective memory is concentrated.” 

(Kollhoff H., 1994, p.200)

‘Memory’ is also part of Barozzi Veiga’s 

vocabulary: “For us, working with memory 

means feeling like part of history, part of a 

tradition that is continuously evolving. This 

allows us to invent through continuity itself.” 

(Barozzi F., Veiga A., Zabala J., 2016, p.108)

“We understand architecture as the 

consolidation of a collective memory. For us, 

this means resisting the loss of identity and 

character of an urban landscape by preserving, 

regenerating and densifying the city’s forms 

and meanings.” 

(Barozzi F., Veiga A., Zabala J., 2016, p.206)

Next to the continuation of the brick tradition 

of Szczecin, there is a more specific association  

in the use of this material. During the Revival 

of the Gothic style at the beginning of the 

twentieth century, a recurring theme is visible 

in the presence of balconies. These elements 

hover above the ground similar to the Gothic 

bulky bell towers that soar into the air. This 

tradition of pushing mass upwards is revived in 

the design of the entrances of the Pomeranian 

Library. But when technology advances and 

possibilities increase, the expression changes.  

So where the balconies are extrusions from 

the facade, the entrances are excavated from 

its mass. Despite this difference they descend 

from the same principle and evoke a similar 

feeling; the idea of mass challenging gravity. 
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The importance of light and materials; their touch and their temperature

Bruder Klaus Field Chapel by Peter Zumthor
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Intimacy in architecture is a tough concept to 

pin down. It brought the analysis to the term 

‘atmosphere’, something that has been written 

about more frequently, but has hardly been 

specified. In OASE 91, building atmospheres, 

the incapability to define or analyse the 

subject is mentioned. Also Peter Zumthor in 

his book Atmospheres and the chapter ‘levels 

of intimacy’ is rather vague about the subject 

and aims for a sense of understanding or 

recognition by the reader. The same request 

is made here. 

For Zumthor, levels of intimacy are considered 

a factor that influences the atmosphere. But can 

intimacy not be a certain atmosphere itself? 

The Oxford dictionary defines it as “a cosy 

and private or relaxed atmospere”. Therefore 

Zumthor’s exploration on atmospheres is used 

to achieve intimacy. Especially his chapters 

on ‘tension between interior and exterior’, 

‘material compatability’, ‘the temperature of a 

space’ and ‘the sound of a space’ are taken. 

The last three are mainly defined by materials 

and their characteristics.

A close reading of Bachelard’s ‘Poetics of 

Space’ could give us a further understanding 

of intimacy. Gaston Bachelard underlines the 

importance of comfort: 

“There does not exist a real intimacy that 

is repellent. All the spaces of intimacy are 

designated by an attraction. Their being is 

well-being.” (Bachelard, 1958, p.34) 

I agree on that matter: an intimate place 

should be a comfortable one, a warm one. 

It should be a place in which the visitor can 

seclude itself, where the visitor can nestle. This 

requires an enclosed space, a corner:

“the corner is a haven that ensures us one of 

the things we prize most highly - immobility.” 

(Bachelard, 1958, p.156)

Bachelard also mentions the effect of contrast: 

“Behind dark curtains, snow seems to be 

whiter. Indeed, everything comes alive when 

contradictions accumulate.” 

(Bachelard, 1958, p.60)

The combination of all these separate, 

seemingly unrelated topics - materials, space 

and contrast - could give us the equation 

for intimacy. The apparently opposing 

characters of the concepts ‘intimacy’ and 

‘monumentality’ could be reinforced by the 

existence of the other’s different metaphysical 

nature. The monumental could strengthen the 

intimate and vice versa. The well-being of 

the intimate can be more comfortable after a 

cold and distant space. The elemental formal 

power, dignity and gravity of the monumental 

can be intensified with a certain cosiness, 

smallness or informality. Means that can be 

used are differentiations in space in a three-

dimensional sense and variations in spatial 

qualities in terms of characterization by the use 

of materials and light. 
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Program

After the determination of the volume, 

described in the previous chapter, the 

programmatic organization of the building 

has now to be addressed. The biggest chunk 

is formed by the seven reading rooms of the 

Pomeranian Library: the Pomeranian, German, 

Economics and Law, Special Collection, Music, 

Journals, and the Main reading room. Parts 

of the program that could use similar spaces 

are the foyer, the café and the auditorium. For 

their public accessibility they are placed on 

the ground floor. The main reading room is 

the exception, since it is lifted above the foyer. 

This place is the raison d’être of the building 

and deserves a path that corresponds to that. 

A sequence of spaces leads the visitor to this 

height. This sequence starts by entering the 

building through the low, dark entrance hall; 

then the visitor arrives in the double height 

foyer with a spiral staircase in the middle that 

leads to the bright, monumental main reading 

room. It is the pathway that builds up the 

tension to the ‘theatrical reading situation’. 

The act of ascending the stairs embodies 

the elevation to a sublime level. Also, the 

symmetry axis that dominate the foyer and the 

main reading room add to this experience.

Skylights

The reading rooms are connected to the 

roofscape of the library and therefore offer the 

possibility to be lit by skylights. It is a similar 

theme as in the Philharmonic Hall and it offers 

the perfect conditions for the activity that takes 

place in the space; reading. It requires light, 

but without any glare. Diffuse light is preferable 

for both the reader and the books. By their 

position in the roof, skylights bring more light 

in a space than windows. The skylights are 

designed in such a way that daylight cannot 

directly enter the space, but is reflected and 

diffused within this element. 

Windows

A major downside on these skylights however 

is the lack of a connection with the exterior; 

more specifically, on the ground floor. This 

relation between the reading rooms and their 

surroundings is created by connecting the 

reading rooms to the facade. A small space 

is created as an extension of the window that 

borders directly on the top lit, monumental 

reading room. This immediate contact between 

big and small, skylight and window creates a 

tension between monumental and intimate; 

between the interior and the exterior. 
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Labyrinth

A consequence of placing the reading rooms 

as such autonomous entities in the mass, is 

a labyrinthine route around these voids. 

These corridor-like structures are inhabited 

by the enormous quantity of books. This gives 

the depots a monumental quality as well; in 

the overwhelming amount of literature as a 

concretization of human knowledge. The depot 

is publicly accessible. Occasionally it gives a 

bit more space to its visitors and at some point 

the depot connects to the reading rooms. The 

reading rooms store the exceptional books, 

the manuscripts and special collection. In this 

case they are not lost in the mass of books that 

occupies the depot, but they are showcased in 

the reading rooms of the building. The book 

depot, conceptualized as a labyrinth, is the 

materialization of the following sentiment, 

expressed by the Italian writer Umberto Eco:

“...there’s nothing more revealing and exciting 

than exploring the shelves that perhaps contain 

a collection of all the works on a certain 

subject - something that you wouldn’t be able 

to discover in a catalogue ordered by authors’ 

names - and to find another book beside the 

book you went to find, one that you weren’t 

looking for but one that emerges as being of 

fundamental importance.” 

(Roelandts, 2016, p.62)

Vista

These connections between the depot and 

the reading rooms are made by a promenade 

cutting through all these spaces. This straight 

vista opposes itself to the labyrinthine 

layout of the depot. It ties all these spaces 

together, offering orientation and clarity and 

thereby provides the necessary structure and 

organization in the library. The line is the 

expression of structure and clarity: it starts 

with the Ratio of the library as the central 

information point in the foyer and ends with 

the essence of the library: the books. In this 

respect, the information point should be seen 

as the modern equivalent of the catalogue as 

it is described by Walter Benjamin:

“And indeed, if there is a counterpart to the 

confusion of a library, it is the order of its 

catalogue” (Roelandts, 2016, p.65)

Scenography

In combination with the earlier mentioned 

connections between the reading rooms and 

their surroundings - the intimate spaces next 

to the windows - the path also allows for a 

scenographic experience. These windows are 

positioned in such a way that the view changes 

along the path through the library; sometimes 

offering a view to the Orthodox Church or the 

park, then changing to the Philharmonic Hall 

or the inner courtyard. 
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First floor - depot

The first floor also has a labyrinthine plan. 

The reading rooms are connected to the roof, 

but disconnected from the exterior wall. The 

visitor can walk around the reading rooms. In 

order to prevent that the whole floor becomes 

a walkway, some interventions are made to 

create more secluded areas with less traffic. A 

balance is created between a logical routing  

on this floor and surpising corners and spaces 

to be discovered. The quality of these spaces 

are described by Gaston Bachelard:

“every corner in a house, every angle in a 

room, every inch of secluded space in which 

we like to hide, or withdraw into ourselves, is a 

symbol of solitude for the imagination. ... the 

corner is a haven that ensures us one of the 

things we prize most highly - immobility.” 

(Bachelard, 1958, p. 155 - 156)

First floor - balconies

The balconies are another element in this 

game of surprise and discovery. They connect 

the reading rooms and the book depots. These 

openings in the wall can suddenly appear when 

going around a corner. Their location can be 

unexpected, and so is the different atmosphere 

of the open reading room. The monumental 

and the intimate are placed right next to each 

other again. These balconies are accessible 

from only one side, thereby not allowing a 

pathway behind the individual workplaces. 

These balconies also create an exciting effect 

from the perspective of the reading rooms. The 

elements define the space, but it is not clear 

how to reach them. The visitor would have 

to ascend to the next floor first, in order to 

find the access to the balconies. This creates 

a tension; an idea of wondering how to get 

there. The work places on the ground floor 

also have very different qualities as the ones 

on the balconies. The ones on the ground 

floor  are more accessible and have tables 

with people facing each other. The balconies 

are lifted from this spectacle and the visitor has 

a clear view over the space. He is the observer 

of the display.

Second floor

The second floor consists of two parts; one 

that is above the actual library and one that 

is above the secondary functions as café and 

auditorium. For the first part, a similar approach 

is used as on the first floor; creating a book 

depot with surprising spaces and unexpected 

connections with the reading rooms. The Main 

Reading Room is the principle element of the 

second part of this floor. The Main Reading 

Room occupies the full width of the building. It 

offers the visitors a view to both the courtyard, 

and the Orthodox Church as well as the park. 

The Main Reading Room is provided with 

all the necessary facilities: toilets, meeting 

spaces, ICT service and a print and copy shop. 
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Third floor

The third floor is the last floor with public 

facilities. These facilities consist of more 

meeting spaces and toilets. They are positioned 

close to the Main reading room and are 

connected to it by a staircase. Furthermore, 

the floors are visually linked by a vista. A 

connection that crosses all the top floors; from 

the Main reading room to the staff meeting 

space in the top. It is a diagonal that follows 

the slope of the roof. 

Fourth floor

On the fourth floor, the spaces for the library 

staff begin to appear. The staff members have 

their own toilets, stairs and elevator. In this 

sense, the staff could function independently 

from the library, but they are visually 

connected to the Main Reading Room by the 

diagonal vista. The work places for the staff 

are organized on an open floor plan. The 

principle and vice-principle of the library have 

a private office.

Fifth floor 

The fifth floor is reserved for the partners of 

the library: the Board of District Association 

of Polish Librarians and the Association of 

Friends of the Pomeranian Library. These 

organizations support the Library through 

financial purchases. 

Sixth floor

The top floor is a meeting space that can be 

used to receive third parties and discuss the 

upcoming activities. It is a space in which the 

library represents itself, not so much to the 

public as to its partners. It is a higher space; 

a corner office in the representational sense 

of the word. The space overlooks the park, 

the Orthodox Church and the city behind it. 

It is also connected to the Main reading room 

by the vista that runs from the second to the 

sixth floor. Thereby it links all parties from the 

library; the public, staff, partners and third 

parties.
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In this library there is a continuous interplay 

between the notions of intimacy and 

monumentality. The spaces are varied in their 

balance, but always contain both elements. A 

monumental space can be perceived as such 

at first, but have intimate qualities as well 

and vice versa. Monumentality has previously 

been describes as ‘a spiritual presence’ and 

Roelandts already defined the reading rooms 

as the sancta sanctorum of the library. They 

are conceived with these religious associations 

in mind. Besides the monumental scale, the 

reading rooms also relate to religious buildings 

in materials and character. Many churches 

have a rather cold and heavy materialization 

that is contrasted by elements for more intimate 

acts as the wooden benches for praying and 

the confessionals. Similarly, the reading rooms 

have a grey brick environment with warmer 

wooden elements that are devoted to the more 

intimate act of reading. 

The reading rooms have balconies. They are 

visually related, but lack a direct physical 

connection. The apparent inaccessibility of 

these balconies add a quality of security and 

comfort to them. They overlook the space, but 

are raised from the ground, lifted from the life 

that is going on beneath them. The balconies 

have a singular access on the second floor 

that keeps it easy to see who enters them. The 

lack of a continuous path keeps the space low 

in traffic and offers its visitors the serenity to 

concentrate on their work.

Also the book depots embracing the reading 

rooms contain both notions of the dichotomy. 

The monolithic wooden corridors create a 

warm and pleasant atmosphere compared to 

the reading rooms. The labyrinthine lay-out 

of the depot allows the visitor to stroll around 

and to discover not only the books, but also 

the spaces that it hides. Where the bright 

reading rooms convey concentration, the 

darker environment of the book depots allow 

for relaxation and contemplation. The window 

alcoves can be occupied by the readers. They 

can nestle themselves in the boundary of 

the building and gaze outside into the park. 

They are a welcome break from the mass of 

books that surround most of the spaces in 

the book depot. This presence of books as 

a concretization of knowledge conveys the 

monumental counterpart that can be found 

in the book depot. Especially when the visitor 

looks into the corridor and sees the seemingly 

endless sequence of book stacks. 

The reading rooms and book depots differ in 

acoustic qualities as well. Where the books 

in the depot diminish the reverberation of 

informal conversation, the harsh materials 

in the reading rooms as brick and concrete 

reflect the sound. Thereby the architecture 

imposes silence onto its guests. Leather 

curtains and textile tapestries are used to 

reduce the hollowness of the sound. 

Intimacy | Monumentality
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Materials have a big impact on the temperature 

and sound of a space, to use Zumthor’s 

terminology. These concepts influence 

the atmosphere of the space. Therefore a 

specification of the materials is important. A 

palette is created for both the intimate and 

monumental characters. 

The brick is already specified in the chapter 

‘specificity versus autonomy’. The material 

is, as it were, folded into the building in the 

reading rooms; where the spaces connect 

to the exterior. This palette is extended by 

analysing the Kolumba museum of Peter 

Zumthor in Cologne. In here, as in the 

Pomeranian Library, the tactile Kolumba 

brick is alternated by smooth concrete and 

aluminium. These materials offer similar 

colours and atmospheres as the brick, but a 

different touch. 

The maple wood composes the biggest part 

of the intimate character. It is a light type of 

wood with a minimal grain. Therefore it does 

not have a strong visual impact and suits with 

a calm and peaceful environment as a library. 

Because of its light colour combines nicely 

with the Kolumba brick and does not contrast 

too much from it. It is used for the book depots 

and book stacks, but also for all the floorings.

Where the maple wood is smooth, leather is 

used to provide the tactility as it can be found 

in the curtains and the lounge chairs. The 

brown leather is in the same colour palette as 

the maple wood, but in a darker shade. Dark 

tones are the exceptions in an otherwise bright 

and light environment. The use of walnut 

for the chairs and tables in the monumental 

spaces provide this quality too. This warm, 

dark brown wood combines with the brown 

tapestry underneath the tables in the reading 

rooms. Together they create warm islands for 

reading within the cold space, atmospherically 

speaking. The bronze elements of the signage 

for the reading rooms and the brass reading 

lamps provide a sophistication and elegance 

in the spaces. They are the warm counterparts 

of the aluminium that is present in the cold 

material palette. These metals are a subtle 

reference to the gold concert hall. 

Intimacy | Monumentality
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bookshelves 325 mm

seat 950 x 950 mm

desk 1275 x 1275 mm

bench 1600 x 1600 mm

alcove 1925 x 1925 mm
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Louis Kahn, as mentioned in the analysis 

of the boundary of the Philharmonic Hall, 

implemented two strategies that have also 

been applied in the design of the Pomeranian 

Library. They concern the ‘duplication of the 

wall’ and ‘the folding of the wall’. These 

principles are best shown on the ground floor 

plan of the library. The reading rooms are 

created by folding the exterior wall into the 

building; after the smaller and more intimate 

space near the window the wall folds again 

and creates the monumental reading room. 

This process is repeated until the library is 

constructed. Except for the Special Collection 

Reading Room in the south of the library. This 

space is an offset of the exterior facade and 

can be considered as a duplication of the wall. 

The strategy of the folded wall is explained 

by Francesco Cacciatore and suits as a 

characterization of the intimate spaces near 

the windows that are created by this method: 

“Indeed, this possibility of folding the outer 

wall by 90 degrees by turning it deeply inwards 

produces a clear impression of apparent 

thickness and, at the same time, enables the 

exploitation of an interior interstitial space 

that can be furnished for a comfortable rest, 

made inhabitable and thus adapted to life, 

which makes Kahn even hint at the paradoxical 

experience of ‘living in the wall.” 

(Cacciatore, 2016, p.105)

 

The book cases in the book depot can be seen 

as a duplication of the wall - one bookcase, 

one facade - but without the intermediate 

space. The window alcoves use the combined 

thickness of these walls to create a certain 

width. This dimension offers the possibility 

to program these walls; to generate seats, 

workplaces and benches within the window 

alcoves. They provide the opportunity for the 

visitors to nestle themselves in these spots and 

to read their book. They are a representation 

of the following quote by Kahn:

“A window alcove can be a private room within 

a room” (Cacciatore, 2016, p. 35)

So where the bookcases are considered as a 

duplication of the wall, the book depots - as 

the corridor between the bookcases - are a bit 

of both. They are enclosed by the book cases, 

which are a duplication of the folded wall 

that makes the reading rooms. Some parts 

in the depot have more characteristics of the 

folded wall, such as the places that offer the 

visitor a bit more space. And some have more 

characteristics of the duplicated wall, which 

relates mainly to the corridors in which the 

bookcases run parallel to each other.  

The boundary
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If you ask brick what it wants, it will say: “Well, I like an arch.”

And then you say: “But arches are difficult to make. They cost more money. 

I think you can use concrete across your opening equally as well.”

The brick says: “I know you are right, but if you ask me what I like; I like an arch.”

- Louis Kahn, International Design Conference in Aspen, June 6, 1972

The Pomeranian Library
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“Brickwork is no longer about structure, but 

unavoidably evokes the image of structure as 

a result of its historical appearance. We thus 

arrive at a classical theme in architecture, 

namely the expression of the law of gravity 

by means of a structure in the façade or a 

building.” 

(Wingender J.P., 2016, p.211)

The famous conversation between Kahn and a 

brick, which is depicted on the left, shows the 

nature of the material and the consequences 

that it has for construction. Maybe it is better 

to use the past tense in this respect, since 

“brickwork is no longer about structure” 

(Wingender J.P., 2016, p.211) 

In the book ‘Brick; an extracting material’ 

Wingender shows the contemporary use of 

the material as a cladding of construction. 

The hidden structure behind the visible 

facade opens up the possibilities in the use of 

brick. What does this disconnection from the 

loadbearing function entail in the expression 

of structure?

Hans Kollhoff expects a certain expertise from 

the observer in this matter:

“Kollhoff emphasizes the role of the observer 

and his or her perception. The aim is an 

execution of the facade that evokes a memory 

of the underlying structure and spatial 

construction of a building. In the words of 

Kollhoff, ‘they shine through’.” 

(Wingender J.P., 2016, p.211)

That being said, how does the structure shine 

through in my facade? How am I telling the 

observer that the brickwork that he sees, is 

not the construction of the building? Kahn’s 

anecdote helps in this concern. As he shows 

there, a brick wall would need an element to 

transfer the loads around the opening; either 

a lintel or an arch. The absence of both these 

elements implies the presence of a hidden 

construction. 

Is this a righteous argument? Not all observers 

would recognize this clue. It is a hidden gem 

for the ones who embed themselves in the art 

of architecture and moreover, the construction 

of architecture. But are they not the ones who 

are interested in the matter? Are they not the 

ones wondering how the project could be 

erected? And for those who took the time and 

effort to be schooled in the matter, is it not a 

more pleasant game to play? Is it not more 

rewarding to discover these Easter eggs rather 

than having them served on a silver platter?

Would Kahn disapprove of this method? 

You would say so. However, in his essay 

‘Monumentality’ he stressed the importance of 

using contemporary construction techniques. 

Moreover, Kahn rejects clinging to outdated 

methods: “Their faithful duplication is 

irreconcilable.” (Kahn, 1944, p.171)

 “Nostalgic yearning for the ways of the past 

will find but few ineffectual supporters.” 

(Kahn, 1944, p.180) 

The boundary
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Conclusion

The design for the Pomeranian Library relates 

strongly to themes that are present in the 

Philharmonic Hall. They are derived from the 

analysis, but reinterpreted in the design. A 

critical reflection has taken place before the 

implementation. 

One of the themes is specificity of place versus 

the autonomy of form. More direct analogies 

are sought for the Pomeranian Library than the 

references that are used in the Philharmonic 

Hall. This mainly involves the creation of 

spaces in relation to the existing context, rather 

than referring to a lost historical situation. The 

contextual approach lies in the placement 

and shape of the body within the urban 

landscape. The embracement of the park by 

the morphology of the building is example of 

this and the courtyard that is created together 

with the police edifice is another. Where the 

obvious choice might have been to attach 

to both brick blind facades, one of these is 

now the centre of the courtyard and thereby 

celebrates the brick. This material is also used 

in the library and although this is partly argued 

by the continuation of the gothic tradition, it 

concerns a condition that still defines the city 

and is also present in the direct environment of 

the Pomeranian Library.

Where the intimacy and monumentality are 

latently present in the Philharmonic Hall as 

part of a scenographic route; the notions are 

the backbone of the Pomeranian Library and 

the scenography is of secondary importance. 

This shift can also be seen in the materials and 

colours that are used. Where the Philharmonic 

is loud and expressive in this, in search of 

contrasts and differences; the Pomeranian 

Library is more nuanced and subtle to create a 

calm and pleasant environment. The whiteness 

of the foyer and black of the chamber music 

hall are replaced for tones of grey in the 

Pomeranian Library. The gold concert hall or 

burgundy chairs and couches are turned into 

shades of brown in the library. So where the 

colours are complementing each other rather 

than contrasting; the difference in characters 

are created by the varying temperatures, 

sounds and tactile qualities of the materials.

Two strategies have been mentioned in the 

analysis of the boundary: the duplicated wall 

and the folded wall. Both building use the two 

principles, but in a different way and with a 

different purpose. Where the concealment of 

technology and structure is the main reason in 

the Philharmonic Hall, the creation of spaces 

and atmospheres have been the argument 

in the Pomeranian Library. And where the 

creation of intimate spaces along the facade 

is an exception in the Philharmonic Hall, it 

become the rule in the Pomeranian Library. 
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Reflection

I am looking back on the most demanding 

year in my educational career. Of course, this 

is a rather typical aspect of a graduation year. 

But there are some factors that, in my opinion, 

reinforce that characterization. My personality 

has a significant part in that blame, but also 

the continuity within the graduation studio. 

Besides the objective to learn from the analysis 

project; a strong emphasis is made to learn 

from previous generations that graduated 

from the Masterly Apprentice. Techniques and 

experiences have been transferred along the 

generations and this has created a certain 

database of knowledge and methods that 

can be consulted or applied. But it also sets 

a standard. Certainly, there is a level to be 

reached for every studio; a universal guideline 

established to value the graduation candidates. 

But in an ongoing studio, there is a specific 

standard that applies to the project. For every 

stage in the graduation process, there is a 

precedent. Therefore there is a comparison 

and subsequently, I would like to do it at least 

as good. This bar that has been set by previous 

generations, is not necessarily a negative trait; 

it also pushes students to reach that level and 

therefore usually has a positive effect on the 

product.

The reflection so far concerned the graduation 

studio in general and how I positioned myself 

in it. The design process is harder to structure. 

There is a constant process of creation and 

evaluation; of alteration and justification. 

Creating the concept of the design was my 

favourite part in the process. The definition 

of the urban role of the building and the 

relation of the project with its surroundings 

was exciting. But also the analysis of the library 

type and the reinterpretation of these findings 

into the design was interesting. I value the 

causality between analysis and design most 

highly and try to include both literature and 

theory as references and practice. 

So I am looking back on the most demanding 

year in my educational career, but it was also 

one of the most satisfying ones. The project 

impacted me as a person, a student and a 

professional. Although I learnt a lot, there is 

certainly room for improvements especially 

concerning my rendering techniques. But 

despite that fact, I am very happy with both the 

process and the product and I am extremely 

grateful for that. 
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SUMMARY THESIS NIEK SNELS 
 
This master thesis consists of two parts; one analytical and one design. The student takes lessons from the analysis project, reinterprets and 
applies them in his design project. 
 
 
THE PHILHARMONIC HALL – ANALYSIS  
An analysis is made of the Philharmonic Hall, which is designed by Barozzi Veiga and located in Szczecin, Poland. This edifice, as many of  
Barozzi Veiga’s buildings, is a balance between two seemingly opposing notions: ‘the specificity of place’ versus ‘the autonomy of form’.  
In this equilibrium references are made to its context, the place and its history, while the project simultaneously adopts a certain language 
of itself. This mainly determines the exterior of the building, its message to the public. 
 
On the interior a different balance becomes apparent; a play between monumentality and intimacy, between big, public spaces and small, 
intimate corners. This is related to certain lighting conditions: the monumental spaces are lit by skylights, while this intimate ones are lit by a 
window and have a view to the exterior.  
 
A third lesson taken from this project is the use of the boundary of the building. A thick delimitation is visible in the edifice, by which the 
visitor is detached from its surroundings in both a physical as symbolical way. The space in-between the interior and exterior façade is used 
for technical services and functions as service stairs, elevators, storage and toilets. It hints to Louis Kahn’s principle of served versus servant 
space. The exterior façade wraps itself around the services and therefore relates strongly to the function behind it. The different dimensions 
of these services relate to the varying setbacks in the elevations. After a short analysis of Louis Kahn by reading Francesco Cacciatore’s ‘The 
Wall as Living Place’, two methods are determined in order to use the boundary: folding the wall and duplicating the wall. These methods 
can also be detected in the Philharmonic Hall.  
 
The following thoughts are brought into the design of the Pomeranian Library: the balance between the specificity of place and the 
autonomy of form; the balance between intimacy and monumentality; and the use of the boundary of the building. 
 
 
 
THE POMERANIAN LIBRARY – DESIGN  
The program is determined by a location analysis. Szczecin has many educational institutions, but lacks a modern library to facilitate its 
students and inhabitants. By implementing a library in the area, a new cultural center can be created for the city in cooperation with the 
Philharmonic Hall and the Dialogue Center, which is another recent addition to the city.  
 
This location analysis determined in many ways the exterior of the design. Contextual forces shape the building in an effort to connect to 
the park in front of it, while simultaneously maintaining an existing sightline. In doing so, connections are made to adjacent buildings in both 
the vertical plane – by connecting to the roofline – as the horizontal plane – by creating an inner courtyard with its neighbor. Lastly, the 
Brick Gothic tradition that the city has is continued by using the Kolumba brick in the exterior of the building. 
 
Besides the site analysis, a typological analysis is performed by reading ‘De Leeszaal – een onderzoek naar het gebruik, de betekenis en de 
typologie van het bibliotheeksgebouw’ written by Thomas Roelandts. Roelandts underpins the paradoxical nature of the library, with a 
certain need for monumentality in its institutional role as well as a democratic accessibility for the public. He mentions ‘the mediating 
library’ as an exemplary type and gives the design of the British Library by Colin St. John as case study. This project is designed according to 
the principle of ‘an intimate monumentality’, which relates back to the second lesson taken from the Philharmonic Hall. This typological 
analysis is extended with the Exeter Library by Louis Kahn, which also incorporates these topics in a wonderful way.  
 
This balance of intimacy and monumentality is most visible in the interior of the building. The spaces that are considered monumental are 
first excavated from the mass, being the foyer, the café, the auditorium and seven reading rooms. The reading rooms are big and high 
spaces, lit by a skylight. The book depot circles around these spaces and provides more intimate corners for reading and relaxation. They are 
lit by windows. This labyrinthine lay-out of the depot fulfills a certain romantic sentiment in the idea of wandering through the books, 
searching for a gem. A straight connection through the library and its reading rooms is created to provide the need for clarity and an 
overview in the building in order to find your book more easily. While walking this straight path, the visitor experiences a sequence of spaces 
and atmospheres together with a varying view to the surroundings.  
The reading rooms are materialized in rather harsh materials as brick and concrete, while the book depots are rather warm by the 
monolithic use of wood. These spaces have a different atmosphere, but also different acoustical qualities.  
 
The two methods that are determined by the analysis of the Philharmonic Hall and the analysis of Kahn – folding the wall and duplicating 
the wall – are also applied in the Pomeranian Library. The ground floor plan shows how the library is in fact created by folding the exterior 
wall deeply inwards in order to create the reading rooms. This is highlighted by using the same material, the Kolumba brick. The book stacks 
are a duplication of this wall. The combined thickness of the two layers – one construction, one storage of books – is used to formalize the 
thresholds between the reading rooms and the depots, but also in order to create intimate spaces near the windows that can be used as a 
seat, a bench or a desk. 
 
 
 
This all results in a graduation project that shows a clear process; a distinct relation between the architecture and the analysis, between 
what is done and where it comes from, between reasoning and argumentation. The design is not simply a copy of the analysis project; a 
critical stance is taken and external sources are sought to deepen the topics. The Pomeranian Library shows conceptual references to the 
Philharmonic Hall, but also very deliberate differentiations. That makes this a highly consistent and personalized thesis.  
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