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PREFACE

As a twelve-year-old boy – while my developing fascination for 

technology  and creating things was providing the foundation for the 

ensuing dream of becoming an architect – I was always very pleased to 

visit my older brother or sister in Amsterdam, because this foreboded 

an enjoyable weekend with several activities. One of my favorites 

was visiting the New Metropolis – as it was then still named. The 

appearance of the iconic building, clad in oxidized copper and with its 

rounded shape reminiscent of the bow of a ship rising up from the city’s 

docklands,  already provided anticipatory joy from within my arriving 

train. Now, many years later, this may subconsciously have implicated 

the  outcome for this architectural graduation studio. 

The past year I have been part of the graduation studio ‘ID: on 

representation in architecture’. Together with twelve other students 

we conducted research on different topics within the theme of identity 

and representation in architecture, resulting in a book with a collection 

of individual essays. This master thesis is the result of an individual 

research within that studio, for which the first motives were formed 

by my interest in globalization in architecture and the role  of ‘iconic’ 

architecture in that matter. 

Although one shouldn’t argue about taste, I do believe architecture can 

– and should – create beautiful and exciting places within cities – or 

regenerate the grimy parts of it, make public spaces more useful, make 

buildings more functional and beloved – and therefore sustainable, 

and facilitate a variety of activities. In short: support and sustain society.  

I leave it to you, the reader, about whether the outcome of this 

graduation project provides in that concern.

fig. 1; The New Metropolis Amsterdam, today 
known as ‘NEMO’.
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...while now, architectural languages are subsumed in a seemingly universal style.fig. 2; 100 years ago the ‘vernacular’ was still clearly expressed...
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INTRODUCTION

This master thesis is fundamentally built up out of two parts. The first 

part (chapter 1 and 2) is a theoretical framework within the theme of 

the studio. The second part (chapter 3 and 4) focuses on a location and 

the design and elaboration of a building, deriving from the theoretical 

research. 

Within the studio ‘ID: on representation in architecture’ the central 

question was how to deal with identity and representation in 

architecture, in a world where themes as identity, cross-culture and 

globalization greatly influence cities and societies around the globe. 

Following my personal interest, I conducted research on the themes of 

globalization and iconic architecture. On this topic a research question 

is formulated:

In an era of globalization, how can ‘iconic’ architecture be influential to 

the identity of a city – and how can the transformation of that identity 

contribute to the city’s society?

With the aid of different perspectives and theories on iconicity and 

globalization in architecture and several case studies I will try to answer 

this question. This topic and its outcome is an important starting point 

for the project. Thereupon, the research can be continued with a design-

related research question, evolving from the theoretical background:

In an era of globalization, how can a public building in Stockholm contribute 

to its society, while possibly receiving an iconic status?

This question provides guidance for the design research. This thesis will 

furthermore discuss the design attitude, the choice of location, and an 

urban- and architectonic concept, which ultimately results in the design 

and elaboration of the appropriate building. This will be explained with 

the use of diagrams, drawings and impressions. In the conclusion I will 

reflect whether the design meets the predetermined target. 
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1.1 ABSTRACT

The past decades have been marked by a phenomenon known as 

globalization, which can also be observed in architecture. With this 

development, the flattening of culture has caused a renewed search of 

identity. Rem Koolhaas described the evacuation of the public domain 

as the inevitable fate of the urban condition, and declares that the 

prevailing concepts of identity, city and street are a thing of the past. 

Nevertheless, globalization should not be seen as a threat, rather as an 

opportunity. 

This essay focuses on the potential of globalization in modern 

architecture, and the role of ‘iconic’ architecture thereby. The challenge 

lies in transforming or regenerating a city’s identity, while concurrently 

serving that city’s residents and communities. Globalization and the 

city’s renewed search of identity seem to be accompanied with ‘iconic’ 

architecture. When can architecture be defined as ‘iconic’? What is 

the influence of so-called ‘starchitects’ in all this? From those themes, 

the main question to be answered is how – in this era of globalization 

– ‘iconic’ architecture can be influential to the identity of a city, while 

contributing to that city’s society. Some of the interpretations will be 

made clearer by three theoretical case studies of respectively the 

Sydney Opera House, the Guggenheim Museum Bilbao and the Seattle 

Central Library. Ultimately, this investigation provides insight on how 

transforming identities of cities through globalization can create both 

tangible and intangible benefits for the communities. 

KEYWORDS
Identity, globalization, iconic architecture, star architects



1313

1.2 INTRODUCTION

The past decades have been marked by a worldwide standardization 

in cultural, social, economical, political and technological aspects 

through exchanging and integrating international knowledge and 

principles among regions: the phenomenon known as globalization. 

In architecture this could be acknowledged as a homogenization of 

the architectonic representation, which seems to be associated with 

rather negative thoughts. After all, globalization is increasing, and all 

over the world a similar economic pattern seems to dominate societies. 

This leads to a flattening of cultural differences between continents, 

nations, cities and people. At the same time this causes a loss of local 

authenticity and urban life – the vernacular so to say. However, with 

this development the opposite seems true: the flattening of culture 

concurrently causes a renewed search of identity. 

(LOSS OF) IDENTITY
Identities of cities have been transformed as they adapt and project 

themselves on the global market. So how are identities of cities affected 

by globalization? In 1995 Rem Koolhaas published his now generally 

known article Generic City, where he described the evacuation of the 

public domain as the inevitable fate of the urban condition. He claims 

that the prevailing concepts of identity, city and street are a thing of the 

past. The generic city as described by Koolhaas does not have its own 

identity, it is not tied to specific characteristics of a place and therefore it 

can generally emerge anywhere.1 Some years later he wrote Junkspace, 

wherein he tries to define the global developments in cities and cities’ 

economies: the emergence of global networks and simultaneously 

the loss of history, (local) contextualism and identity. The rise of star 

architects gets addressed, as well as the lesser known architects 

that create similar gleaming skyscrapers from Dubai to Shanghai – 

sometimes even without ever having seen the site. Amid this generic 

‘violence’ arises also a response: the search for (critical) regionalism, 

local authenticity and historical continuity.2 In 2012, Koolhaas said: 

“If you look back a hundred years, you find that there was still such 

a thing as an Indian architecture, a Thai architecture, a Chinese 

architecture, an African architecture, a Dutch architecture, a Russian 
1.  Koolhaas, 1995

2.  Koolhaas, 2002

GLOBALIZATION IN ARCHITECTURE AND THE INFLUENCE OF 
ICONIC ARCHITECTURE ON CITY’S SOCIETIES
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architecture. But now, almost all of these languages have disappeared 

and are subsumed in a larger and seemingly universal style. The process 

has been like the disappearance of a spoken language.” 3

This can for instance be seen from figures 2 and 3, deriving from the 

Venice Biennale 2014. Koolhaas sees his role as an architect not to 

warn about the dangers of globalization, but to investigate what its 

potential might be. I would like to learn more about those potentials 

through this research paper. Therefore, the main topic I address in this 

research is the globalization of (modern) architecture, and the role of 

iconic architecture therein. 

FRANCHISING OF ARCHITECTURE
Architecture critic Witold Rybczynski concludes his essay ‘The 

Franchising of Architecture’ with the following words: 

“In a world where music, movies, dress, technology and even cuisine are 

increasingly global, it may be futile to expect that architecture can be an 

exception. [...] The great imports are much too different from each other 

to make all places look the same – but they do make places all look 

different in the same way. Which is almost as bad.” 4

This brought me to think about how globalization in architecture 

influences the identity of a specific place. Is it indeed true that 

globalization makes things the same (or generic – in Koolhaas’ words)? 

And if so, how did this evolve? Robert Adam states: 

“As cities compete for global trade by providing what they see to be 

the right built environment for transnational corporations and aspiring 

national firms they have tended to create places that are superficially 

similar. In the global marketplace for the attraction of transnational 

business, cities must also look for ways of differentiating themselves 

from one another.” 5

RESEARCH QUESTION
So what is the role of so-called ‘iconic’ architecture in all this? I believe 

there lies a challenge in adjusting or regenerating a city’s identity while 

concurrently contributing to its society. From this theme, my main 

research question arises:

In an era of globalization, how can ‘iconic’ architecture be influential 

to the identity of a city – and how can the transformation of that 

identity contribute to the city’s society?

To understand this research question, globalization first has to be 

described and understood, particularly in the context of architecture. 

So what does ‘globalization’ actually mean? And what role does 

globalization in architecture have on the identity of places? What is 

the role of so-called ‘starchitects’ in all this? I will try to answer those 

questions in the next chapter. Globalization and the city’s renewed 

fig. 3; New York City architects at the 1931 
Beaux Arts ball dressed as the buildings they 
designed.
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search of identity seem to be accompanied with ‘iconic’ architecture. 

When can architecture be defined as ‘iconic’? And how do iconic 

buildings influence city’s identities? Those are questions that I will try 

to answer in the third chapter about iconic architecture. After that, 

some of the interpretations will become clearer by three (generally 

theoretical) researched case studies of respectively the Sydney Opera 

House, the Guggenheim Museum Bilbao and the Seattle Central Library. 

Altogether this should provide insight on the investigation on how the 

transforming identity of cities through globalization (and the role of 

architects thereby) can benefit the city’s residents and communities. 

3.  Fraioli, 2012

4.  Rybczynski, 2014

5.  Adam, 2012



1616

The general consensus is that globalization can be described as 

a movement towards a worldwide standardization of cultural, 

social, economical, political and technological aspects of societies. 

Advancements in transportation and telecommunication technology 

contributed profoundly to the growth of globalization. Another 

factor that supported it was the rapid urbanization of countries in 

development, where in many cases existing models of successful 

cities served as a source of inspiration. International capital and 

market forces additionally favored urban development above rural. 

Unmistakably, globalization had its impact on architecture and the built 

environment. Developments resulted in an increasing high-speed flow 

of capital, technology and products that made urbanization possible. 

As images and ideas spread across the globe, societies began to share 

basic concepts of how living environments should look and function. 

As an example, contemporary style skyscrapers with glass curtain walls 

and other technological systems became a common feature (as can 

be seen from figure 3 on a previous page). Distinctive regional cultures 

began to blend into a new international culture, and established 

architectural styles spread across regions, although they may have 

been modulated by local factors.

According to MIT professor in Social Sciences, Gerardo del Cerro 

Santamaria, we cannot look at the phenomenon of globalization as only 

a recent worldwide movement towards economic, financial, trade, and 

communications integration. It is furthermore a geopolitical process 

wherein place and time are significant components: 

“Globalization is not an entirely new process, although transnational 

financial strategies and the role of information technology may be 

strengthening its role in world economic processes at the turn of the 

21st century. Rather, globalization appears to be a cyclical or spiral 

process, perhaps not irreversible, in which states’ positioning toward 

global forces depends on both the strength of globalizing tendencies 

and the national and regional political arrangements prevalent at any 

given time. If globalization is a historical process, and thus place and 

time specific, then we should give less weight to teleological explanations 

1.3 GLOBALIZATION IN ARCHITECTURE & THE
 ROLE OF THE ARCHITECT
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and grand narratives such as ‘time–space compression’ and ‘the space 

of flows’, and be prepared to accept different outcomes of the process in 

different places and times.” 6

GLOBALIZATION IN ARCHITECTURE
Globalization is such an abstract and momentary term that it holds 

many definitions; concurrently there are so many concrete positive 

and negative phenomena that can thus be related to it, that it at least 

seems like everyone’s daily life is affected by it. Hans Ibelings claims that 

just because so many phenomena get associated with globalization, 

the explanatory power of the term is low. The multitude of aspects that 

it gets associated with emphasizes that globalization can rightly be seen 

as a dominant theme of the 90’s, which in many direct and indirect ways 

had effect on the prevailing mentality. Evidently, the consequences of 

this could be perceived in architecture. From the 80’s on there has 

been an internationalization that can be considered as a component of 

globalization, and since then, a significant number of architects carried 

out projects all over the world. Additionally, more and more architects 

– especially in the wealthy parts of the world – started experiencing 

globalization as a phenomenon that could not be ignored, which they 

needed to become aware of, and which needed to be answered.7

Rybczynski criticizes the ‘trend’ of globalization in architecture: 

“Today, European architects regularly work in the United States, 

Americans work in Europe and everybody works in Asia. This 

globalization of architecture would seem like a good thing for us, and 

it’s obviously good for (many) architects. […] Architecture, however, is a 

social art, rather than a personal one, a reflection of a society and its 

values rather than a medium of individual expression. So it’s a problem 

when the prevailing trend is one of franchises, particularly those of the 

globetrotters: Renzo, Rem, Zaha and Frank.” 8

His essay about the franchising of architecture lighted a fire for an 

extensive (online) debate among critics about globalization, ‘starchitects’, 

and ‘locatecture’. Another critic, James S. Russell, responds to this and 

claims that architecture can be a social art – by the means that society 

embraces it, commissions it, and builds it – but moreover it is a public 

art;

“No architect can build a spectacular museum, concert hall, or skyscraper 

without a client willing to underwrite it, a city willing to permit it, and a 

public that wants it.” 9

‘LOCATECTURE’
As a counterpart against the globalization in architecture, Rybczynski 

introduced the aforementioned term ‘locatecture’: 

“It’s exciting to bring high-powered architects in from outside. It flatters 

a city’s sense of self-importance, and fosters the perception of a place as 

6.  del Cerro Santamaria, 2013

7.  Ibelings, 1998

8.  Rybczynski, 2014

9.  Russell, 2014
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a creative hotbed. But in the long run it’s wiser to nurture local talent; 

instead of starchitects, locatects.” 10 

According to Rybczynski, local architects intimately know a place or 

region (and its vernacular) and are better able to create architecture 

that acknowledges context and history, better at least than the by 

Rybczynski criticized globally practicing ‘starchitects’. As he declares, 

“Building in a place where you don’t live, it’s easy to experiment, even to be 

outlandish. How else to explain all those weird high-rises plopped down in 

Dubai?” 11 In my opinion this statement however is rather shortsighted, 

and it completely depends on the design, place (context) and time, 

whether a building can be called ‘outlandish’. 

‘STARCHITECTS’
A building designed by – as declared by Rybczynski – the globetrotters 

Renzo, Rem, Zaha and Frank, will inevitably attract attention, 

regardless of the design. Thereupon the building is an extension of the 

celebrity architect that gets approached by the press as an ‘eccentric 

cosmopolitan’ and by the public as a (pop) star.12 

The term ‘starchitect’, probably of journalistic origin, describes the small 

group of celebrity architects that became well known in the last few 

decades. The expression however is often used with a rather negative 

undertone. Esteemed architecture critic James Russell asserts about 

this: 

“Starchitect’s negative connotation, while not immutable, is natural 

because the modern architects who tend to be defined by it are 

considered a negative force in the beauty of the nation and the world. 

As for the idea of starchitecture itself, its practitioners should consider 

themselves to have dodged a bullet if a negative descriptor is the worst 

they must suffer at the hands of architecture criticism, not to mention 

the world whose cultures are insulted regularly by virtually all modern 

architecture.” 13

 

Frank Gehry, for many the archetypal star architect, has consistently 

rejected the label of a ‘starchitect’. As an example of much similar 

disapproval, he declares in a magazine interview: 

“I hate the word ‘starchitect’. Stuff like that comes from mean-spirited, 

untalented journalists. It’s demeaning. It’s derisive, and once it’s said, it 

sticks. I get introduced all the time, ‘Here’s starchitect Frank Gehry…’ My 

reaction: ‘What the fuck are you talking about?’“ 14

Rem Koolhaas is also not pleased with the expression, but is more 

perceptive: 

“I think it’s a name that is actually degrading to the vast majority of 

people it is applied to. And it really is a kind of political term that for 

certain clients is important because they use star architects.” 15
fig. 4; Frank Gehry expressing his thoughts to 
the crowd.
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10.  Rybczynski, 2014

11.  Ibid.

12.  Stegmeijer, 2008

13.  Russell, 2014

14.  Adam, 2012

15.  Koolhaas, 2009

16.  Adam, 2012

17.  Ibid.

Robert Adam states about this that the fame of star architects can be 

used to add real-estate value to development, by means of their brand 

value. 

SIGNATURE ARCHITECTS
Undoubtedly, there is often a certain interaction between the fame of the 

architect and the reputation of the building. In this context we could speak 

of ‘signature architects’: architects who leave their mark on the building 

through unique features, that returns in different buildings. Hence it can 

be seen as a signature. This is undeniably the case with Frank Gehry, 

whose style is identified by buildings like the Guggenheim Museum in 

Bilbao and the Walt Disney Concert Hall in Los Angeles. 

However, as mentioned before, the group of star architects is made up of 

a very small number and their buildings are very few – seen from a global 

perspective. Nevertheless, the star architects and their work have the 

power and status of global brands, and they are recognized and selected 

by cities and corporations for their brand value. They are generally admired 

by their fellow professionals, their work gets regularly published in national 

newspapers, and they win national as well as international prizes.16 Robert 

Adam states that “their work, their attitude to built form, their use of digital 

modeling and their ideas have had a profound influence on architecture and 

architects throughout the world.”17 The work of these architects has been 

highly influential, as becomes clear from the international fashion for 

unusual buildings and aspirations for an iconic status.  

fig. 5; Frank Gehry’s Guggenheim Museum in 
Bilbao.

fig. 6; Frank Gehry’s Walt Disney Concert Hall 
in Los Angeles.
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“Put me on the map, give my industrial city a second chance, make me the 

centerfold of the Sunday supplements, the cover of in-fl ight magazines, 

the backdrop for fashion shoots, give me an iconic landmark, give me – 

architectural – shock and awe.” 18

An ‘icon’, deriving from the Greek word eikon, literally means a ‘likeness, 

image, or similitude’. The word, originating in the Greek Orthodox 

religious images as ‘windows into heaven’, had come to mean any 

important or enduring symbol. Oxford Dictionary defi nes an icon as 

“A person or thing regarded as a representative symbol or as worthy 

of veneration.”19 As noted architectural theorist, critic and designer 

Charles Jencks states, the word also carries a defi nition referring to 

such things as a footprint in the sand. This has a direct likeness to the 

foot that caused it; a similarity in some respect.20 The iconic building 

has many and often a-typical likenesses to the most bizarre and 

contradictory things. Possibly the most important factor that gives birth 

to an icon is when it is “enigmatic and expressive, it must suggest much 

more than its name, and leave the fi nal interpretation, if it ever comes, 

up to the public, and the detectives of mystery.” 21 Moreover, the iconic 

building must be designed to be “completed by the viewer […] elicit 

multiple interpretation along coherent but unchartered lines.” 22 As an 

example, Jencks shows the Swiss Re Headquarters in London, designed 

by Norman Foster. Euphemisms such as the ‘Gherkin’ or ‘Bullet’ derived 

from it even before completion. Those nicknames, mostly provided by 

the public and critics, are not necessarily adverse; they rather give the 

building a visual connotation or a “reduction to a striking image.” 23

ICONICITY
There have been a number of more detailed defi nitions of the building-

as-icon as the idea spread in the 1990s: 

“An eleven point series of defi ning characteristics were proposed in 

by the critic Aaron Betsky in the catalogue of an exhibition at the San 

Francisco Museum of Contemporary Art in 1996, Icons as Magnets of 

Meaning, which included ‘wow syndrome’ and ‘enigmatic character […] 

exerting a hypnotic quality in their sense of otherness.” 24

1.4 ICONIC ARCHITECTURE

fi g. 7; A footprint in the sand shares its shape 
and size with the foot that created it – a 
similitude.

fi g. 8; The Swiss Re Headquarters and a 
metaphorical analysis of a few comparisons 
by Madelon Vriesendorp.
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The description of iconicity having a ‘sense of otherness’ covers 

the term quite well, although not completely. Professor in Sociology 

Leslie Sklair provides a more detailed definition of iconic architecture 

as “buildings and spaces that 1) are famous for those in and around 

architecture and/or the public at large and 2) have special symbolic/

aesthetic significance.” 25 Thereupon, he states: 

“The argument is located within a diachronic thesis suggesting that in the 

pre-global era (roughly the period before the 1960s) iconic architecture 

tended to be driven by the state and/or religion […], while in the era of 

capitalist globalization the dominant force driving iconic architecture is 

the transnational capitalist class.” 26

So the principal forms of architectural iconicity in the global era are 

mostly established by those who own and control the corporate sector. 

As the British sociologist Paul Jones states in his chapter about iconic 

architecture and regeneration, there lies a major challenge in academic 

research in “connecting the aesthetic forms and social and political 

discourses that characterize icons to broader strategies of capitalist 

accumulation.” 27 Furthermore, the recognized iconicity often seems 

to pass through the recognition of the architect responsible for the 

design: 

“It is as if the iconicity of a building has difficulty in being established 

without the intermediation of the iconic architect.” 28

ICONIC STATUS
Charles Jencks on the other hand declares that the public provides the 

iconic building status, independently of the architect. Nevertheless, 

the publicity that a building receives is greatly influenced by the media. 

Jencks furthermore states “each nation sees an iconic building through 

its own press” and that “economics drive the icon in architecture.”29 The 

building then becomes elevated in status through how it is advertised 

in newspapers, magazines, articles, and other media. Icons generally 

do not immediately start out as beloved buildings. “You have to ask 

yourself, is it hated enough,” said Jencks30. Architectural icons are 

generally adjudged by the public, sometimes long after they are built. 

The only good iconic building may be an accidental one. 

About the difference between a good icon and a bad icon Frank Gehry 

said: “It ultimately comes down to the talent of the person who creates 

it.” 31 Nevertheless, icons surely must possess distinctiveness and an 

instantly recognizable form, but they will also be “enigmatic or a giant 

iconostasis asking to be decoded, as well as a metaphor – presumably 

an as-yet-uncoded metaphor.” 32 He also states “in the last ten years 

[roughly 1994–2004] a new type of architecture has emerged. Driven 

by social forces, the demand for instant fame and economic growth, 

the expressive landmark has challenged the previous tradition of the 

architectural monument.” 33 

Jencks claims a renewed function for statement architecture, led by the 

18.  Jencks, 2005

19.  Oxford Dictionary, 2014

20.  Jencks, 2005

21.  Ibid.

22.  Ibid.

23.  Ibid.

24.  Adam, 2012

25.  Sklair, 2010

26.  Sklair, 2010

27.  Jones, 2011

28.  Sklair & Gherardi, 2012

29.  Jencks, 2005
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32.  Ibid.

33.  Ibid.
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‘visually consumable’ character of such attention-grabbing buildings 

that arise from the hope that iconic forms help to create ‘instantly 

recognizable brand images’ for places. Moreover, an iconic building 

is “created to make a splash, to make money.” 34 Icons are often 

intentionally built to compete on an international level. Deyan Sudjic 

agrees with Jencks, saying: “Architecture plays a powerful part in the 

manufacture of national iconography. It creates the landmarks that 

defi ne national identity.” 35 Moreover, iconic buildings can “become the 

logos for a country, composed very often for that exact purpose.” 36

THE SPIRALING COSTS OF AN ICON
The iconic status of a building can often also be associated with its 

spiraling out of control costs. For the client to realize a truly iconic 

building, it generally involves a great amount of money. The press 

conference of an upcoming project, where details of the fi nal costs 

are revealed, tends to heighten the status and expectations of the 

project. For example, the Scottish Parliament, designed by Miralles, 

had a shocking offi  cial fi nal cost of £431 million. Jencks opposes if 

this “ridiculous budget” attributed to the building being recognized as 

iconic.37 Robert Adam declares about this:

“The record of overspending and failure is, however, now so much a part 

of the story of iconic buildings that it would be politically very unlikely 

for any city or government in the North Atlantic economies to embark 

on such a project in the near future. […] Even star architects are starting 

to tire of the culture. At the end of 2011 Rem Koolhaas said: ‘We have 

become a little bit worried about the constant pressure to outperform 

and to outrage and make more and more exceptional buildings.’” 38

 Since the Financial Crisis of 2008, North Atlantic countries are struggling 

to reduce their national debt, taxes have increased, banks become risk 

averse and states as well as consumers have cut back on expenses. In 

such times of austerity, it becomes not only hard to justify expensive 

and fl ashy building projects; they also become unfashionable.39 An 

obvious target for accusations of recklessness is the iconic building. 

Adam also states, 

“The idea that an iconic building would deliver unique benefi ts to the 

economy as well as the status of its commissioning city only dates back 

to the completion of the Guggenheim Museum in Bilbao in 1997 and so, 

at the time of the [economical] crash, the phenomenon had only been 

in full fl ow for eleven years. As a major building can readily take up to 

ten years from inception to completion, many buildings were only just 

completed at the time the economic tide turned.” 40

Hence, it is not a given fact that an iconic building will create a great 

amount of revenue for itself and its surroundings. The situation is 

diff erent however outside the North Atlantic countries that suff er from 

the fi nancial crisis. On condition that the political system is stable, the 

debt crisis in those emerging economies “has only been an economic 

fi g. 9; The ‘swimming fi shes’ of the Scottish 
Parliament building by Miralles.



2323

rebound from the reduced consumption of the developed nations. 

Here there are no financial or moral pressures to abstain from seeking 

status with high-value buildings by star architects.” 41 Hence, it may 

happen that the development of iconic architecture will transfer to 

those emerging economies and change them in a way quite different 

from their origins in the North Atlantic region. 

“Much as the economic system is now being remodeled rather than 

recast by the newly dominant countries, so North Atlantic Modernism 

and iconic architecture are likely to be modified to suit newly confident 

cultures. This process is called ‘indigenization’, and is a well-known 

phenomenon that has existed from the earliest of times when different 

cultures came into contact with one another.” 42

THE INFLUENCE OF DIGITAL MODELING SOFTWARE
Building engineers had been using computers since Ove Arup & 

Partners pioneered the digital calculation of complex forms in the 

early 60’s for the Sydney Opera House. It was however not until the 

late 90’s when architects began to use the technology directly, often 

more to document and detail the complex forms that had been 

designed with physical models and drawings, than for the design itself. 

Eisenman, Foster, Gehry, Hadid and Libeskind were early adopters of 

different kinds of modeling software for the calculation of complex 

geometries. Architects did not immediately use this software for design 

purposes, but came into contact with them through their engagement 

of specialists in CGI (Computer-Generated Imagery) and the engineers 

responsible for accomplishing their complex designs. 

In the late 80’s the photorealism of CGI became an important marketing 

tool in architecture, and by the mid-90’s clients were demanding 

sophisticated visualizations.43 To support the upcoming iconic designs 

by making the design process much easier to manage, advances in 

computer modeling came at the right time: together with and after the 

success of the Guggenheim Bilbao. Whereas most early work in CAD 

(Computer-Aided Design) used the tool to produce a building already 

worked out beforehand, architects came to understand the potential of 

this software. The development of three-dimensional digital modeling 

with CAD had reached a level of development in the 90’s that assisted 

the process of presentation and construction of these unusual 

designs.44 As Leslie Sklair also points out: 

“Much contemporary architecture, like much of contemporary life, 

is unthinkable in the absence of the electronic revolution – the first 

criterion of generic globalization.” 45

Robert Adam states furthermore: 

“The publicity given to major iconic projects had created a demand for 

unusual buildings that could not be met by the naturally limited supply 

of by-now famous established practitioners. Commercial architects 

34.  Jencks, 2005

35.  Sudjic, 2006
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37.  Jencks, 2005

38.  Adam, 2012
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43.  Ibid.

44.  Ibid.

45.  Sklair, 2010
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stepped in to fill the demand. With younger architects fully conversant 

with CAD and CAM (Computer-Aided Manufacturing), commercial 

practices could conceptualize and model forms of a similar complexity 

to those of the leading iconic architects.” 46

Parallel advances in product manufacturing caused that the creation 

of dramatic exterior effects on large-scale buildings was much more 

affordable. These opportunities were not only created by technological 

developments, but they were part of the underlying culture. As Charles 

Jencks points out, “We live in a permissive, radical egalitarian era when 

any building type can be an icon.” 47 As the iconic building multiplied, it 

was inevitable that the quality would decline. James Madge complained 

about this: 

“When 3D visualization software enables students of architecture, 

unaware of the sophisticated concepts deployed by serious workers in 

this field, to present the images of hitherto unimagined shapes whose 

confidently rendered surfaces belie the absence of any knowledge of, or 

interest in what lies behind, the notion of architecture as nothing more 

than the invention of new shapes neither needs nor deserves any further 

encouragement.” 48

In an ambiguous way, digital modeling software has had its influence on 

both the rise and the fall of the iconic building. 

THE ‘ANTI-ICON ICON’
In the past decade a new trend has emerged: the ‘anti-icon icon’. Or as 

named by Jencks: the non-landmark landmark, a building that is “very 

visibly not there.” 49 This oxymoron suggests a shift in attitude towards 

the iconic building, by designing a building that is exceptional but at 

the same time fits into its context and surroundings. Aaron Betsky 

describes them as ‘landscrapers’, offering “an alternative history to 

the glorification of increasingly taller and more abstract edifices.” 50 He 

believes in the anti-icon icon, which gives credit to the dignified and 

functional building that fits into the landscape. An architect very much 

in favor of this notion is Rem Koolhaas. He has spent a number of years 

advocating the generic or ‘anti-iconic’ designs, and he considers his 

singular and dramatic buildings as anti-icon icons. 

During a conversation between Rem Koolhaas and Peter Eisenman 

at the ‘Urgency’ conference in 2007, Koolhaas made it clear that he 

believes iconic architecture must be held back and the functionality 

of a building must be given priority. He explains that the buildings 

before were dignified, civic and public, whereas now they seem to be 

obliged to be extravagant. Koolhaas furthermore states that the “typical 

conditions of a skyscraper [...] are shiny, intricate and expressive.” 51 He 

argues that they are no longer interesting and his intention is simply to 

“kill the skyscraper.” 52

 

Koolhaas remains rather negative towards iconic architecture, 
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describing it as an “army of eccentric entities,” 53 and he pleads for the 

generic. He hopes to reverse the evolution of iconic architecture by 

building anti-icon icons. Peter Eisenman shares this view; he describes 

iconic buildings as “visual glitter”, which are “over-cluttering the urban 

environment.” 54 Both Koolhaas and Eisenman are against the wide-

spreading trend of building iconic buildings that have a “need to be in 

the news all the time.” 55

After having read this chapter, can be understood why ‘iconic’ is in 

between apostrophes in the aforementioned research question. This is 

because of the extensive and ongoing discussion about icons, anti-icon 

icons, landmarks and non-landmark landmarks. Unfortunately, there is 

no clear-cut defi nition for the iconic building. Most times however, one 

will recognize the iconic building when one sees it.

46.  Adam, 2012

47.  Jencks, 2005
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fi g. 10; ‘Kill the Skyscraper’, in OMA’s Content, 
a follow-up to S M L XL.
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1.5 CASE STUDIES

fig. 14; The Sydney Opera House looking into the 21st century. fig. 15; The inside of the SOH, overlooking the bay and the Harbour Bridge.
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Some cities can almost immediately be identified by their iconic 

landmarks. They appear almost everywhere on pictures and postcards. 

The symbol for Paris is the Eiffel Tower. London has the Tower Bridge. 

In New York it is the Empire State Building, as well as the Statue of 

Liberty. The first attempt to create a new symbol for a modern city was 

the Sydney Opera House (SOH) that juts into the Sydney Harbor. The 

world-class performing arts center, designed by the Danish architect 

Jørn Utzon, became an international sensation when it was completed. 

Now, the SOH is one of the most iconic structures in the world. It is 

notable not just for its role in the city’s artistic life, but also because of 

its distinctive silhouette, reminiscent of seashells or billowing sails. It 

has become a symbol of Sydney, and to some extent even of Australia, 

recognized around the world. It had the characteristics that were 

necessary for a city icon: distinctiveness and an instantly recognizable 

form.56

The history surrounding the design and construction of the building 

is as controversial as its design. In 1956, the New South Wales 

Government called an international design competition and appointed 

an independent jury, while the government faced public pressure to 

select an Australian architect. The competition brief provided broad 

specifications to attract the best design talent in the world; it did not 

specify design criteria nor did it set a cost limit. The main requirement 

of the brief was a design for two performance halls, one for opera and 

one for symphony concerts.57 

Long before the term ‘starchitect’ would arise, Utzon proved that it 

does not necessarily take a star architect to design an iconic building. 

His entry, repeatedly rescued from a pile of discarded submissions, was 

selected as the winner out of 233 designs from 32 different countries, 

many of which were submitted by the most famous architects of that 

day. It created great community interest as the decision to commission 

Utzon as the sole architect was unexpected, bold, and visionary. There 

was some skepticism as to whether the structure could be built given 

Utzon’s limited experience, the undeveloped and unique design, and 

SYDNEY OPERA HOUSE
Designed by Jørn Utzon
Sydney, Australia
1959–1973

fig. 11; The Sydney Opera House introduces 
the city from the water, in front of a ‘wall’ of 
CBD towers.

56.  Adam, 2012

57.  Australian Government – Department of 

Environment, year unknown
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neither Utzon nor the jury had consulted a structural engineer.

DESIGN & CONSTRUCTION
Design and construction were closely intertwined. The unique design 

together with the radical approach towards the construction of 

the building supported an exceptional collaborative and innovative 

environment. Moreover, the collaborative model marked a break from 

conventional architectural practice at that time. The design solution 

and construction of the concrete & steel shell structure took eight 

years to complete, and the development of the special ceramic tiles 

for the shells took over three years. The SOH building site had been 

turned into a testing laboratory and a vast open-air pre-casting factory. 

The structural shells as designed by Utzon were considered impossible 

to be built at the time, thus it marked a radically new approach to 

construction. Without the use of computers, it would indeed be 

impossible:

“The Opera House could not have been built without computers. If the 

project had been attempted ten years earlier it simply could not have 

been done in the way it was because the computers were not available 

to process the vast quantities of data involved in the structural analysis 

of the shells.” 58

A booklet published in 1971 by the Opera House Trust estimated that 

the work carried out even on the at that time very primitive computers, 

would have taken 1000 mathematicians more than 100 years to finish. 

As also pointed out in the previous chapter, many architects readily 

accept that they could not have made their most famous designs 

without the help of CAD.59

The by Utzon proposed design concept included exceptional 

architectural forms and thus demanded solutions that required new 

technologies and materials. The SOH has been constructed in three 

stages and this is useful in understanding the history of the three key 

elements of its architectural composition: 

• The podium (stage 1: 1959–1961)

• The vaulted shells (stage 2: 1962–1967)

• The glass walls and interiors (stage 3: 1967–1973)

Utzon was responsible for the overall design and supervised the 

construction of the podium and the vaulted shells. The glass walls and 

interiors were designed by architect Peter Hall, who also supervised 

their construction. During all three stages of construction, Ove Arup & 

Partners provided the engineering expertise.60

PROBLEMS
The building process has taken several punches throughout the years. 

The building did not open until 1973; ten years late and fourteen 

times over budget ($102 million instead of the originally estimated $7 

million), following major constructional and structural problems. The 

fig. 13; The SOH building site with its pre-
casting yard for the shell segments in early 
1965.

fig. 12; The shell roof model in Utzon’s office 
in 1958.
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tortuous process and cost overruns contributed to populist criticism 

and a change of government resulted in 1966 in Utzon’s resignation, 

street demonstrations and professional controversy.61 The great 

constructional and financial problems were to become a familiar 

pattern in the creation of a modern iconic building.

THE SUCCESS
The problems were however all put aside when Utzon was awarded the 

Pritzker Prize in 2003. The citation for the prize said: 

“There is no doubt that the Sydney Opera House is his masterpiece. It is 

one of the great iconic buildings of the 20th century, an image of great 

beauty that has become known throughout the world – a symbol for not 

only a city, but a whole country and continent.” 62

Four years later, in 2007, the building became a UNESCO world heritage 

site.

A cultural center like the SOH creates an architectural legacy for the 

community. The SOH has been serving the community with numerous 

benefits and thus there have been many attempts to reproduce this 

success, in which the Guggenheim Museum Bilbao has probably 

succeeded the best.  These benefits can be divided in tangible and 

intangible advantages.63

Tangible benefits:

• Increases property values of surroundings

• Drives economic impact through visitation

• Drives district activities such as entertainment, retail, residential 

and civic life

• Anchors new developments

Intangible benefits:

• Increases quality of life for residents

• Creates architectural legacy

• Creates educational opportunities

• Builds a sense of community

Today, each major building project gets beforehand subjected to a Cost 

Benefit Analysis (CBA). The Sydney Opera House however illustrates the 

possible weaknesses of such CBA:

“This project would undoubtedly have fallen short against conventional 

CBA benchmarks. A sophisticated application of the technique may 

have identified some additional visitation and expenditure to Sydney 

generated by its iconic architectural status. However, it would have been 

very difficult to measure the reverberating and enduring benefits for the 

city from the sense of pride that it delivers to the city’s residents and, 

importantly, the strong imagery it provides for Sydney as a global city, 

and the additional investment this will have attracted.” 64

58.  Messent, 1997

59.  Sklair, 2010

60.  Mikami, 2001

61.  Australian Government – Department of 

Environment, year unknown

62.  Adam, 2012

63.  Goodyear, year unknown

64.  Deng & Spiller, 2013

fig. 16; A section through the northern glass 
walls and one of the vaults of the Major Hall.
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Undoubtedly, and despite the various problematic issues, the SOH 

constitutes a significant masterpiece of 20th century architecture. Its 

exceptional engineering achievements and technological innovation 

has contributed greatly in its positioning as a world-famous icon of 

architecture.

fig. 17; Glistening glazed white tiles in the 
center of the ribs and matte tiles marking the 
edges.
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Designed by the Canadian-American architect Frank Gehry, the 

Guggenheim Museum Bilbao is now a very familiar case study for a 

particular model of urban regeneration. It is the unambiguous case of 

place branding through iconic architecture, as part of a revitalization 

effort for the post-industrial Spanish city. As Gehry confirmed, the brief 

for the building was itself to be “an equivalent to the Sydney Opera 

House.” 65 The dying city had to be transformed into a new image. An 

abandoned shipyard was replaced and joined by mixed development, 

tramlines, waterfront promenades and pedestrian connections to the 

city center. The gleaming titanium-clad structure of the building could 

barely seem more out of context with its surroundings, yet somehow it 

has become an accepted or even beloved part of the urban landscape 

of the Basque city. International visitors “who might not otherwise have 

ever heard of the city now flock there to see the building and the art it 

contains; to the Basques, it is an important symbol and a spearhead of 

the revitalization of an economically depressed region.” 66

Gehry was selected as the architect for this regeneration project based 

upon his sketches and models in 1991. Over the next six years, his 

“unique hand-to-eye coordination, a process of transforming a sketch 

into a model into a building, that comprises a building” 67 brought about 

the final design for the building. Although it is very innovative, it is still 

incorporated in the city and the site that it sits in with a “sculptural 

roofscape responsive to the city’s undulating topography.” 68 While the 

south side facing the 19th and early 20th century adjacent buildings is 

rectilinear, the north side facing the river has a “more loose ‘nautical’ 

imagery of sails or curved boat forms going in flux with the river.” 69 The 

unique and fluid forms required and exceptional team of engineers, 

architects and contractors who “brought to fruition a scheme that only 

sixty months ago seemed utterly impossible.” 70 In this sense it has 

many similarities to the Sydney Opera House.

The Guggenheim Bilbao, with its distinctive titanium curves and 

towering glass atrium, was hailed as one of the most important buildings 

of the 20th century. Gehry’s use of innovative computer-aided design 

technology enabled him to translate poetic forms into reality.71 

GUGGENHEIM MUSEUM BILBAO
Designed by Frank Gehry
Bilbao, Spain
1992–1997

fig. 18; The waterfront of the Guggenheim 
Museum Bilbao.

65.  Jencks, 2005

66.  Throsby, 2006
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70.  Ibid.

71.  Guggenheim Foundation, year unknown
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fig. 20; The Guggenheim Museum Bilbao alongside the Nervion River, in the forefront 
of the Basque hills.

fig. 21; The Guggenheim Museum seen as a background of Bilbao’s industrial past.
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The exterior cladding of the building that provided its signature shape 

was very challenging to design and construct. The choice for titanium, a 

material also used by NASA in space technology, was because of its value 

of color, texture, and capability of reflecting light. Furthermore, titanium 

was valued because of its extraordinary mechanical capabilities and 

resistance to corrosion. What also affected the choice was that at that 

time titanium could be bought from Russia for a very reasonable price. 

Additionally, titanium was much lighter than the originally specified 

material stainless steel.

THE BILBAO EFFECT
The museum for modern and contemporary art opened in October 

1997 and attracted 1.3 million visitors in its first year, of whom 70 

percent went to see the building itself, rather than the artworks inside. 

By 2000, visitor numbers were up to 3 million a year and 87 percent 

of these visitors were from outside the Basque area. The regional 

council claimed that then, since the opening of the museum, already 

almost €400 million had been injected into the local economy from 

more than 4 million visitors.72 The museum actually succeeded so well 

in attracting visitors, that this phenomenon of urban regeneration 

through iconic architecture, acting as a tourist draw, became known 

as the ‘Bilbao Effect’. In subsequent years there have been many 

attempts – both successful and unsuccessful – to achieve this effect in 

other cities through large-scale iconic architectural commissions. All of 

the aforementioned tangible benefits can be accounted to this Bilbao 

Effect: it has increased property values of the surroundings, it drives 

economic impact through visitation, it drives district activities and civic 

life, and it anchors new developments.

CRITIQUE
Notwithstanding the headline figures mentioned above, there is much 

evidence to suggest that this museum has not been the unqualified 

success for local communities as is often described, with “local residents, 

whilst recognizing the economic impact and value for a middle class 

minority, [finding] little value attached to the museum in terms of 

quality of life, social cohesion, regional identity or governance.”73 As 

Paul Jones describes, 

“While the (perceived) gains associated with the Guggenheim have 

encouraged other political agencies to commission spectacular 

buildings in the hope of reproducing the ‘Bilbao Effect’, the initial 

economic benefits produced by large-scale iconic architecture projects 

are not always distributed across a range of social groups. This makes 

it problematic to legitimate icon-led regeneration with inclusionary 

discourses, and – more broadly – raises pertinent questions about the 

‘ethics’ of such major projects relative, for instance, to the environmental 

sustainability of the structure and the labor process that lead to its 

realization or – more symbolically – about the equity of the political-

economic structure that gives rise to such an icon.” 74

fig. 19; The titanium-clad facade getting 
cleaned by abseilers.

72.  DCMS, 2004

73.  Ibid.

74.  Jones, 2011
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To summarize, he states that not all social groups will have benefit from 

such an icon-led regeneration project in any case, and thus questions 

if it is moral to accomplish.

The term ‘Bilbao Effect’ has also been employed by critics who have 

denounced the revitalization project as a symbol of gentrification and 

cultural imperialism. “The project fails miserably as a public space, 

missing a significant opportunity to celebrate and support the cultural 

and community life that is pulsating throughout the city,” the Project for 

Public Spaces, an international planning and educational organization, 

said of the Guggenheim in Bilbao.75 However, Rybczynski suggested 

that the ‘Bilbao Effect’ could also be called the ‘Bilbao Anomaly’, for “the 

iconic chemistry between the design of the building, its image and the 

public turns out to be rather rare – and somewhat mysterious.” 76 He 

concludes his essay with a critical note, similar to the views of Koolhaas 

and Eisenman on the anti-icon icon: 

“Buildings are built for the ages. […] That’s why architecture should be 

conservative in its instincts. The ‘wow factor’ may excite the visitor and 

the journalist, but it is a shaky foundation on which to build lasting 

value. Great architecture carries many messages, about society and 

individuals, about our values and our dreams. It should have more to 

say to us than ‘Look at me.’” 77

Every city has its own history and cultural background, each one has 

a region in which it develops, and each one has a political system that 

influences the local processes of decision-making. As a consequence of 

all this, it is naive to think that the success of the Guggenheim Museum 

Bilbao can easily be achieved elsewhere, because of all the different 

influential factors. Furthermore, since the financial crisis of 2008 the 

question rises in affected nations if it is moral to build such exuberant 

architecture in times of economic debt.78 Nevertheless, many of the 

earlier mentioned tangible and intangible benefits of a cultural center 

are applicable to this museum. Altogether, this makes the Guggenheim 

Museum Bilbao a sheer successful building and a genuine icon. 
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On May 23rd 2004 the newly constructed, 152 million dollar Central 

Library building was unveiled to the public. This flagship of the Seattle 

Public Library system replaced the old library building in downtown 

Seattle. It was designed by Rem Koolhaas’ Office for Metropolitan 

Architecture (OMA) in conjunction with the Seattle firm LMN Architects. 

Their philosophy behind the extraordinary shape was to let the library’s 

required program dictate how it should look, rather than establishing a 

structure and making the functions fit into it; a present-day translation 

of the famous early 20th century modernistic phrase ‘form follows 

function’.

“Books have to share attention with other media of potent performance 

and attraction. A parallel exists between the vast proliferation and 

incredible intricacy of program in the new library, and the equally 

explosive multiplication of information media and social obligations 

that have to be accommodated within it. Our ambition is to redefine 

the Library as an institution no longer exclusively dedicated to the book, 

but as an information store where all potent forms of media – new and 

old – are presented equally and legibly. In an age where information 

can be accessed anywhere, it is the simultaneity of all media and, more 

importantly, the curatorship of their contents that will make the Library 

vital.” 79

From this introducing text by OMA, the connection can be made 

between the effects of globalization and the shifting function and 

program of the classical library. Therefore it is a valuable example on 

the themes of globalization and iconic architecture. At a moment when 

“libraries are perceived to be under threat from a shrinking public realm 

on one side and digitization on the other, the Seattle Central Library 

creates a civic space for the circulation of knowledge in all media.” 80 

While the general perception of the classical library is somewhat ‘stuffy’, 

this new library should be civic and inviting to the public. The Seattle 

Central Library has undoubtedly not acquired such an elusive iconic 

status as the two previously studied projects, nonetheless I still believe 

this building can be referred to as iconic – or an anti-icon icon, using 

the words of Koolhaas. Creating a dignified public building that fits into 

SEATTLE CENTRAL LIBRARY
Designed by OMA + LMN
Seattle, USA
1999–2004

75.  Hedgecoe, 2012

76.  Rybczynski, 2008

77.  Ibid.

78.  Adam, 2012

79.  Kubo & Prat, 2004

80.  OMA, 2004

fig. 22; The Seattle Central Library glistening 
in the sun.
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fig. 26; The Seattle Central Library with its busy surrounding streets and adjacent 
buildings.

fig. 27; The curtain wall facade of the library from the inside, creating a pool of light 
and a visual connection with outside.
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its context and is focused on functionality was – and still is – a much 

greater virtue for Koolhaas than to create an iconic building. 

ALLOCATION OF FUNCTIONAL AND SOCIAL SPACE
By genetically modifying the superposition of floors in the typical 

American high-rise, “a building emerges that is at the same time 

sensitive (the geometry provides shade or unusual quantities of 

daylight were desirable), contextual (each side reacts differently to 

specific urban conditions or desired views), and iconic.” 81 The first 

operation was to ‘comb’ and consolidate the library’s apparently 

ungovernable conception of program and media. “By combining like 

with like, we identified a set of programmatic clusters – five of stability, 

four of instability.” 82

Each of the five ‘stable’ platforms is a programmatic area that is 

architecturally defined and equipped for maximum, dedicated 

performance. Those platforms are (from top to bottom) the 

administrative offices, the Books Spiral, the meeting rooms, the 

‘hidden’ staff room and the parking. Because each platform is designed 

for a different purpose, their size, flexibility, circulation, structure and 

materials vary. The innovative system of the Books Spiral holds the 

non-fiction collection and is elaborated as an unbroken, concentric run 

of materials arranged by the Dewey Decimal System along the ramps 

that ascend four floors. By arranging the books in a continuous ribbon 

– operating from 000 to 999 – the books form coexistence where each 

evolves relative to the others, occupying more or less space on the 

ribbon, but never forcing a rupture. 83

The four ‘unstable’ spaces in between the platforms function as trading 

floors where librarians inform and stimulate, and “where the interface 

between the different platforms is organized – spaces for work, 

interaction, and play.” 84 Those trading floors are the Reading Room, the 

Mixing Chamber, the Living Room and the colorful Children’s Center. 

The Mixing Chamber has over 100 public access computers and the 

reference collection, where helping librarians freely move around 

using GPS-enabled wireless communication devices. The Living Room 

functions as a meeting space, with a coffee stand and a high-ceilinged 

atrium filling the space with natural light. 85

SUSTAINABILITY
“Perhaps no institution, other than a university, is as associated with 

learning as a library. But Seattle’s new Central Library is not just a place 

that houses teaching materials; the structure itself teaches sustainability 

by incorporating environmentally friendly design concepts into a 

building that also feels good.” 86

Interesting sustainable design strategies were used in the building, such 

as the high-performance curtain wall system, thorough day lighting 

design, rainwater harvesting and minimal use of materials (e.g. using 

the structure as a finish). The building is expected to perform 10% more 

fig. 24; The programmatic clusters of the 
‘stable’ platforms.

81.  Kubo & Prat, 2004

82.  Ibid.

83.  Archdaily, 2009

84.  Kubo & Prat, 2004

85.  Fisher, 2007

86.  Barker, 2004

fig. 28; The programmatic clusters of the 
‘unstable’ spaces.
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efficiently than required by the Seattle Energy Code, which is already 

considered rigorous by national standards.  This is accomplished by 

a variety of features, starting with the façade: a glass and aluminum 

curtain wall with a low-emissivity coated glazing system. Parts of this 

system consist of three layers of glass with an expanded aluminum 

mesh sandwiched between the outer panes, serving as a shading 

device, and so reducing heat buildup from sunlight and modulating 

the light that enters the interior spaces.87 The glazing design also 

takes advantage of natural daylight, and so decreases the need for 

artificial light. Furthermore, the Seattle Public Library has developed an 

educational program that teaches visitors about the sustainable design 

features incorporated into the building.  Information developed for kids 

describes the strategies that create healthy indoor environments, while 

conserving resources.88

The sustainability aspect is not only in energy-efficient solutions, but 

also in ensuring a long-term usability through prevailing function over 

form. To ensure that the library is embraced by the people of Seattle 

and to serve the city for a very long time, the building has been ‘future-

proofed’. The innovative system of the expendable Books Spiral is an 

example of that. On opening day, the book stacks were loaded to 75% 

of their capacity with the top and bottom shelves left empty. There 

is a huge amount of space left for future growth of the sections, up 

to 85% full on every shelf (which is the maximum amount that leaves 

the necessary space for reshelving). The continuity of the book spiral 

means that sections can easily change in size; if a section grows too big 

it just compresses the section above and below it along the ramp. The 

only change required is a reshuffling of the interchangeable numbered 

floor mats.89

CRITICISM 

Although acclaimed by many, the building – as every icon – also received 

criticism. Architectural critic Lawrence Cheek entitled it “confusing, 

impersonal, uncomfortable, oppressive” on the whole, with various 

features as “decidedly unpleasant”, “relentlessly monotonous” and 

“badly designed and cheesily detailed.” 90 The building was also roundly 

condemned by the Project for Public Spaces: “If the library were a true 

‘community hub’, its most active areas would connect directly to the 

street, spinning off activity in every direction. That is where Koolhaas’ 

library, sealed away from the sidewalks and streets around it, fails 

completely.” 91 Furthermore was stated that “critics have cast it as a 

masterpiece of public space design. As if blinded by the architect’s 

knack for flash and publicity, they cannot locate, or perhaps refuse to 

acknowledge, the faults in his creation.” 92

A COMMUNITY HUB
Notwithstanding the criticism, OMA’s Seattle library supplies a narrative 

that binds a community together; it serves as a community hub. Just 

like the Sydney Opera House and the Guggenheim Museum Bilbao, 

the Seattle Central Library has generated millions of dollars in new 

fig. 25; The Books Spiral, arranged by the 
Dewey Decimal System.

fig. 30; Interchangeable floor mats in the 
Books Spiral.
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economic activity for its surrounding area: an estimated $16 million in 

its first year. The success of the project can also be observed in usage 

of the building; this is more than double the predicted volume. To serve 

the community, the library understandably has an educational function 

as well:

“Children, teenagers, and adults all benefit from educational services 

offered at the library, not just by having Internet access for class 

research, but also by participating in online classes, finding resources 

for homeschooling, and learning through educational games. From 

early literacy programs, homework help, and information on college 

admission, the library offers many educational opportunities to the 

community.” 93

From an extensive survey research project among visitors of the 

library, performed by the University of Washington in commission of 

the Seattle Public Library, becomes clear how and by who the building 

is being used. The research outcome shows how visitor numbers have 

increased, but also that the kind of users – regarding educational level 

and income – more or less follows the composition of the population 

of Seattle.94 Accordingly, the library is used by a very broad public and 

thus serves the city and its communities in a valuable manner. The great 

majority of all users and passers-by expressed strong feelings about the 

new Central Library, such as that they ‘loved it’ or ‘hated it’. However, 

regardless of whether they initially admired or despised the building, 

fig. 29; The bright and lofty space of the ‘Living 
Room’.

87.  Barker, 2004

88.  Ibid.

89.  Kubo & Prat, 2004

90.  Cheek, 2007

91.  Fried, 2004

92.  Ibid.

93.  Fisher, 2007

94.  Ibid.fig. 23; The programmatic arrangement of the eleven stories.
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most expressed a sense of ownership of the space and recognized 

that this was ‘their’ library. One of the most common resulting themes 

was that of civic pride and the role of the central library building as a 

symbol of modernity and forward thinking.95 These quotes by random 

respondents are typical for the building: 

“I will bring a friend next week for the very special purpose of seeing the 

building and each other. It’s a destination, a very special building.” 96

“To come here is a kind of a social event for me. People are checking it 

out, which is good but it’s not like I come here to fi nd dates. Not yet, at 

least.” 97

The success of this building does not derive from the architect’s status 

in the fi rst place, but more from its functionality and accommodated 

program. Many of the aforementioned tangible and intangible benefi ts 

of an iconic building – such as driving economic impact, creating an 

architectural legacy, creating educational opportunities and building a 

sense of community – are also applicable to the Seattle Central Library, 

which has turned it into a noteworthy city icon.

fi g. 31; Amount of visits of Seattle Public 
Library throughout the years.

fi g. 32; Income of Seattle’s residents compared 
to income of visitors of Seattle’s Public 
Libraries.

fi g. 33; Education levels of Seattle’s residents 
compared to education levels of visitors of 
Seattle’s Public Libraries.
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1.6 CONCLUSION

All of the buildings in the last chapters have common aspects. 

Undoubtedly, the ‘sense of otherness’ is applicable to each of them. 

Furthermore, all of them are open for interpretation, in a sense 

comparable to the Sydney Opera House that could be reminiscent of 

a ship in full sail on the harbour, while Gehry’s Guggenheim Museum 

in Bilbao unveils itself as an intergalactic spaceship that has landed by 

mistake at an industrial wasteland of the Basque city. In this list the 

Seattle Central Library is the ‘stranger in our midst’ because it does 

not legitimately resemble something. It is however designed in the 

identifiable OMA style of orthogonally shifted volumes with a (semi-)

transparent continuous skin enveloping the assemblage, where the 

walls become the roof and the roof transforms back into the walls. 

According to Charles Jencks, the successful iconic building has to be 

both “enigmatic and expressive, it must suggest much more than it 

names, and leave the final interpretation, if it ever comes, up to the 

public, and the detectives of mystery.” 98 It is not only the architect, but 

also the public that has great influence in deciding whether a building 

can be perceived as iconic or not. All of the three chosen buildings from 

the case studies have somehow influenced the identities of the cities 

they stand in. 

Concerning the purpose of the buildings from the case studies, all give 

rise to internal cultural experiences of one sort or another. It is however 

crucial to indicate that these experiences, whether they involve looking 

at artworks, listening to music, watching a play, or reading a book, are 

inseparable from the experience of the building itself. For example, to 

attend a performance at the Sydney Opera House is like approaching 

and entering a piece of sculpture, even before you take place in the 

auditorium. David Throsby notes that “the enjoyment of art in an 

urban context cannot be isolated from the means by which that art is 

conveyed, and the more distinctive those means are, the more intense 

is the consumer’s experience of cultural consumption likely to be.” 99 

Although the Guggenheim Bilbao looks like an externally designed 

building, Gehry maintains that the successful iconic building grows 

from the inside to the outside, and takes up new metaphors from this 

95.  Fisher, 2007

96.  Ibid.

97.  Ibid.

98.  Jencks, 2005

99.  Throsby, 2006
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growth. Rem Koolhaas just about shares this notion with his ‘anti-icon 

icons’ that are functional, dignified, civic and generic. 

Let me go back to the research question:

In an era of globalization, how can ‘iconic’ architecture be influential 

to the identity of a city – and how can the transformation of that 

identity contribute to the city’s society?

Now, with the help of the three case studies I can provide answers to 

this research question, although those answers are still preliminary and 

exploratory. Firstly, to influence the identity of cities to the benefit of its 

residents and communities – and thus contribute to the city’s society – 

it is important that ‘iconic’ architecture with a symbolic social or cultural 

function gets embraced by the society it sits in. If cities’ residents can be 

proud of ‘their’ (civic) architecture and public space, it is easier to connect 

and identify with it. Secondly, the ‘otherness’ of an icon can create or be 

part of a city’s identity and help to regenerate its identity in a positive 

manner. Furthermore, some of the intangible benefits of the discussed 

‘iconic’ architecture are that it creates an architectural legacy, it builds 

a sense of community, it provides educational opportunities, and that 

it increases quality of life for the residents. Finally, the tangible benefits 

as increasing property values of surroundings, driving economic impact 

through visitation, driving district activities and civic life, and anchoring 

new development can especially be observed from the regeneration 

project in Bilbao where the term ‘Bilbao Effect’ derived from. 
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1.7 CONTINUATION & RESEARCH QUESTION

After all the conducted research, this research can be continued within 

a certain design brief. For this brief and within the possibilities of this 

graduation studio, I have chosen Stockholm as a location. Both the 

fact that Sweden is such a wealthy country, undergoing the effects 

of globalization, and the aims of its capital Stockholm to become – 

or expand itself as – a global metropolis, makes it a suitable location 

for a design brief regarding the themes of globalization and ‘iconic’ 

architecture. To carry on and extend this research proceeding to a 

design, the question to answer will be:

In an era of globalization, how can a public building in Stockholm 

contribute to its society, while possibly receiving an iconic status?

To answer this question, guidelines and design principles have to be 

set. This will be done in the next chapters with the help of research, 

reference projects and location analysis. As Michiel van Raaij argues, 

the ‘new ornament’ and the search for (anti-)iconic status allows us 

to design ever more eloquent buildings, however this practice is also 

bound by certain rules;

“A successful ornament represents a virtue and explains the function, 

social status, load-bearing structure, organization and/or context of the 

building.”100

100. Raaij, van, 2014
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In response to the research question of the previous chapter, there 

was essentially one evident possibility for me. A public building, 

contributing to society, within the theme of ‘identity & representation’, 

placed somewhere in Stockholm – the museum capital of Scandinavia –

should be a museum. Furthermore, this museum should have multiple 

public functions attached to it, as every typical modern-day museum 

has. “Museums are the new churches”, as Alain de Botton argued in 

his BBC radio programme.101 Moreover, the Moderna Museet (1998) 

by Rafael Moneo was not the asset in international marketing of the 

capital that had been hoped for by the city of Stockholm, in promoting 

itself as a new metropolis.102

BRIEF HISTORY OF THE MUSEUM
The origin of the word ‘museum’ lies in the Greek word ‘mouseion’, 

which means home or temple of the muses. Originally, it was a place 

to gather and to preserve. However, it is also a place to worship, to 

amaze, to understand and to love. The first museum that took the form 

of the classical museum was the Mouseion of Alexandria, where a large 

number of objects was gathered from around the then known world, it 

served as a center for research and education. 

From the collector’s mania of humans came the necessity to conserve, 

collect and exhibit certain objects. Prestige derived from what one had, 

but was also dependent on one’s identity. The identity was confirmed 

by making a record of the own genealogy.103 Roman emperors not only 

had themselves immortalized in marble out of vanity, but also to place 

themselves in a tradition or origin. Eventually, collections became so 

large that they obtained an educational and cultural historical value, 

which opened them to the public. The museum seems to be originated 

from the Wunderkammer, Antiquarium and Cabinet of Curiosities.104

During the enlightenment, the museum was systematically arranged 

as a building with rooms dedicated to a single topic, so that it could 

act as a whole with encyclopedic teaching skills. In Europe during the 

19th century this translated into a common typology: a systematic 

order of uniform spaces within a well-defined composition, almost like 

2.1 MUSEUM HISTORY

fig. 34; The Moderna Museet in Stockholm.
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a machine. During this period, the museum was often incorporated 

into the city almost as a ‘necessary’ provision. 

The public museum acquired its present form in the late 18th and early 

19th century, when for the first time the museum – that was originally 

defined as a useful tool for governing – was fashioned as a method for 

carrying out new forms of power. Throughout the 19th century high 

culture was consciously enlisted for the governmental task of civilizing 

the population. This premise was intentionally more indirect and subtle 

in its implication.105 At the end of the 19th century the typology of 

museums shifted; there arose museums that introduced a variety of 

spaces, shapes and sizes. 

In the 20th century the museum typology and thus its architecture 

became much broader. The museum attracts an ever-wider audience 

and accordingly the architectural task becomes more and more 

prestigious. The museum itself becomes an art piece. This tendency 

started more or less with the Solomon R. Guggenheim Museum (1956-

1959) by Frank Lloyd Wright. His design dictates the experience of the 

exhibited art with its downward spiraling motion. Nikolaus Pevsner 

commented succinct on this;

“Sensational it surely is, but it is also everything a museum should not 

be. It is a monument, after all, and the spiral ramp which one is forced 

to descend makes any cross moves impossible, and cross moves at will 

are the spice of museum visits.” 106

101. Botton, 2011

102. Hall, 2008

103. van Bergeijk, 2004

104. Ibid.

105. Bennet, 2009

106. Pevsner, 1976

fig. 35; The Solomon R. Guggenheim Museum 
contrasting with its surroundings.

fig. 36; The rotunda ensures for a memorable experience. 
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establishment of cultural facilities today is aimed at generating a new 

identity for the city and assisting the process of transformation of many 

western cities from an industrial to post industrial era, like discussed in 

the case of the Guggenheim Bilbao.109 Additionally, capital investments 

and municipal/governmental aspirations lead to an increased demand 

of iconic museums, designed by star architects, which brings us back to 

the previous chapter. 

From the 1970’s on the museum building industry had grown 

enormously, everywhere in the world. In only 30 years, approximately 

one third of the total number of museums in the world has been built. 

During this time, the museum loses its clear typology of systematic 

sequence of uniform spaces. The Neue Staatsgalerie (1979-1984) 

Stuttgart by James Stirling was one of the last attempts to pursue an 

approved scheme, it consciously follows a tradition that had existed for 

over a century.107 From the 80’s on, the visitor of the museum becomes 

just as important or even more important than the art itself. 

The official definition of the ICOM (International Council of Museums) 

now reads:

“A museum is a non-profit, permanent institution in the service of society 

and its development, open to the public, which acquires, conserves, 

researches, communicates and exhibits the tangible and intangible 

heritage of humanity and its environment for the purposes of education, 

study and enjoyment.” 108

Despite the non-profit nature and the imposed conserving and 

educational function, the museum tends more and more to a place of 

easy consumption. The institute of the museum becomes a business, 

partly due to globalization. Art collections travel around the world. 

Museums become cultural flagship initiatives for cities. In a unified 

Europe, where cities are becoming more important than nations, culture 

is enlisted to put cities on the map of an international platform. The 
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107. van Bergeijk, 2004

108. ICOM statutes, 2007

109. Baniotopoulou, 2001fig. 37; The classical scheme of the Neue Staatsgalerie, by many considered as a paradigm of post-modernism. 
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Museums can be divided in different groups in terms of program, size, 

form and complexity. Essential in this categorization is the relationship 

between the architecture and the museum’s program, between 

the space and the exhibited pieces, between science and culture. 

Important in this classification is the set of architectonic components 

– such as size, spatial arrangement, lighting and routing – that have a 

close relationship with the interior discourse.110

This led to six main categories of museums: 

1. Large-scale cultural complexes, in which the museum is part of 

multiple other cultural facilities

2. Great national art galleries

3. Museums of contemporary art

4. Museums of science, technology and industry

5. Civic or municipal museums

6. Galleries and centers of contemporary art

Some well-known examples can be seen on the right.

2.2 MUSEUM TYPES
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110. Montaner, 1990

fig. 38; The Centre Georges Pompidou on the Plateau Beaubourg, which could be 
seen as the modern archetype of large-scale cultural complexes, dedicated to culture 
and leisure.

fig. 39; The British Museum in London, a great national art gallery.
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2.3 REFERENCE PROJECTS

The following four museums inspire me for certain reasons. One 

argument for selecting those is that I have visited them at least once; 

I believe visiting a project is the only way to really experience the 

architecture with all your senses. This can hardly be experienced from 

merely pictures. 

On the following pages I will briefly tell which aspects of the museum 

fascinate me and could be useful for my own design.

fig. 40; The Mercedes-Benz museum seen from the adjacent highway. fig. 41; Study models for the museum, exhibited in the MoMA New York.
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I visited this building during a study trip and I was immediately 

fascinated by it. I was captivated by the diagonal vistas through the 

immense atrium, the flowing ‘liquid’ spaces, and the fact that you do not 

move from one space to another, but you are always able to see where 

you are going and where you are coming from. 

The facade consists of elements that derived from car design: rounded 

shapes, continuous windows, metallic surfaces. In the floor plan, the 

Mercedes logo can be recognized. Ben van Berkel says about this;

“I know that people like to see the star in the floor plan, and perhaps 

that logo subconsciously played a role as well, but the discussion in 

our office focused on something entirely different. We had the idea of 

making two exhibition spaces across from one another that would each 

cover a different era. When we then came up with the idea of making a 

double spiral of this design, we discovered that we couldn’t accomplish 

our goals with two elements, but we needed three.” 111

Just as with the Guggenheim NYC, visitors start the museum tour by 

taking an elevator to the top level. Subsequently, the routing through 

the museum goes by a spiraling promenade downwards with adjacent 

exhibition spaces. The double helix structure sits around a large, 40 

meters high atrium with diagonal vistas. Visitors get to know about the 

history of Mercedes-Benz in a chronological order, when walking down 

the ramps. 

Especially the routing within this building and the use of the atrium 

are important elements I would like to take into account for my own 

museum design. 

MERCEDES-BENZ MUSEUM
Designed by UN Studio
Stuttgart, Germany
2001–2006

111. van Raaij, 2014
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fig. 42; A view in the 40-meter high atrium.
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fig. 43; A section visualizes the vistas.
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fig. 44; The Porsche Museum by night.
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The cantilevered monolithic structure appeals to me and together with 

its large scale and its location at a roundabout it guarantees for an 

iconic appearance. The structural design of the large truss structure 

is visible through its front facade, especially at night. The building has 

little window openings in it, except for some large framed views. The 

use of ramps, stairs and escalators in the interior beholds a spatial 

experience for the visitors. A missed opportunity in my opinion is 

that the continuing/extended public space underneath the building is 

hardly being used, and partly is not allowed to be used. 

PORSCHE MUSEUM
Designed by Delugan Meissl Associated Architects
Stuttgart, Germany
2005–2009

fig. 45; Escalators going through the museum..



5858

fig. 46; The EYE as it can be seen from the
Central Station.
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Delugan Meissl’s signature of the Porsche Museum, with its monolithic 

shape and slanted facades and roof is likewise clearly noticeable at 

the EYE film museum in Amsterdam. This building sits at a prominent 

location, next to ‘t IJ, and visible from the Central Station. The museum 

has a public ‘arena’ with a cafe/restaurant and a museum shop, and 

a small sneak-preview of the museum collection and exhibitions. The 

terraced interior with its many stairs ensures for a spatial experience of 

the building and its surrounding water. The angled cantilevered part is 

cleverly being used by holding the auditorium.

EYE FILM INSTITUTE NETHERLANDS
Designed by Delugan Meissl Associated Architects
Amsterdam, the Netherlands
2005–2009

fig. 47; The EYE at 
dusk.
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fig. 48; The MAS and its surroundings.
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This relatively new museum, at the old docks of ‘t Eilandje in Antwerp, 

has already become an iconic building in the city. I was inspired by the 

public route through the building that, via several escalators, leads 

to the roof. During this spiraling course you have a different view on 

the city at each floor level. However, the primarily empty spaces of the 

public, freely accessible part of the building could be used in a better 

way. 

MUSEUM AAN DE STROOM
Designed by Neutelings Riedijk Architecten
Antwerp, Belgium
2006-2011

fig. 49; Interior public exhibition 
space in the MAS – quite empty.
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If we can think of one building that embodies modern thinking, it is the 

museum. The roots of both smaller private collections and large public 

museums go back no further than the past two centuries, as described 

in the beginning of the previous chapter. The attraction of compiling in 

an orderly and systematic manner objects and art pieces from all ages 

is an essentially modern phenomenon. Never before has the past and 

present – and expectations for the future! – been observed in such a 

structured, analytical way. Those museums came into life concurrently 

as scientific thinking became consolidated and the first systematic 

writings on history were published.112

The technological revolution arising from the development of 

information technology and the media has unquestionably led to 

a transformation of museums. Virtual reality enables us to witness 

matters long before they reach the market. Novelty is so momentary 

and cycles so short that it almost ceases to exist. 

Museums of all kinds are being opened: local museums, museums 

of design, shoes, or coffee. Concurrently, traditional museums are 

oversized, making it impossible to visit them in a single day – think  

of the Louvre.113 They move beyond their conventional function 

and take on others like places to relax, shop, or have a meal. They 

organize conferences, symposia and post-graduate courses. As the 

monuments that contribute to cities’ identities, they are turned into 

tourist attractions and anticipate to trends and fashions by setting up 

temporary exhibitions.

In most cases, presenting a work of art or historical object involves 

taking it out of context. Museums should be buildings that are designed 

to offer information and broaden our knowledge of a subject. However, 

they can also become “pure, senseless confusion in which all the works 

are taken out of context and converted into mere images – inert and 

unintelligent.” 114 My goal is to prevent this, by designing a museum 

which is a center for industry and technology (‘center’, because it holds 

more functions than merely a museum), in the heart of Stockholm, at 

a site where industry and technology created the busiest and most 

3.1 CITS: A CENTER FOR INDUSTRY AND 
TECHNOLOGY
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complex traffic node of the city: Slussen. The traffic flows and the 

context thus forms a scenic background for the exhibited pieces. This 

museum could help as a revitalization effort for the problematic site, 

and help the site  in terms of recognizability, usage, aesthetics, and 

visibility through its ‘sense of otherness’. 

The location near the water in ‘the Venice of the North’ is ideal for 

creating an iconic or monumental gesture, as many iconic and 

monumental museums are situated next to the water – or water is 

created in its near presence. The reflections in the water, especially 

at night, and the exposure through its vast and open space assure for 

a  dramatic sight and strengthens its iconicity. Stockholm, the capital 

built upon 14 islands and thus abundant in water, is located between 

two different water systems; the fresh water Lake Mälaren on the west 

and the salt water Saltsjön on the east, ending up in the Baltic Sea. 

One of the places where those water systems meet is just south of 

the medieval city center of Gamla Stan (literally: Old Town) at Slussen 

(which means ‘lock’). 

Following the design-related research question, introduced in the first 

chapter, my goal is to design a multi-functional public or civic building 

and surrounding public space, contributing to society by possibly 

receiving iconic status and regenerating this complex and challenging 

location: Slussen.

112. Cerver, 1997

113. Ibid.

114. Ibid.



6666fig. 50; Slussen, just south 
of Gamla Stan
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3.2 HISTORY OF SLUSSEN

fig. 52; Part of a coloured copper engraving of Frantz Hogenberg after a drawing by Hieronymus Scholeus from around 1570, showing the connection between Södermalm on the left and 
Gamla Stan on the right.

In the centuries until the 17th century, differences in water level 

between Lake Mälaren and the Baltic Sea made it very difficult to pass 

through the channel. The first lock that was built at this location dates 

from 1642. Over time the lock has been replaced or renewed several 

times to meet the new standards of shipping. 

As can be seen from the maps on the right, the connection between 

Gamla Stan (on the north) and the Södermalm suburb (on the south) 

is set differently during different centuries. From the 1860’s rail traffic 

started crossing Slussen and during the subsequent decades more and 

more pedestrians, wagon- and carriage traffic passed the lock. Various 
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Figur 7.2.1. Del av kolorerat kopparstick av Frantz Hogenberg efter teckning av Hieronymus 
Scholeus omkring 1570 som visar dåtidens möte mellan Södermalm och Gamla stan. Bildkälla: 
Stockholms stadsmuseum 

I denna del av miljökonsekvensbeskrivningen redovisas hur det utställda detaljplaneförslaget förhåller 
sig till de många olika kulturvärden som berörs samt ställs mot kulturmiljökonsekvenserna av ett 
nollalternativ, som innebär att förslaget inte genomförs. 

Under planeringsarbetets gång har olika sakkunniga inom kulturmiljö medverkat i tidigare skeden av 
planeringsprocessen. I samband med programskedet 2007 utarbetades en Kulturmiljöanalys och vid 
detaljplanesamrådet 2010 ingick ett kulturmiljöavsnitt i den MKB som var en del av 
samrådshandlingarna. Sedan dess har förslaget bearbetats för att bättre ta tillvara de kulturhistoriska 
värdena, främst vad gäller att bibehålla viktiga siktlinjer med kulturhistoriskt värde samt i någon mån 
intrycket av näs och upplevelsen av den viktiga nordsydliga riktningen. 

Avsnittet i denna beskrivning av konsekvenserna för kulturmiljön av nya Slussen bygger på tidigare 
kunskapsunderlag som tagits fram i anslutning till Slussenprojektet liksom annat material om Slussens 
historia och utveckling. 

Kulturmiljön är den av människan präglade miljön – alltifrån enskilda objekt till hela landskap. 
Kulturmiljöer kan beskrivas och bedömas utifrån större enheter respektive mindre delar, något som 
även avspeglar sig i lagstiftningen. Enskilda byggnader och landskapselement utgör tillsammans en 
miljö eller en särpräglad struktur. Såväl helheten som enskilda objekt liksom samspelet mellan dessa 
är i Slussenområdet av särskild betydelse för att förstå stadens utveckling. 

MKB:n utgår från det sätt på vilket dagens kulturmiljövård gör sina bedömningar. Tolkningar av 
kulturhistoriska värden bygger på principer som inte alltid är entydiga utan kan hänföras till olika 
skolor, lite beroende av objektens karaktär och rådande tidsanda. Ambitionen är att enligt god MKB-
sed beskriva kulturvärdet utifrån den moderna kulturmiljövårdens teori och metod på ett sakligt sätt så 
att kulturmiljövärdet kan beaktas på ett adekvat sätt vid det slutliga ställningstagandet till Slussens 
framtid.  

7.2.1 Bedömningsgrunder

Kulturhistoriska värden 
Kulturmiljö handlar om studier av människans kulturella utveckling och relationen till hennes 
omgivning/miljö. Kulturhistoriska värden är ett utpekande av sådana aspekter av kulturmiljön som 
anses vara viktiga för att kunna förstå det förra, d.v.s. människans kulturella utveckling och hur 
relationen till miljön ser ut. Syftet med att beakta kulturvärdet är att bidra till att ge möjlighet att i 
staden uppleva en historisk dimension och kunna uppfatta och förstå ett områdes historiska utveckling. 
I en förändringssituation skapas samtidigt framtidens miljö som beskriver hur vår tid gestaltar staden 
utifrån dagens behov och lösningar. Utgångspunkten för kulturmiljövården är att detta inte ska ske på 
bekostnad av tidigare generationers insatser och värderingar och på ett sätt som hindrar kommande 
generationer att förstå de historiska sambanden. I bästa fall går det även att återskapa en läsbarhet av 
historien i staden som gått förlorad i ett tidigare skede. 
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fig 53;  1642 fig 54;  1733

fig 55;  1885 fig 56;  1938
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Kulturhistoriska värden delas av Riksantikvarieämbetet upp i dokumentvärden respektive 
upplevelsevärden. Dokumentvärden är kopplade till byggnader och andra anläggningars funktion som 
källa till kunskap om ett historiskt fenomen, byggnadstradition, byggnadsmaterial, hantverksutförande 
etc. För dokumentvärden är autenciteten central, vilket innebär att den kulturhistoriska företeelsen inte 
går att ersätta. Upplevelsevärden är kopplade till byggnaders funktion som estetiska, rumsliga och 
identitetsskapande element i en miljö. Dessa värden är lättare att kompensera även om det inte fullt ut 
går att ersätta ett upplevelsevärde med ett annat. Målsättningen vid utveckling av kulturmiljöer är att ta 
tillvara såväl kunskaps- och upplevelserelaterade funktioner.  

Kulturhistoriska värden finns i såväl byggnader, anläggningar och arkeologiska lämningar som i 
planmönster och de sammanhållna miljöer som bildas av enskilda delar. Alla dessa värden måste tas 
med i bedömningen och relateras till den aktuella förändringen. Per definition är det från 
kulturhistoriskt synpunkt positivt att bevara befintliga miljöer. Men väl avvägda förändringar och 
nytillskott kan också få en positiv effekt om de ökar möjligheterna att förstå de historiska 
sammanhangen och gör att andra historiskt viktiga aspekter kommer fram på ett bättre och tydligare 
sätt.

För att på ett sakligt sätt kunna beskriva konsekvenserna för en så innehållsrik och komplex 
kulturmiljö som Slussen utgör krävs både en tydlig avgränsning och tydliga bedömningsgrunder. 

Kulturmiljön vid Slussen 

1642 1733 1885 1938 

Figur 7.2.2. Mötet mellan Gamla stan och Södermalm har set olika ut under skilda århundraden. 

Hela Slussenområdet är en rik och komplex kulturmiljö, som inte bara åskådliggör stadens, utan hela 
landets utveckling under flera hundra år. Inte minst landhöjningen och behovet av att klara 
sjöförbindelser mellan Mälaren och Saltsjön har nödvändiggjort omfattande förändringar av 
slussfunktionen genom århundradena. Även den nuvarande trafikanläggningen har förändrats sedan 
tillkomsten på 1930-talet genom tunnelbanan, bussterminalen, Kolingsborg och andra ombyggnader. 

I skilda sammanhang har dessa olika delar värderats och skyddats utifrån sin betydelse för 
kulturmiljön. Det finns olika typer av skydd av det kulturhistoriska värdet, dels i miljöbalken och dels 
i kulturminneslagen. Även med stöd av PBL har kulturhistoriska värden skyddats och pekats ut, vilket 
ger kulturvärdet en extra tyngd vid avvägningar mot andra intressen.  

Riksintresse för kulturmiljön 
Slussen är en del av Stockholms innerstad med Djurgården, som av Riksantikvarieämbetet bedömts 
vara en kulturmiljö av riksintresse enligt miljöbalken (3 kap. 6 § MB). Riksintressen ska skyddas mot 
åtgärder som påtagligt kan skada dess värde. I sin planering är kommunen skyldig att beakta 
riksintresset och länsstyrelsen ska pröva kommunens detaljplan om det kan befaras att denna innebär 
att riksintresset inte tillgodoses. På motsvarande sätt ska riksintresset beaktas vid prövningar enligt 
miljöbalken.

Riksintresset Stockholms innerstad med Djurgården omfattar Stockholm innanför tullarna och 
Djurgården. Riksantikvarieämbetet har motiverat sin bedömning 1997 med att Stockholm är en 
storstadsmiljö som präglats av att vara landets politiska och administrativa centrum, de speciella 
topografiska och kommunikationsmässiga förutsättningarna, samt hur Stockholm speglar utvecklingen 
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upplevelsevärden. Dokumentvärden är kopplade till byggnader och andra anläggningars funktion som 
källa till kunskap om ett historiskt fenomen, byggnadstradition, byggnadsmaterial, hantverksutförande 
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plans have been made to improve the traffic situation. The cloverleaf 

interchange of today dates back from 1935 and was built to solve the 

traffic problems of its time; cars were the focus in the area’s planning 

in the 1930’s. Now, hundreds of thousands of people pass through 

Slussen on a daily basis, but only few choose to stop here. 

Slussen is an important link in the city, between Gamla Stan and 

Södermalm, which basically is built on a rock. The average level of 

Södermalm is about 30 meters above the water level. To connect 

Slussen to the heights of Södermalm, a passenger elevator was 

constructed in 1881: the Katarina hissen (which means ‘elevator’). The 

current structure however dates from the same period the interchange 

was being rebuilt: 1935. The structure has become a monument and 

an icon for the specific site and features in several movies. My goal is 

to respect this symbol of industry and technology – not to overshadow 

it – and create some interrelationship with it. 
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fig. 57; Opening of the new cloverleaf 
interchange, October 15th 1935, with the new 
Katarina hissen in the front.
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fig. 58; The present-day situation of the 
interchange.
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3.3 PICTORIAL ESSAY: SLUSSEN’S PROBLEMS

Slussen in its present form has many problems; structural problems, 

but also safety problems;

• Disordered infrastructure for pedestrians, cyclists, cars and buses

• Safety

• Accessibility

• Bad technical condition

The Stockholm region is growing and the city has changed a great deal 

over the past 80 years, placing new demands on the area.

Slussen’s cloverleaf interchange was created in 1935, focused on 

upcoming car traffic. Pedestrians are forced to cross busy roads 

and pass through dark tunnels. Today’s infrastructure is in such bad 

shape that repairs will no longer suffice. Crumbling concrete, rusting 

reinforcements and major foundation problems mean that Slussen 

needs to be rebuilt. The next pictures show some of these problems 

and give a taste of the atmosphere on a regular winter afternoon.
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3.4 NEW SLUSSEN MASTERPLAN

Plans for reshaping the area already began in the 1970’s, but it was 

not until 2009 that the city of Stockholm wrote out a competition for 

the new masterplan for Slussen, which was won by the fi rm Foster + 

Partners. The design features linked pedestrian bridges and a new 

bridge for traffi  c. Many of the existing roads will be removed or put 

underground, and some new blocks of buildings will be created on the 

waterfront.

The three most important features of the proposed plan (carrying 

capabilities on which the plan was formed) are traffi  c, water, and city 

life. The slogan for New Slussen is: ‘From traffi  c junction to meeting 

place’

New Slussen will be a safe and effi  cient hub for all road-users. There 

will be more room for public transport, as well as for pedestrians and 

cyclists. At the same time, space for motor vehicles will be reduced and 

adapted to meet the needs of the current traffi  c fl ow.

New Slussen will be a meeting place in the heart of Stockholm, which 

takes advantage of its unique position between Lake Mälaren (sweet 

water) and Saltsjön (salt water from the Baltic Sea). The waterfront will 

be more accessible and new buildings with offi  ces, shops, restaurants 

and cultural activities will contribute to making this an exciting and lively 

place all year round. New Slussen will reduce today’s threat of fl ooding 

and will protect the quality of the drinking water for two million people.

My design for a building and its surrounding public space will be 

incorporated in the plan by Foster + Partners, at the site where an 

offi  ce building was planned (in red on the right). 
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fi g. 59; A model of the new situation.
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fi g. 60; Drawing of the new situation,
with the contour lines of the present situation 
in it, and the chosen building plot in red.
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fig. 61; The different leisure 
areas of the new situation.
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3.5 SITE ANALYSIS

SÖDERMALM GAMLA STANSALTSJÖNNEW TUNNEL &
DEVELOPMENT

Because the new masterplan has not been built yet, actual site analysis 

could not be performed. Instead, some expectations and forecasts of 

the new situation will be shown on the next pages, mostly regarding 

traffic.
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GAMLA STAN

13

HAGASTADEN   

SÖDERSTADEN   

1 Slussen har ett mycket centralt 
läge och länkar samman flera på-
gående stadsutvecklingsprojekt i 
de norra och södra delarna av inre 
Stockholm.
2 Slussen utgör idag en svag länk 
för gångtrafik mellan norra och 
södra innerstadens mest centrala 
gångstråk.

3 Framtida Slussen kan fungera 
som en viktig del i att länka sam-
man ett långt och attraktiuvt stråk 
som kopplar Hagastaden med Sö-
derstaden och Globen.
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för gångtrafik mellan norra och 
södra innerstadens mest centrala 
gångstråk.

3 Framtida Slussen kan fungera 
som en viktig del i att länka sam-
man ett långt och attraktiuvt stråk 
som kopplar Hagastaden med Sö-
derstaden och Globen.
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1.  Slussen has a very central location and links together several ongoing urban development 

projects in the northern and southern parts of Stockholm.

2.  Slussen today represents a weak link for pedestrian traffic between North and South inner 

city’s most central walkways.

3.  New Slussen can serve as an important element in linking cooperation to a long and attractive 

string that connects Hagastaden with Söderstaden and the Ericsson Globe in the south.
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CAR TRAFFIC

22 

5.1.1 Biltrafik 

Nollalternativ
Framkomligheten i omgivande gatunät begränsar kapaciteten som kan utnyttjas i Slussen. Det innebär 
att bara marginellt större mängder än de som idag passerar i högtrafik är möjliga att åstadkomma och 
samtidigt klara kollektivtrafikens framkomlighet. Nollalternativet innebär samma trafikmängd som 
trafikräkningen 2009 (Figur 5.1.1).  

Orienterbarheten är idag dålig. Färdvägen måste planeras tidigt och vägvalen kommer nära inpå 
korsningarna. Omfattande vägvisning är nödvändig. Trafiksäkerheten vid Slussen är idag godtagbar, 
men det förekommer dock dåliga siktsträckor och korsningar med höga hastigheter. 

Figur 5.1.1. Trafikräkning vid Slussen år 2009. Bilden visar antal fordon per vardagsmedeldygn för 
olika stråk. 

Planförslag
En ökning av trafikflödet kan inte åstadkommas genom att öka kapaciteten i Slussen. Dagens 
biltrafikflöden är därför dimensionerande för utformningen av detaljplanens gatunät. Planens lösning 
är stabil och klarar dagens biltrafik, se figur 5.1.2. 
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23 

Figur 5.1.2. Prognostiserat trafikflöde genom Slussen år 2030. Bilden visar antal fordon per 
vardagsmedeldygn för olika stråk.  

5.1.2 Båttrafik 

Nollalternativ
I Slussenområdet råder en hastighetsbegränsning för båttrafiken på 10 knop.  

Statistik från Stockholms hamnar visar att 22 000 fritidsbåtar och 3 000 båtar i yrkestrafik passerar 
under ett sommarhalvår. 

Nedströms Slussen i Saltsjön ligger båtar i reguljärtrafik med anlöp och avgångar efter tidtabell. Den 
närmast belägna anlöpningsplatsen för kryssningsfartyg är Birka Cruises terminal. Där anlöper varje 
dag hela året, med undantag för några enstaka datum då fartyget är ute på längre turer, Birka Paradisen 
klockan 15:45 och avgår sedan igen klockan 18:00. 

Planförslag
I planförslaget utökas möjligheten att angöra kajerna inom planområdet. Stadsgårdshamnen möjliggör 
alternativ för lokalisering av Djurgårdsfärjan och en eventuell utbyggd kollektivtrafik på vatten. 

5.1.3 Spårtrafik 

Nollalternativ
Nedanstående siffror används vid bullerberäkningen, kapitel 7.4 
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fig. 62; Car traffic count at Slussen in 2009. The figure shows the number of vehicles per average weekday for 
different paths.

fig. 63; Forecasted car traffic flow through Slussen in 2030. The picture shows the number of vehicles per average weekday for 
different paths.
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fig. 64; Observed pedestrian flows in April 2006 by the hour during rush hour (16:00-17:00) in existing 
Slussen.

fig. 65; Estimated pedestrian flows per hour during rush hour in New Slussen.

15

10
0

(340)
50

60

4073
0

46
0

73
0 18

0

18
0

230

220
460

230

710

160

46
0

80

95
0

70
0

190

40

20

1910

560

400

240

280

89
0

350

20
0

10

3060

2160

1080

 

50
0 

13
00

 800 

15
00

 
20

00
 

1400 

2000 

2200 

2200 1900 

2700 

500 

700 

4600 

500 

1300 600

1000 

20
00

 700 

100 

220 

40
0 

17
00

50
0 

60
0 

14
00

 
14

00
 

1300 

12
00

 

300 

50 

1400 
600 

100 

500 700 

3200 4500 

4000 

600 

16
00

 

1 Observerade gångflöden i april 2006 
per timme i rusningstid kl. 16-17 i befintli-
ga Slussen. 
2 Uppskattade gångflöden per timme i rus-
ningstid i den nya stadsstrukturen. 

kajer utgör stommen i Slussens nya orienterbarhet. Till 
denna läggs torgplatser och park, huvudentréer till tun-
nelbana, bussterminal och ny bebyggelse utmed väl be-
folkade stråk och i centrala korsningspunkter.

Ett landmärke som inte bara underlättar orientering-
en på ytan i gatu- och kajplan utan även i Slussenkom-
plexets mellanplan är Katarinahissen som i Slussen för-
binder alla plan. Detta kan förväntas bli ett viktigt rikt-

1

2

märke för de som rör sig mellan olika plan på Slussen. 

Den nya entréhallen på kajplan till tunnelbana och i för-
längningen till bussterminalen under Katarinavägen 
kommer att ge nya möjligheter till sammankoppling av 
kollektivtrafiken. Slutligen utgör de lokala gatorna en 
naturlig förlängning av Södermalms gatunät vilket mi-
nimerar antalet återvändsgränder och bakgator.
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1 Observerade gångflöden i april 2006 
per timme i rusningstid kl. 16-17 i befintli-
ga Slussen. 
2 Uppskattade gångflöden per timme i rus-
ningstid i den nya stadsstrukturen. 

kajer utgör stommen i Slussens nya orienterbarhet. Till 
denna läggs torgplatser och park, huvudentréer till tun-
nelbana, bussterminal och ny bebyggelse utmed väl be-
folkade stråk och i centrala korsningspunkter.

Ett landmärke som inte bara underlättar orientering-
en på ytan i gatu- och kajplan utan även i Slussenkom-
plexets mellanplan är Katarinahissen som i Slussen för-
binder alla plan. Detta kan förväntas bli ett viktigt rikt-

1

2

märke för de som rör sig mellan olika plan på Slussen. 

Den nya entréhallen på kajplan till tunnelbana och i för-
längningen till bussterminalen under Katarinavägen 
kommer att ge nya möjligheter till sammankoppling av 
kollektivtrafiken. Slutligen utgör de lokala gatorna en 
naturlig förlängning av Södermalms gatunät vilket mi-
nimerar antalet återvändsgränder och bakgator.
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PEDESTRIAN TRAFFIC
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Current State Plan Proposal (2030) Difference Current State - 2030

Cars Traffic Bill 2009, see figure.
The same amount of traffic as 
today, see figure.

Vehicle flow is unchanged by 
traffic facility. On intersection 
points, the distribution changes 
slightly.

Buses

1,100 vehicles / day pass 
between Södermalm and Gamla 
Stan.
152 arriving Nacka Värmdö 
buses.

1,300 vehicles / day pass 
between Södermalm and Gamla 
Stan.
230 arriving Nacka Värmdö 
buses.

An increase of 200 vehicles per 
day.
45% increase in connecting 
traffic.

Boats

Through the lock pass 22,000 
recreational boats and 3,000 
workboats during a summer 
semester.

Unchanged capacity of the new 
lock.

Unchanged situation.
New ferry berths at 
Stadsgårdskajen.

Trains
Commuter rail (SL), regional and 
national trains. 532 passages / 
day.

SL commuter trains operating on 
the City Line. Regional and 
national trains operate the 
Central Bridge.

The total amount of traffic is 
assumed not to change 
according to Transport 
Administration.

Subway 1,500 vehicles / day. 1,500 vehicles / day.
The capacity of the subway 
tracks is not altered by the 
proposed plan.

Bicycles 25,000 bicycles / day. 53,000 bicycles / day.
A 5% increase in bicycle traffic 
per year up to 2030.

TRAFFIC CHANGES

fig. 66
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0 100 000 200 000 300 000

Today

2030

Cars

  sesub ytiC

Nacka/  
Värmdö  

buses and  
Saltsjöbanan 

Underground

Cycles

Pedestrians 

30 000
30 000

60 000 travellers
100 000 travellers

26 000
53 000

70 000 travellers
115 000 travellers

270 000 travellers
 290 000 travellers

23 000 people
50 000 people

AMOUNT OF ROAD USERS

fig. 67

As can be derived from these maps and diagrams, the amount of 

pedestrians and cyclists is expected to increase greatly, while the 

amount of cars will stay more or less the same. This calls for a plan 

where the focus will be mainly on the slow traffic.
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Industrial Revoluti on 2nd Industrial Revoluti on 3rd Industrial Revoluti on

1760 1840 1860 1914 1970 2010

Technological Revoluti on Digital Revoluti on

INDUSTRIAL REVOLUTIONS

GLOBALIZATION

As described in the second chapter, not only paintings and sculptures 

should be seen as art, worth exhibiting in a museum. When I visited the 

MoMA in New York a few years ago, I noticed the helicopter hanging in 

the atrium. Also, there was an exhibition with disassembled Macintosh 

computers, mounted on plexiglas. The helicopter and those computers 

are industrial, technical products. If these can be art, then why could 

other objects like machines, engines and automobiles not be art?

From the theoretical research of the fi rst chapter derived that 

globalization, even in architecture, is greatly infl uenced by the diff erent 

industrial revolutions. Together with the choice of the location this 

forms the program and design brief for CITS: a Center for Industry and 

Technology in Stockholm. 

4.1 PROGRAM & DESIGN BRIEF
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Program

Museum
8.500 m2

Exhibition space 
7.000 m2 

Linking space 
800 m2 

Lobby 
300 m2 

Restrooms 
200 m2 

Backoffice  
200 m2 

Museum shop  
100 m2 

Bar/restaurant
800 m2

including 
roof terrace 

Parking
500 m2

for employees 
only

Commercial space
1.500 m2

rentable space, 
of which 
1.000 m2 

underground 

sort of commercial  
space to be left open 
(technological retail,  

for example;  
Volvo showroom, 

Mediamarkt,  
Apple store) 

Total +- 11.400 m2
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4.2  DESIGN GOALS & RULES

DESIGN GOALS

•  Creating a building that is iconic in its otherness in its location, but 

non-iconic in its priority given to the program, as obstacles with 

iconic architecture derived from the research in the first chapter. 

In its otherness it still relates to its context, showing industry and 

technology. The Katarina hissen plays an important role thereby 

and has to be respected, as it is an already established symbol for 

the location.

• Designing and elaborating a public museum building within the 

theme of industry & technology, which creates a distinctive image 

suitable for New Slussen; in the form of a Center for Industry & 

Technology.

• Contribute to Stockholm’s society by (multi-)functional use of the 

building and its surrounding public space, and adding functions 

such as commercial functions, a cafe/restaurant, auditorium, and 

spaces for educational use.

• Contribute to Stockholm’s society by regenerating the problematic 

Slussen area, making it part of a cultural waterfront route from the 

Stadsmuseet (city museum) toward the Fotografiska museet, and 

transforming it from traffic junction into a meeting place.

• Testing the suitable architectural language by doing mass studies 

and facade studies.
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Katarina lift
Stadsmuseet

park

squarewater

traffic

plot T

The importance of the axis from the Stadsmuseet toward the water.

cultural waterfront route

Cultural waterfront route from the Stadsmuseet via CITS to Fotografi ska Museum.
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DESIGN RULES AT THE URBAN LEVEL

• Contextual design: relate to the building typology of the typical 

‘Södermalm block’ (vs. Gamla Stan), built on a mountain 

• Take into account that the new tunnel of Stadsgårdsleden will be 

beneath the Katarina Park and partly beneath the site (as can be 

seen in the picture on the left in red)

• Respect the axis from the Stadsmuseet to the water by keeping it 

continuous at street level

• Create a cultural linking route along the water: Fotografi ska – CITS 

– Stadsmuseet 

• Respect (and possibly strengthen) the Katarina hissen

• Importance of layering/multiple levels/ramps&stairs

• Relate to the ‘underground world’ – traffi  c, commuters, tourists, 

shoppers

• Redesign & extend public space 

• ‘From traffi  c junction to meeting place’

SÖDERMALM GAMLA STAN

TUNNEL
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DESIGN RULES AT THE BUILDING LEVEL

• Regarding the routing: create an architectural ‘promenade’ 

through the building, linking exhibition spaces and other spaces

• The building should work as a ‘machine’

• A large atrium from top to bottom, creating vertical and diagonal 

vistas and connections between diff erent fl oors

• Framed views towards New Slussen (activity) and towards the 

water (calmness)

• Leave the structural design (steel trusses and columns, concrete 

core) in plain sight, linking to the theme of industry & technology 

• The inclined tip of the building could contain the auditorium

• Rough truss construction connects visually with the sight of the 

Katarina lift

• The elevator to the top level (start of the museum) shows a 

‘sneak-preview’ of the diff erent fl oors of the museum. 

• The rhombus shape in the fl oor plan is also represented in the 

facade panels and window openings

• The ramps and split-levels provide an extra dimension to the 

exhibited objects, because they can be approached from above 

or from underneath

Routing concept. Visitors experience at least 3 diff erent movements;
diagonal (escalator or stairs), vertical (elevator), horizontal (fl oors and ramps). 
Almost like being part of a machine, with diff erent angles, velocities and movements.

Concept of diff erent levels, connected in diff erent ways. This concept accounts for 
Södermalm in general, but also for CITS itself and its surrounding public space.
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4.3 MASS STUDY

With the use of a study model I did research on different shapes, forms 

and positions of the block.

Situation as proposed in the masterplan for New Slussen

+  contextual typology

–  office function

–  little surface area

–  no interaction with public

+  closer to water & intersection

–  loss of park space

–  interference with Katarina lift

–  obstructs Stadsmuseet axis

+  panoramic views

+  dramatic entrance

–  non-contextual round shape

–  obstructs Stadsmuseet axis
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+  respects Katarina lift

+  upholds Stadsmuseet axis

–  interference with park

–  no clear entrance

–  divided functions

+  respects Katarina lift

+  dramatic entrance

–  problematic spaces

–  structural difficulties

+  extends public space

+  dramatic entrance

+  framed views

+  respects Katarina lift and Stadsmuseet axis

–  problematic spaces and inclined areas
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The mass still has to be finetuned...
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This model formed the basis for the final design.
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MORPHOLOGY

1. Starting from a typical ‘Södermalm 
block’

2. Lifting the volume above the axis of 
the Stadsmuseet to the water, creating 
a cantilever

3. Emphasizing the axis and responding 
to context on street level

4. Emphasizing the axis and creating a 
lozenge-shaped fl oor plan for circulation 
around a stretched atrium in the center
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5. Aiming the view down toward the 
water and New Slussen 

6. Lifting the cantilever to create more 
light and space underneath 

7. Making the cut ends less bold and 
aiming the view toward the Stadsmuseet 
square

8. Elaborating with a functional thought
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4.4 FACADE STUDY
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With the use of a study model and lots of pictures, I tested different sorts 

of facades; different shapes of window openings, different textures, 

different patterns and different colors. With this study I discovered 

that a plain surface works better than a pattern or texture, and better 

suits the monolithic shape. Furthermore, a ‘neutral’ color like light gray 

works better – especially when considering the surroundings – than the 

reddish color of for example Corten steel.

The rhombus-shape of the mass model and thus of the floor plan, 

comes back in the curtain wall facade panels. The diagonal lines in the 

cladding strengthens the monolithic shape and slanted facades of the 

building. Vertically, balance is found in letting the right-part-openings 

aim to the right and the left-part-openings to the left.

Horizontally, there is a division between the lower part (the pedestal) 

and the upper part (the museum, the machine). 

VERTICAL/DIAGONAL DIVISION HORIZONTAL DIVISION
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4.5 MATERIALIZATION

The museum should be experienced as a ‘machine’ and it should 

breathe industry and technology, from the outside as well as from 

the inside. Materialization is an important aspect in this. Raw and 

pure materials are being used: primarily metal and concrete. The 

metal represents the metal that most machines are made of; the 

concrete represents the surroundings of those machines like 

warehouses and infrastructure such as roads, tunnels and viaducts. 

CONCRETE

The floors underneath the public plaza on the second floor act 

as a pedestal for the museum that sits and hangs above it. This 

pedestal exists of insitu reinforced concrete, that reflects the 

weight and closed character of the commercial space that sits 

inside, which does not need much daylight. The insitu concrete 

core, experienced throughout the building from top to bottom, 

carries the same sense of heaviness.

CORTEN STEEL

The steel load-bearing structure for the whole building remains in 

sight. This includes the four large inclined columns at street level, 

of which the middle two extend to the roof through the building, 

and the truss construction within the curtain wall shell. Those are 

treated with a layer of fire-proofing material, but to expose the 

steel character they are enveloped in Corten steel.

ZINC CLADDING

The curtain wall facade of the museum part is clad with Rheinzink 

Titanzinc rhombus-shaped cassette panels (not rectangular as 

in the picture above). Zinc is a durable material with excellent 

resistance to atmospheric corrosion and will last for a very long 

time. The gray-blueish zinc semi-reflective panels plays with the 

shades of blue and gray of the surrounding water and Nordic 

weather.
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museum

cafe/restaurant

educational

commercial

commuters
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4.6 ROUTING & CIRCULATION

As described chapter 2 and 4.2, I am greatly inspired by buildings 
that have a ‘sense of otherness’ in its routing system. The spiraling 
circulation of the Mercedes-Benz Museum or the Guggenheim NYC 
provides a memorable  experience for its visitors. 

The horizontal cutaways on the next pages show the spatial 
arrangement and the circulation of space around the core and atrium, 
through inclined floors and other elements, as well as the split-level 
floors in the cantilevered wedge of the building.

ATRIUM
CORE
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FLOOR 0
street level – commercial space

FLOOR –1
recessed street level – commercial space
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FLOOR 2
public plaza – cafe/restaurant, terraces, museum shop, museum counter

FLOOR 1
museum back-office, administration and storage
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FLOOR 4
museum

FLOOR 3
museum & auditorium (split-level between floor 2 and 3)
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FLOOR 6
start of the museum tour & installations on top floor

FLOOR 5
museum
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4.7 FLOOR PLANS

STADSMUSEET

The situation drawing on the right shows how the building sits in its 
surroundings. 

On the following pages the floorplans of each level is shown. 
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STADSMUSEET

RYSSGÅRDEN

SLUSSTORGET

SALT SJÖN

KATARINA
PARK

KATARINA 
PLAZA

OFFICES OFFICES
scale 1:1000

OFFICES

CITS

KATARINA
LIFT
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GSEducationalVersion

commercial
space

service
/cargo

elevator

elevator

storage

entrance

recessed plazatunnelbana
entrance / exit

commercial
space

commercial
space

commercial
space

commercial
space

FLOOR –1
recessed street level –3.200

GSEducationalVersion

1       2              5 meter

scale 1:300
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GSEducationalVersion

1       2              5 meter

scale 1:300

GSEducationalVersion

commercial
space

service
/cargo

elevator

storage

elevator

void

entrance

bridge

escalator
access

Katarina
park

GROUND FLOOR
street level +0
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GSEducationalVersion

museum
administration

/ backoffice

service
/cargo

elevator

museum storage

museum
administration

/ backoffice

elevator

FLOOR 1
level +4.500

GSEducationalVersion

1       2              5 meter

scale 1:300
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FLOOR 2
level +9.000

GSEducationalVersion

entrance
museum

museum
shop

kitchen

public
plaza

& terrace

terrace

café/
restaurantmuseum

lobby

atrium

service
/cargo

elevator

elevator

elevator

museum counter

bar

technical
space

/storage

coat room
& lockersentrance

hall

storage
pantry / kitchen

GSEducationalVersion

1       2              5 meter

scale 1:300



120120

FLOOR 3
level +13.500

GSEducationalVersion

1       2              5 meter

scale 1:300

GSEducationalVersion

auditorium

elevator

elevator

museum
exit

service
/cargo

elevator

void
atrium
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FLOOR 4
level +18.000

GSEducationalVersion

1       2              5 meter

scale 1:300

GSEducationalVersion

atrium
elevator

elevator

podium

service
/cargo

elevator

void
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FLOOR 5
level +22.500

GSEducationalVersion

1       2              5 meter

scale 1:300

GSEducationalVersion

atrium elevator

elevator

storage
room void

void

service
/cargo

elevator
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FLOOR 6
level +27.000

GSEducationalVersion

1       2              5 meter

scale 1:300

GSEducationalVersion

elevator

elevator

start
museum

tour

technical facilities/
installations

service
/cargo

elevator

atrium

rooftop
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4.8 SECTIONS

The upper red dotted lines on the 3D cross-section on the right page 

show how the sloping fl oors are situated around the concrete core and 

atrium. The glass elevators provide a sneak-preview of the museum 

through the atrium while taking visitors up to the top level, where the 

museum starts. The 22-meter high atrium with its sloping glass roof 

creates a very light, open, vertical space and vertical- and diagonal 

connections between the diff erent fl oors of the museum.

The lower red dotted lines shows how a more horizontal open space is 

created, perpendicular to the above-mentioned space. This deepened 

plaza is enclosed by wide stairs on two sides, and commercial spaces 

with glass façades on the opposite sides. The overhanging pedestrian 

bridge and cantilevered museum building provides shelter when it 

rains or snows, without deducting much sun- and daylight.  
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This section – looking towards the north – clearly shows how the 

entrance of the museum and the public plaza on the second fl oor 

are connected with the street level by stairs and a large escalator 

(supported by large steel beams). 

The plaza at –1 is at the same level as the access to and from the 

entrance/exit of the Tunnelbana (metro) station of Slussen, situated on 

the west side. This deepened plaza is connected with the pedestrian 

bridges at street level by an escalator, and the Katarina park at street 

level is accessible by wide stairs. 

The parking garage and distribution access for the overlying commercial 

spaces and museum is situated at –2. This fl oor is accessible through 

the adjacent new tunnel of Stadsgårdsleden, beneath the Katarina 

park.
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This section – looking towards the south – shows how some parts of 

the building are higher than other parts; sometimes because of a void, 

sometimes because of a higher ceiling/split-level fl oor above. These 

higher places are suitable for exhibiting the larger museum pieces that 

don’t fi t in the normal free fl oorheight of 4.100 mm. 

The concrete core of the building can be experienced from the outside, 

seen from this side. 
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GSEducationalVersion
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4.10 BUILDING TECHNOLOGY
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STRUCTURAL DESIGN

The primary load-bearing structure consists of a large reinforced 

concrete core, and concrete and steel supporting columns, supporting 

the cantilevered tip of the building. The truss structure of large steel 

beams forms the secondary load-bearing structure, which ‘hangs’ 

around this concrete core and is partly supported by the columns at 

street level. The secondary structure supports the lightweight fl oor and 

roof slabs and the aluminium curtain wall system of the facade.  Span 

lenghts for the fl oor beams are never greater than 10 meters. 

PRIMARY STRUCTURE SECONDARY STRUCTURE
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STUDY MODEL TO TEST THE STRUCTURE
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PRINCIPLE SLIMLINE FLOOR

DETAILING

As a fl ooring system a slimline fl oor is applied. This system is lightweight 

and thus suitable for the chosen construction. Because the steel 

beams are encased in thin concrete slabs, the fi reproof rate is high 

and therefore suitable for a large public building as a museum. A great 

advantage of the slimline fl oor is the room for vents, ducts and wiring. 

To access some vents or wiring, the screed can be (partly) detachable, 

which is useful for a building like a museum with changing exhibitions. 

As described before, the facade panels are custom-made rhombus 

shaped titanzinc cassette panels, which are very durable and can easily 

be applied. 
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PRINCIPLE GLP-BEAM

The balustrade around the atrium has a twofold goal; of course it is the 

balustrade, preventing visitors to fall down the atrium. Furthermore, 

there is a large GLP-beam (Geprofi leerde Lijf Plaat ligger) in it, capable 

of the necessary span length of almost 30 meters.

As can be seen from the detail at the far right, the truss structure 

consists of large HEA beams, encased with Corten steel plating, creating 

an industrial look and feel. The truss structure stands a bit free from 

the curtain wall facade. 
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INSTALLATION CONCEPT

The schemes on the right shows the concept for heating and ventilation 

during winter, and cooling and ventilation during summer. Considering 

the Nordic location of Stockholm, the heating in the winter will be 

more important. Most of the vents, ducts and pipes can be fitted in the 

slimline floors. In the top of the atrium is a central suction channel, to 

extract polluted air. If necessary, the floor heating system can also be 

used for cooling during summer, using the relatively cold water from 

the Saltsjön lake or ground water. 
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INSTALLATIONS

GROUNDWATER / 
WATER FROM THE LAKE

INSTALLATIONS

INSTALLATIONS

GROUNDWATER / 
WATER FROM THE LAKE

INSTALLATIONS

WINTER SITUATION SUMMER SITUATION
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Entrance of the museum at the public plaza on the 2nd fl oor The 22 meter high atrium and the glass elevators
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4.11 IMPRESSIONS

The next pages show impressions of the building through renders and 

pictures of the diff erent models that were made: 

• a 1:10 facade detail model, showing actual zinc panels 

• a 1:500 urban model

• a 1:200 building model showing the actual materials

Present situation Proposed plan
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With the use of a theoretical framework that has been set and some 

case-studies that have been researched, as well as the choice of 

location and the design that followed, I have tried to answer the central 

question of how a public building in Stockholm could contribute to 

its society, while possibly receiving an iconic status. About the former 

we can only speculate, but the latter is even harder to answer, due to 

the fact that buildings or places often only receive their iconic status 

long after they are built. Moreover, much more have failed in trying 

to create an icon, than have succeeded. Because concepts as identity, 

representation and iconicity can be understood and have been dealt 

with in so many different ways, it was a bit hard in the beginning to get a 

grip on those topics. The written essay with its theoretical background 

provided guidance in the design research and design attitude that had 

to be determined later on. 

I think the strength of the project lies partly in the very complex but 

challenging location, in desperate need of a revitalization effort. 

The rather negative identity of the location, related to the cloverleaf 

interchange, can be regenerated by a new symbol with a wide program 

and a functionally well-designed public space, and thus contribute to 

society. The aged Katarina hissen, the layering and height differences 

of the whole New Slussen and Södermalm area, as well as the axis from 

the Stadsmuseet toward the water and the cultural route that this axis 

creates, were important points of attention in the design of the building 

and its surrounding public space. 

Furthermore, I have searched for solutions to carry out the 

predetermined design goals and rules, through lots of experimenting 

with facade studies and mass studies. The fact that many floor slabs are 

inclined to create the circulation over the floors in the rhombus-shaped 

floor plan, together with the fact that almost every facade, column, truss 

and line is slanted, did not make the design easy. It resulted however in 

a prominent shape, especially next to the adjacent dull office buildings. 

Therefore I believe I have succeeded in designing a new ‘icon’, at least 

in its sense of otherness, for the chosen intricate inner-city location of 

Slussen. With the elaboration of CITS I have tried to respond to how 

architecture can represent topics such as industry and technology, 

with the use of materialization, detailing and structural design. This 

CONCLUSION
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representation of industry and technology provides in a certain identity 

for the location – together with the Katarina hissen: icon versus icon. 

The concrete pedestal of the building responds to its context, while the 

zinc-clad upper part – that works like a machine – more or less neglects 

its context. 

I am very pleased with how the 1:200 model turned out, by using the 

actual materials of a concrete pedestal and metal façade cladding, 

allowing me to express the atmosphere in and around the building, 

even without the use of renders in this report. 

The past year has been very intense but because of that and thanks to 

the tutors and fellow students I acquired much professional as well as 

personal knowledge and experience. This project – like most projects 

– has had its ups and downs, but the constant pushing, thinking about 

and carrying out –sometimes minor– improvements, even up until 

the last moment, has lifted the project to a higher level.  I look back 

to this graduation studio with satisfying thoughts and lots of positive 

experiences. 
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