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FOREWORD

In previous years, the Scott Sutherland yearbook
has taken on many guises – a comprehensive
catalogue of the finest work created in the school,
a journalistic publication celebrating the life
of the old building, a broader look at the many
architectural ambitions of the school, outside of
education. The question that we, as a team, asked
ourselves at the outset of this process was what did
we want our yearbook to be?
In the debates and discussions which followed,
one ambition remained clear: this yearbook
should place our school in a wider architectural
context. We should view ourselves as one facet
of the architectural machine of education,
research and practice, and use this publication
as an opportunity to ask questions regarding the
direction of architecture as we currently perceive it.
In an increasingly digital world, most information
is shared and displayed online. This printed form
of work must offer something more in order to
justify itself, and become a celebration of the
individual’s character and style which is perhaps
lost in the more regular, generic online world.
How, why and where we place each image now
contributes to the understanding and appreciation
of each project individually, as well as its relations
to wider discussions in the yearbook.
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Far from being a simple portfolio of graphically
endearing work, we have sought to tap into the
broader conversations which underpin the current
direction of architecture within Britain (and the
wider world): The need for a formal architectural
education, the process of design, the changing
nature of practice. By viewing the school’s projects
within these parameters, we begin to understand
the deeper questions behind our own designs,
and the contemporary issues which percolate into
our day to day student lives. Additionally, a series
of interviews with professionals bring a societal
relevance to our inquiries.
The yearbook before you is the result of our
inquiries into how The Scott Sutherland School
interacts with the wider world, whilst furthermore
detailing the vast range of projects which students
at the school undertake. The extensive range of
interests, styles and attitudes comes into focus
through the lens of discussion, demonstrating a
self-awareness which places the school’s output in
a broader creative landscape
Katherine Watson
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NEW SCHOOL

In July 2015, Scott Sutherland
School of Architecture and
Built Environment relocated to
a new facility. This move “down
the river” not only brought the
school closer to the rest of the
University, but also provided us
with comprehensive facilities
and blank studio spaces, just
waiting to be inhabited. This
new building preserved the
notion that studio spaces are
critical to an architectural
education, and so maintained
the opportunity for each
student to appropriate their
own individual space, giving
them a personal base for work.

The school has also now
established a stronger link with
the surrounding landscape, with
large windows looking out over
the Dee Valley and back towards
the city. This reminds us of
Aberdeen’s peripheral location, a
characteristic which informs so
much of the work undertaken
at the school. The new spaces
within initially seemed large
and cavernous, but as the first
year has passed they have been
populated with all manner
of models, drawings and
assorted detritus, and a sense of
ownership has flourished.
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EDUCATION
PROFESSOR

DAVID

M CC L E A N

What were your aspirations and expectations before
we moved to the new building?
Higher education is a highly competitive arena,
in which the facilities offered demand to meet
student aspirations of contemporary learning
environments. Arguably, such expectations have
shifted in a relatively short period, fuelled by
the heavy estate investment of many universities
across the country. For these reasons alone, it was
necessary for the school’s home to be modernised.
As the location, form, and architectural language
had already been defined by consents relating
to the wider master plan, our area of influence
related to the spatial organisation and design of
the interior environment.
From the outset, my over-riding concern was that
the new building retained a sense of ‘home’ and
of a supportive academic community. As many of
our activities are space-hungry, I was concerned
about ensuring we had large, flexible, and
durable spaces, and that material specifications
and details would accommodate heavy use over
the life of the facility.
Despite the sentimental bonds that many had
in relation to the old school, there were some
fundamental deficits that we had become
accustomed to living with, but which were far
from ideal. Salient examples of which included:
Our old building had no public face, denying
the school opportunity to exhibit and publicise
its activity, whether student work or research.
Activity relating to architecture and the built
environment is by its very nature highly public,
yet ironically was secreted away from public view;
Key support facilities such as workshops were
increasingly compromised through challenges in
complying with contemporary safety legislation;
Space had become highly territorial, due in part
to the history of the school, but primarily through
habit and entrenchment.
Consequently, my key aim was to create a home
that revealed itself publically, housed a variety of
spaces with a more democratic sense of space, and
which contained more effective support facilities
that meet contemporary requirements.
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Now that we are in the new school how do you think
the building design has affected the way we work in
studio, teach and operate as a school?
The greatest measure of the success of the
building has been the ease with which students
and staff have inhabited it and appropriated the
spaces as their own. Of course there have been
teething problems, as every building has, but the
key decisions have been proven to be reasonably
well judged. The functioning of the school feels
familiar, and I think we have retained the qualities
that we sought to protect.
One of the greatest changes was the move from
a building in which we primarily inhabited two
floors, to a five storey arrangement. Although
inhabitation of space inevitably leads to a sense
of ownership, I believe we must avoid a return to
the previous level of territorialism. We must avoid
stratification, which the multi-level form presents
as a risk, and we must exploit the inherent
flexibility to encourage collaborative working
across disciplines. The ease with which spaces
can be reconfigured facilitates this, the rest is up
to us. With the exception of the provision of a
dedicated ‘home’ for each discipline, it is too early
to say whether working and teaching patterns
or methods have tangibly altered (by choice or
necessity) – time will tell.
What are your thoughts on the question of flexibility as
a result of the commissioning process? We are interested
in building flexibility, flexibility in student use and
are keen to hear about other schools you have visited
that are designed as flexible environments?
We are very fortunate that the University supported
the continued provision of dedicated workspaces
for our students. This is increasingly unusual, with
many institutions replacing traditional studios
with hot desking arrangements, to the detriment
of student learning. That is a form of flexibility
that yields no benefits other than, perhaps, to
some abstract efficiency measure.
In considering flexibility, a longer-term view
is required. Year and course sizes expand and
contract over time, as indeed may the number of
disciplines we represent. The idea of “loose fit”is
therefore key to optimising the School’s benefit
from its new home.

7

RAPHAEL ZUBER

Raphael Zuber is a Swiss Architect, educated at
ETH in Zurich, and is one of a number of highly
regarded architects who emerged from the school
in the early ‘00s. After a period working under the
esteemed Valerio Olgiati, Zuber established his
own practice in Chur in 2003. Additionally, since
leaving ETH Zuber has held an almost continuous
cycle of teaching positions, from Bern University
of Applied Sciences to, more recently, EPFL in
Lausanne. This gives him the curious perspective of
teaching whilst also working to establish a practice,
with one undoubtedly informing the other. He is
indisputably an architect who advocates the idea
that architecture is not simply an occupation,
but a lifestyle. In this interview, Katherine
Watson discussed with him the current nature
of architectural education and the ways in which
this could be clarified, strengthened, or entirely
changed in pursuit of better architects.
Raphael Zuber
Studied at ETH Zurich
Practice formed 2003

KW: I feel it would be appropriate to start with some
background into your own architectural education,
where you studied and when you studied?
RZ: I studied in ETH Zurich, I started in ’93 and
finished in 2001. I also did 2 years of internship in
a couple of different offices and then I immediately
started my own office.
KW: You’ve gone on to teach in a number of schools
across Europe. Could you perhaps give us some
background into where you have taught, and where
you’re currently involved?
RZ: Right now I am teaching in Lausanne, EPFL,
as a guest professor, and before that I was lucky that
immediately after my studies, after I graduated, I
could start work as a teaching assistant. And this
went on and on in different schools.
KW: Was there a prescribed design method, or
approach, that was obvious to you as you progressed
through education, or was this something that became
more obvious after you became an architect?
RZ: This is a bit difficult to say. If I think back to
my studies in Zurich, I actually don’t really know
what I learned.
KW: Would you say that most of your education
has been as an architect?
RZ: Yes, I would say mostly, almost everything I
learned about architecture was by myself, initiated
from what I saw during my internships. Of course
the school was important to give some kind of
theoretical background, but rather to open the
field and get to know directions which afterwards
I could deepen into.

KW: So is the idea of an architecture school to give
you a broader sense of what there is, and then you use
that as a grounds to become more specific?
RZ: For me it was like that, yes. I appreciated the
history lectures, the history of architecture, I got
to know some stuff, and I deepened myself into
it, how to design and how to express some kind
of world view or whatever with your architecture.
This is something I feel everybody has to find
out for themselves. You cannot learn in this way,
you cannot be taught. So I also don’t believe in a
method or something, I think it’s something very
personal that you have to find for yourself.
KW: It is clear through your many teaching positions,
in many different establishments, that you see a merit
in the process of architectural schools. However, do
you think there is perhaps another way, or better
way, of teaching architecture?
RZ: Of course there are different school systems,
but at the moment, the direction I see that the
schools are going I believe less and less in. Because
I see that they get more and more institutionalised,
it’s more and more about getting the students
ready for the market, and the market economy,
and to fit into a certain system, not only in the
way of the skills that they learn but of how to work
intellectually. I get the impression that students
get more and more, brainwashed is maybe too
much, but kind of conventionalised into a certain
way of thinking, to produce labour for the market
place, and this I find extremely difficult. I find
this really problematic. But I also don’t know
how to change it. And especially now with the
Bologna system where I see that students are
extremely under pressure, they have to fulfil this
course and this course and this course, and you
are running around for your points everywhere. I
don’t know how it is here but in Switzerland you
have some schools where students have advisors
who tell them how they can get points in the most
efficient way.
KW: Would you say that it is becoming more about
efficiency rather than integrity?
RZ: Yes, how to finish your studies in the most
efficient way to become a technocrat in the
market place. And this I find terrible.
KW: I suppose that leads on to my next question.
Do you think it is possible for someone to become
a successful architect without having attended an
architecture school?
RZ: My question to you would be, what do
you mean by successful?

KW: I suppose successful, to me, would mean
designing buildings that are clear and functional,
but which have a deeper aspect to them that is
enjoyable and considered. Rather than just making
money or just fulfilling the basic practical aspects
of a given brief. Although, that might just be my
basic understanding.
RZ: As architects we have a very responsible job.
Architecture is very important. I guess it is even
more important that we are aware, because we
build something physically that is real and that
society has to believe. They have to be with it
for maybe many generations afterwards. And
of course we have to take care of economical
aspects, and social aspects, and all of these kinds
of stuff, but in the end I think that architecture
should always also be something that touches
us. That we feel at least good whatever it is. It is
also difficult to tell what this is, but that we feel
part of something, as well as where we are, and
this is why I would say we don’t need schools.
This is not something we can learn in theory or
out of books or something, this is your personal
experience. It’s something you get an experience
of outside, by knowing more, by experiencing
different spaces, different architecture, all over
the world and also making up your mind about
how you relate yourself to the world. Out of
this, on the best days maybe you are able to
create something that has these qualities. I
definitely think this is not something you can
learn in schools.

KW: Does the fact that architecture school is of a
prescribed length give people the idea that once they
have completed their formal education they are
completely qualified, then perhaps discouraging this
idea of further investigation?
RZ: Yes, I would say so. You run around to get
your points and then you think you’re great.
KW: If there are so many facets to becoming
an architect – economics, politics, construction,
philosophy, design, history – should these all be
taught at the same time, or should they be taught at
various different stages?
RZ: This is now going back a bit on before.
Maybe I have to say something else. I said before
I’m very sceptical about schools in general, that’s
also the reason why I’m constantly thinking about
how to change possibly or how to make another
school that could work differently. One thing
that I could imagine is the apprenticeship, that
there is a system established where students work
in offices, offices that are not just any kind of
office, but offices that have some kind of strong
attitude, where you are challenged. And besides
that, you have maybe one or two days where you
do courses, which could be history or philosophy
or artistry, just to kind of push you into these
fields. To open your mind. I think by doing this
it would benefit the system. It doesn’t need this
whole constructed system of universities and
teachers that are fighting for their position. In the
end, schools are a huge money machine, which is
not necessary to make good architecture.

KW: In addition to this, do you think that
architecture, as it’s taught in schools, is perhaps too
introverted? Would studying other subjects within
your education perhaps open your eyes to thinking
about things in a different, more hollistic way, and
should this be encouraged?
RZ: I don’t know. I think it’s dependent on the
person, on the student. Of course it’s important
to be open and to have an open view on the
world somehow, but I also think it’s important to
deepen in on something. I also see the tendency,
for example, that students tend to study with
different teachers, as many different teachers
as possible, they spend one semester with one
person and then the next with another and
then this and then this. In the end, when you
finish your studies, you know a little bit about
everything, but you don’t know really particular
things about something. This is very dangerous,
because if you want to make something great
in the end you have to deepen yourself into
something where you are interested in.

KW: What do you personally try to bring to your
students to encourage them that architecture school
does not provide you with the full set of skills? What is
it that you try to teach them, to put it simply?
RZ: The first half of the semester we usually spend
trying to break the connections of the students.
They come and you can exactly tell “this student
comes from here, he studied in this course” and
“this student has studied in this course”, you see
how they work and how they think. It usually takes
half a semester to just clean their minds, so that
they forget everything and they can think properly
and openly, without any connections. In response
to your question about method, there are many
teachers that teach a method and I don’t believe
in that. Students know these kinds of methods,
they think they know how to design, and how to
make a good building, it’s simply not true. I don’t
believe that, so we spend a lot of energy to reset
the students to zero, to make them independent
of all these things they learned in the beginning.
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Schoolhouse at Grono,
Switzerland. Completed 2011

Certain things are important: you have you know
architecture, you have to know how to draw
staircases, you have to know construction, and
so on, but it’s more intellectually for ideological
things. And then the second part of the semester
is usually trying to support them to make what
they really want. First get rid of ideologies and
conventions that they have, then trying to push
them to express something that they want.
1.

1. Living space render,
Weekend House, Harris
2. Apartment Building, Doman
3. Concept for Apartment
Building, Doman

KW: Are you teaching them to articulate the ideas
they have within themselves, rather than prescribing
a method? Is it less about teaching, and more about
discovering something inherent?
RZ: Yes, that would be the best. Just, kind of, to
push them to express themselves. To make a strong
position out of them. By strong position I mean
to make something somehow relevant, which is
also difficult to say what it is, I could also say to
produce some kind of sense, also this is difficult
to say but at least to be precise in thinking and in
talking, then there is the chance that they are able
to produce some kind of content, something that
will be relevant for them, and of course in the best
case, for others also, and for society.
KW: That brings me to a question that I feel I might
already know your answer to. Do you think you can
teach someone how to design? And do you feel that
architecture schools possibly propagate the myth that
anyone can learn how to design?
RZ: I guess certain things you can teach. If you
see the purpose of the architecture school is
to produce a certain amount of people that are
able to produce a certain minimum quality of
architecture for society then I think it is possible
to teach some simple rules. But I think we should
aim for more. There are also different levels of
architecture schools. At least a school that is at
the top level of universities should aim to take
the risk, or to encourage students to take the risk,
to find new things, to explore new things, and
sometimes there are students that you think are
maybe not talented or you don’t believe in them
then [clicks fingers] suddenly they come up with
something and you think mamma mia, this is
good. A good school should allow this possibility,
this you cannot teach, this you cannot learn, it’s
just innate.
KW: Is it then the case that a good school is a think
tank, a bringing together of ideas, discussing them
and viewing them in a different light rather than
prescribing them? Is it about conversation rather
than dictation?

Raphael Zuber

RZ: I don’t even think conversation is necessary.
I mean for certain people yes, but there are
also people that are more comfortable without
conversation. The best case is probably that good
people meet and challenge each other, somehow,
however that happens. It can be through
discussion, it can be through critique, but it can
also be just by hanging around in a bar together, I
don’t know what it means, but bringing together
to think, this is probably the best thing that the
school can do. And this is also usually my advice
that I give to students if they ask me “where should
I start?” or “which school should I go to?”, then
I don’t think it matters how the school is or what
is the system, what’s important is that you choose
a teacher. That you just choose one person that
you just want to go with at a certain time. That’s
the only important thing in the end, the personal
relationship between student and teacher, I think
that’s the most important thing.
KW: Do you think there should be any limits
imposed on who can teach architecture? Should
an architecture tutor be an architect, or can it be
anybody with a knowledge of the profession?
RZ: I think it’s good if this person is an
architect. It’s maybe not necessary, of course,
but I also realised I was teaching before I had
built myself, and now I have built some stuff
and I also see that my way of thinking has
changed through building, because you know
much more, you know more problems, you
know more ways to deal with them, knowledge
of construction and material and the daily
problems. This also influences your way of
thinking of architecture theoretically. It leads
you to other ideas or concepts of architecture.
And this is all important to have a chance to
survive afterwards, to really do what you want
to do. Before I was a student, for a long time
I had big ideas, then after the first year I was
decimated, I thought it’s kind of over, it’s not
what I wanted in architecture, there is no chance
that I will be ever able to build also something
like what I imagine. Then, in internship I had
the chance to be with an architect where I had
the impression he managed to do this because
he had a good knowledge of construction and of
all the problems and so on, and he was able to
transform his visions into reality, and this I think
you are only able to do if you really understand
the real problems on site. If you are just studying
theory, and then you come out with big dreams,
it’s a very big risk that you just disappear. You
have to deal with everyday problems.

KW: I’m aware that there is a different approach you
have been taking towards student projects recently,
where you begin with a render of an internal space
and then work on from this. This is something
I’ve rarely seen, starting with the feeling of a space
explored through a render and then moving forwards
from this. Why do you work in this way?
RZ: It’s also a way to be more free. If you work
mainly conceptually or with an idea or something
then you sit down and you think and think and
think until you know what you want to do,
then of course the result is always something of
which you already know, of your background or
something you have seen, you always relate to
what you know. We wanted to try a way to break
out of this to also discover things that you don’t
know. The renderings are an extremely efficient
tool, you are much faster in a rendering than you
are in a model, once you have the main basis you
can very easily just change the wall or make an
opening there or whatever. In this kind of render
it is easy. In other types you have materials and
surface textures and it gets more difficult but this
is kind of like a cardboard box, it’s basic.
We motivated the students to just do, without
thinking, to start with a rectangular box and just
do whatever, just kind of freestyle. And then just
analysing this. It could happen that overnight the
student did 100 different renderings, and then
you sit them down and you ask them “which ones
do you like, and which not, and why?”. From this,
suddenly you are able to discover things that you
have never seen before, and to rationalise them
also, to argue why you like them and in the best
case even to develop an architectonical idea out of
that, out of something new instead of out of your
background. This was the goal of this.
And we did this for two semesters, and now, I
don’t know if you know Samuel Penn, now we are
teaching together in Lausanne and we kind of go
on with this, but we wanted to open it even more,
so last semester we invited a guest to give us the
task, so that we would also be challenged, we had
no idea what he would tell us, we just gave him a
free hand and at the beginning of the semester he
sent us the brief, and we had to stick with that, the
students and us. This guest was Nishizawa from
Sanaa, and this was of course extremely inspiring.
We discussed the student works and then we went
to Tokyo to visit his buildings and this, also for
me, opened my mind. I think it made me more
free. And now, this semester, after this, we want
students to not even use renderings anymore, to
just sketch and maybe make some kind of quick
paper models, and be even more free.

KW: It’s interesting to me, because it feels like
working from within, working from a small thing
that then leads to bigger moves. Is this an expression
of the idea of starting small and everything then
being related to that initial decision?
RZ: Not necessarily, no I think it can be both,
but the aim is just to discover things that you
haven’t known or seen before. It’s a different way
of thinking, of course. But it is to break out of
your own connections, because of course we have
pictures in our heads of buildings that we like or
things that we like and if we just start designing
these pictures always come back in some way
or another. So if you just randomly start doing
something then analyse it, then you are likely
to discover new things, you make new pictures.
It’s a lot of different things that I guess without
working through these renderings you would not
come up with.
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KW: I know there’s currently a lot of discussion in
the industry about the merits of different tools – Do
you think renders are misused, or perhaps not used
to their full potential. You often see them at the
conclusion of a design project, to sell. Do you think
they are more useful at the concept stage?
RZ: Yes, I think they are a very big part of design.
Actually we use it in the same way in the office,
since about two years ago we are intensively
working with renders, as a design tool, not to sell.
Of course this is also part of the game, but mainly
we use them to find out more things. That is what
it is all about, finding out more things.
3.

AT TENTION TO DETAIL
DANIEL

Casa de Chá Boa-Nova
(Boa-Nova Tea House)
by Álvaro Siza Vieira,
1956-1963.
Matosinhos, Portugal.
Photo Credits
Joao Morgado

M CK E N Z I E

KEMP

A study trip holds an important role in architectural
education as it helps students appreciate
construction, detail, spatial qualities, context and
materiality up close. Our final year’s study trip
allowed us to visit Portugal and focus our extracurricular learning on Álvaro Siza Vieira. Siza
believes architecture should be about experience
and a person’s interaction with the natural and
man-made. The Casa de Chá Boa-Nova was one
of Siza’s first projects but even then an attention to
detail was being pursued.
The transformation of the seminal Casa de Chá
Boa-Nova (Good News Tea House) from its
inception is astounding. The diminutive tea house
has been renovated by Siza after years of neglect,
with attempts to retain the original features. The
municipality of Matosinhos aimed to create a
cultural icon to celebrate the local culinary tradition.
The tea house is perched on a promontory along the
Avenida Liberdade to the north of Siza’s hometown.
The project is between a chapel and a nearby
lighthouse; bestowed upon the 1992 Pritzker
Prize winner by his mentor Fernando Tavora
for the 1956 competition. Siza and his peers set
about designing a building within this windswept
landscape with careful analysis of the weather, tides,
flora and geomorphology as well as the relationship
to the built environment beyond, hoping to achieve
a sense of ‘building the landscape’.
Although the building belongs to a mired age of
authoritarian ideologies and concessionaires serving
tea on the shoreline; today’s guise is a gentrified
affair of ambition and exclusivity. Commissioned
at a time when an architect was still revered as a
master builder; whilst Portugal harboured global
ambitions resulting from the imperial autocracy of
António de Oliveira Salazar. Since then democracy
has triumphed with the de-colonisation of foreign
lands. As Siza reflects the building’s use has changed
more than its form; “Only rich people can go there.
It wasn’t a luxury restaurant before. The other day,
they even turned away Rafael Moneo!”
On arrival, the building appears discrete. A
white staircase adds to the spectacle of the newly
refurbished restaurant leading the user on a sinuous
route, showcasing the full drama of the coastline.
This path proceeds to hide and reveal the sea and
the horizon. The building seems autonomous
within the natural setting and sympathetic to the
dimensions of the historic chapel, sitting shallow
in the landscape, with the roof forms and volumes

reflecting the chaotic rocky outcrop. The exterior
finish mimics the nearby chapel, with white walls
and red terracotta tiles. The recessed opening and low
awning induces claustrophobia despite its openness,
with the eye firmly directed towards the entrance.
Once inside, the warm timber ceiling and floor give
an intimate feeling to the atrium reminiscent of a
sanctuary after an arduous journey. To the left sits
a waiting area, however, your attention is focussed
on the play between light and dark and the quality
craftsmanship evident all around. Once acclimatised
within the atrium your eyes are drawn towards a
staircase leading you on a clerical procession to the
outdoors. Through a series of moments, clerestories
offer views of sky, sea and rock cliffs, purposefully
framing the elements, contrasting between vertical
and horizontal, exterior and interior but also
counteracting the modernist discourse on space.
Once at the bottom of the stairs two wings are
revealed with their entrances offset to direct you
conspicuously towards your destination.
To the North the wing opens up into a radiant
dining room with full views of the sea and the
encompassing rocks. An offset fireplace on the
back wall creates a sense of warmth, in contrast to
the openings and whitewashed walls. A sense of
formality washes over you as the tables are set in rigid
lines. Although regimented, comfort is intended,
allowing you to appreciate the natural surroundings
and the craftsmanship that has gone into both the
construction and the food served. Furthermore,
this is the first point you come into contact with
the full palette of materials on offer, as the concrete
columns punctuate the dining space. Should the
weather allow it, the full height openings can recede
into the floor plate, blurring the boundaries of
inside and outside, and expanding the dining space
on to a terrace. In poorer weather, you become a
sheltered spectator of the rough seas and angry
skies. The South wing opens out delicately
with warm timber used throughout creating
a tranquil atmosphere. Cushioned armchairs
face the sea and, once again openings reveal the
drama in which the building is carefully nestled.
Concealed window frames maximise the views,
further emphasising the long eaves protecting the
building from bad weather.
The intrinsic quality of this ‘roadside café’ is the
detail of its interior which was crafted by the local
tradesmen that Siza entrusted. Once under the
awning of the front door the attention to detail
in the construction becomes apparent, with

rafters and purlins playfully layered to reveal the
roof eaves. The warm, red-brown, afzelia timber
entrance doors appear daunting as they stretch from
floor to ceiling. Although these front doors have
glass panels, the relative darkness of the interior
finishes and the darkness cast by the awning belie
the atmosphere of the atrium. The thick masonry
walls are plastered in a sand texture with a coat
of white lime giving an overall epidermis texture.
The exterior staircase purposefully contrasts from
these walls, with the timber sheathing marking
left visible. The steps themselves are finished with
a semi-polished fine marble, contradictory to the
colossal nature of the walls. The carpenter’s touch
is represented through the exotic timber cladding
to the cast concrete. The afzelia timber is used both
as a decorative material, exploiting the elaborate
play of notches and indentations of solid wood
planks, and also as a visual aide, directing the eye
to specific moments.
The concrete foundation emerges as a fortification
that anchors this foreign object to the rugged
landscape. The structure is filigree in nature
towards the sea, becoming exposed to the
elements. This structural move is a contradiction
to traditional coastal buildings which present a
monolithic structure towards the rough sea, and
is only explained by the typical placement of the
panoramic restaurant. Towards the sea, only the
frame is exposed; in the north-west the columns
add material complexity overlapping the timber
frames and the large glazed panels. The columns
then recede into the interior leaving the façade free
of structural elements. On the exterior, concrete
is only visible at the plinth with the user only
reminded of the structural system by the thickness
of the granite wall.

board soffit is interrupted by ornamental rafters
that seem to recall a weave pattern. Siza has given
prominence to the roof as a generator of form, space
and materiality; the roof acts as a metaphor of sea
waves breaking onto the cliffs.
We were lucky enough to witness the teahouse
in person through a guided tour complete with
anecdotes regarding this building’s chequered
history. The lasting effect upon us may be
coincidental, and result from parallels in our
education at that specific moment. However, this
should not detract from the importance of such a
seemingly modest building which recently received
National Monument status.
The surrounding scenery is breath-taking with
a humble form being sufficient, however the
complicated but delightful way in which Siza
plays with direction and views are powerful
moves. Although the municipality has possessed
the inland horizon with a refinery and residential
developments, the tea house maintains its remote
setting with its spectacular views of the untamed
Atlantic Ocean.
In retrospect, study tours are fundamental
to a student and a professionals continued
understanding of architecture through the physical
and mental experience of both the interior and
exterior. Although printed and digital resources
are beneficial and convenient, they cannot possibly
convey the contextual nuances and atmospheric
qualities let alone the craftsmanship integral to the
success of many buildings. I implore you to visit the
world’s architecture as drawings and photographs
only ever tell half the story. As the years go by, we
will return on a pilgrimage to this captivating place,
to praise this time-honoured masterpiece.

The roof embraces the ontological concept through
a skeleton construction of a light concrete slab lain
upon reinforced concrete beams at three metre
intervals with a suspended timber ceiling and is
covered with Roman red terracotta tiles. Towards
the East the roof slab cantilevers far beyond the
columns, with the roof joining the ridge of the
masonry wall. This collection of mono-pitched
roofs varies in direction and inclines creating a
striking system that reveals clerestories at the ridges.
The use of timber, particularly the stepped fascia
boards at the projecting eaves gives the building a
touch of the luxuriant, further expressed through
copper flashing. Additionally, copper drainage
gutters are concealed by the fascia, but become
sculpturally exposed at its extremities. A timber
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THE GLASSHOUSES
ASHLEIGH

THOMSON

A particularly rewarding aspect of education is the
discovery of new information, or the rediscovery
of something forgotten. As part of a study into
Scottish modernist buildings, Ashleigh Thomson
unearthed drawings which had been misplaced,
but which offered her a renewed insight into
this often misunderstood and underappreciated
period in Scottish design.

1.

The Glasshouses, Royal Botanic
Gardens
Edinburgh
Pearce and Pendreigh
1967

for the in-house microclimates of today. Due to
advances in industrialisation, larger construction
projects were initiated specifically for exclusive
individuals and botanic associations (Hix, 1974).
In 1965, two architects working for the Ministry
of Public Buildings and Works, George Albert
Henry Pearce and Allan Pendreigh, were assigned
to collectively design the glasshouses, located in
Edinburgh’s Royal Botanic Gardens.

The Glasshouses are an influential contributor
to the modernism period due to their innovative
and utilitarian design principles. The houses were
outcomes of ideas developed during the evolution
of glass enclosures, dating back to the mid-17th
century. The aspiration to accommodate for a
variety of climates transformed the glasshouse and
developed the intellectual mechanisms that allow

2.

Photo credits
Ashleigh Thomson
Smith Scott Mullan Associates

1. External view of Glasshouses
2. Glasshouses during
construction 1967

2.

The main glasshouse measures a huge 128m
x 18m x 8.5m and is used to exhibit a range of
species from all over the world. A second house,
running on a north/south axis, measures at 30m
x 15m x 8.5m and links the pair to the adjacent
Palm House (Edinburgh, 2015). The glasshouses
cover six differential climate zones, separated by
glazed walls and a split level walkway. The split
level interior is a common design element seen in
glasshouses, originated by principles developed in
the 19th century palm houses by John Claudius
Loudon and Sir Joseph Paxton (Kohlmaier and
Sortory, 1990). Typically, large exotic plants like
bamboo were grown in Glasshouses, determining
the building height and width. Due to the
topography of the site, species of these scales were
welcomed into the houses with ease.
A suspension structure is used to maximise interior
space for large plant growth and to minimise
intrusion of any supporting structure within,

portraying a more natural environment. Instead
of plant pots, which were traditionally used,
Pearce opted for a sub-soil, originally excavated
from the roadworks connected to the ongoing
Forth Road Bridge project, further improving the
idea of a natural environment.
A tensile steel portal frame design allows for
transferal of loads from the roof down to the walls,
further on to the foundations. The framework
portrays a megastructural form, creating a shear
separation between the structure and decorative
suspended elements . The primary structure is
formed by diamond shaped latticed tetrahedrons
made of lightweight tubular steel, which extend
above the rafters, double the height of the eaves.
An exterior network of tensioned wires connects
the ridge of the roof to the primary load bearing
structure. The wires mean variable tolerances are
possible during seasonal environmental changes.

1. Floor plan
2. Section through main volume

1.

2.
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1.

In the subject of public building design, there
was a popular fashion of simple, minimal
architecture during the modernist era. The
glasshouses were an example of the minimalistic,
adventurous installations built during the period.
Communication between the portal framework
and the glass decoration portrayed aspirations of
the initial avant-garde. This influence has created
a suspended structural idol, that has gone on to
influence many architectures seen in modern
society. Although, the radical creation was a result
of the Pearce and Pendreigh’s experimentation,
this design together with many other influential
modernist architects, established the origins of
the glasshouse innovation seen repeatedly during
the Scottish Modernism period.

During the conception of the glasshouses, the
long-awaited Forth Road Bridge project had a
major impact of both the design of the glasshouse
and on the nature of Modernism itself. The
application of suspended cable engineering of
the bridge was influential and created trends
in structural techniques that are still notable in
design projects today. The symbolic engineering
project created a central belt for Scotland,
augmenting the process of general investment
in Scotland. The structural design generated an
influence of utilitarianism and the desire to return
to the original aesthetics of the Scottish heritage,
inspiring projects throughout the modernism
period, like the glasshouses.

1-2. The Glasshouses in 2013

2.

The Glasshouses

Smith Scott Mullen Associates, an Edinburgh
based practice, are currently undergoing the
application process of listed building consent for
the renovation of the 1967 glasshouses. Through
discussions with the architect and director, Jamie
Bateman, a clear aim has been set to restore as
many of the original features of the glasshouses.
Details have been drawn up by Smith Scott
Mullen Associates, and are subject to listed
building consent. It has been interesting to analyse
and compare the two, to show how much they
have proposed to adapt, however in this case the
suspended structural skin has been maintained,
allowing for a comprehensive reinterpretation of
the initial design concepts.

This renovation will restore the modernist purity
of the glasshouses and will provide a more reliable
and cost efficient solution to the deterioration
of the 1967 glasshouses. As such an influential
piece of modernist architecture, it is important to
ensure that all design elements of George Pearce
and Allan Pendreigh’s creation are retained,
including the utilitarian and meaningful purpose.
This project will ensure that all structure and
decorative elements will be retained as much as
possible, thus maintaining the true modernist and
functional originalities of the glasshouses.

1. George Pearce’s 1965 view
of model
2. Renovation details, courtesy
of Smith Scott Mullen
Associates

The main element of the renovation will be the
replacement of the current single glazed windows
with a more contemporary double glazed unit.
The improvement will combat heat loss and will
also provide a more controllable climate within
the houses themselves, allying contemporary
technology with modernist design aesthetics.
Through close examination and inspection,
Smith Scott Mullen Associates have proposed
to replace any rusting external aluminium, only
when required. In terms of the support for the
glazing, this will only be replaced if there has
been an extreme weakening of the aluminium’s
strength and performance. The aluminium bars
that act as the secondary structure will, however,
all be replaced due to the corrosion and wearing
of the coating.

1.
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CONSTRUCTING ARCHITECTURE
JOHANNA

In a subjetive discipline such
as architecture, it is somewhat
unexpected to find a single text
which influences practically
a whole student body. In
this essay, third year student
Johanna Kleesattel discusses the
contents of Andrea Deplazes
“Constructing Architecture”,
as well as the way in which
has influenced and informed
her personal architectural
development throughout her
undergraduate studies. Andrea
Deplazes is giving the opening
lecture at the Scott Sutherland
School Show 2016.

1.
1. Typical scottish tower
house plan
2. Interior, Hakama House,
Tamaki, Kyoto, 1998

KLEESATTEL

Andrea Deplazes’s seminal text, ‘Constructing
Architecture - Materials Processes Structures’
covers a broad range of subjects that illustrates a
succinct yet detailed picture of what architecture
is about. It is not a complete almanac, but it
offers the opportunity to begin to understand
general issues as well as starting a specific
conversation about topics that the individual is
more interested in.
The book comprises five parts, talking about
construction materials (concrete, timber and
steel etc.), elements of construction (starting
with the foundation and finishing off with the
roof ), structures, a selection of project examples
and construction details of specific components.
In the penultimate chapter, a focus is laid upon
Deplazes’s own work, which is discussed in greater
depth, however buildings from a wide range of
typologies and contexts are explored in the other
sections of the book. Consequently, an overall
understanding can be achieved.
The Scottish Tower, for example, is discussed
in the chapter of ‘Forms of construction’ which
details how the main room in the centre of the
tower relates to the neighbouring rooms and
niches on the sides of the main hall. This structure
of living is comparable with other examples where
particular areas in the building are designated
as serving or served space, and so a comparison
can be drawn between these different examples.
The Scottish Tower stands out in terms of how it
forms a singular unit from the outside but opens
up into various cells in the inside. Predominantly
this serves to protect the inhabitants from outside
attacks with up to five-metre thick wall, derived
from the hostile, defensive time in which they
were constructed.

I was introduced to this “handbook for
architects” during my second year, where we had
to consider structure and materials much more
in depth than we did in our first year. Due to
lack of time, I only had a look at certain parts
in the book that were talking about the subject
I was concentrating on in my studio project,
which at the time was timber construction.
However, in the summer which followed, I
wanted to gain a deeper insight into the whole
book as I noticed that it gives a short, concise
introduction in various areas of architecture in
terms of structure, construction, design and
planning. Even though I did not read it with
the depth it could be read, it helped me to get
a wider perspective on more general issues. The
book definitely invites you to stop and look
up projects mentioned while you are reading
each chapter, but the main lesson I learned
was that I could come back to chapters when I
need them and just focus on them individually.
Nevertheless I would recommend getting a
broader understanding of the book first to
enable to navigate yourself faster through it, so
it can become a useful tool for your studies.
In my second year, I was more interested in the
chapters that discussed different structure types
and the detail drawings, as I felt I had weaknesses
in understanding them correctly. Especially

In the same chapter Deplazes discusses the
formation of the plan and “Raum” in Jun
Tamaki’s Hakama House from 1998 in Japan,
where the architects had the same intention of a
main hall but in contrast to the Scottish Tower,
the neighbouring chambers are separated by
curtains. This eliminated the need of corridors
and aided to an easy access principle. In addition,
this refers back to Japanese tradition of having the
ground and the roof as two horizontals whereas
the rest of the building is open and airy. These
examples demonstrate the way in which the book
uses a “compare and contrast” format to simplify
architectural concepts, in turn making them
eminently more accessible.
2.

Education

in earlier years, I thought that construction
components must always have to go together in
a predetermined order, but this book, coupled
with the following years of being an architecture
student taught me that there are a variety of design
possibilities and that you have to gain knowledge
of the underlying concepts in order to get those
things right. This learning process extends far
beyond the time in architecture school and is
ongoing. ‘Constructing Architecture’ helps the
reader understand these basic rules by showing
a range of details and construction methods.
Personally speaking, this helped me to develop a
feeling for them. It was important to revise these
again, even though similar issues were raised in
lectures in University, but sometimes you just
have to go over and over certain issues that are
described slightly differently in order to finally
understand them.
In my third year I used ‘Constructing Architecture’
for certain areas of interest. Topics like steel
construction, the use of glass and concrete were
in the focus of our studio projects. Especially
interesting is the wide range of the projects
presented that do not fit into a certain location or
time. This can be seen for example when Diener
& Diener’s project in Basel from 1994 is put into
the same context as a project by Jules Saulnier in
Noisel sur Mame from 1872 due to their use of

the same structural system: steel. In architecture
school I think we, as the students tend to look for
recent projects that we enjoy in order to replicate
specific qualities and atmospheres in our own
designs. Andrea Deplazes’s handbook however
tries to open up discussions. It somehow illustrates
that ideas five years ago are as interesting, and as
relevant as ideas from 50 years ago. There is a
valuable possibility in looking back at architecture
from the past, since systems and aesthetics are well
connected and architectural responses to social
issues are a common subject. Other professions
do not have the same privilege to the extent that
architecture has.
Andrea Deplazes’s ‘Constructing Architecture’
offers a valuable lesson for both students and
professionals at the same time. It offers important
information that is well explained and illustrated,
while at the same time evokes interest in the
reader to investigate more into these topics. Since
Andrea Deplazes is strongly involved with the
ETH in Zurich, he encourages his students to be
innovative and this excitement is clearly evident
in his book. It creates a framework around which
the many components of architecture can be
understood and interrogated, opening up a new
conversation rather than attempting to condense
design and construction issues into a few generic,
repeated solutions.
Facade construction details
from Johanna Kleestattel’s third
year project.
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STAGE ONE

Many Stage One students arrive at the school
with a limited knowledge of architecture. We
encourage them initially to explore the city of
Aberdeen and its architecture, and to select spaces
that they feel inspired by or feel have a particular
architectural quality or atmosphere. Students
sketch these spaces with a view to capturing this
quality and discuss them in open forum. We
also discuss and analyse precedents and types of
buildings/ spaces they are familiar with and can
relate to, allowing them to understand the impact
of architectural design on everyday places.
This early exploration forms the basis of the initial
projects, as these spaces are then further studied in
groups, with students presenting this atmosphere
using the skills and talents they have brought with
them to University. Students progress into larger
groups and continue to explore and sketch the
city developing an architectural theme in which
to base the production of an adult colouring
book. The final project of Semester One asks
students to design a timber building in a typical
Aberdeen garden. Creating their own briefs and
drawing from their own interests each student
designed a small garden room creating unique
and interesting results.
During both semesters a series of skills tasks
run concurrently to teach and develop core
architectural skills from orthographic drawing to
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model making etc. Semester Two begins with an
interpretive model of a place in Aberdeen using
the work of contemporary artists as inspiration.
They also learn the importance of precedent
through the study of contemporary houses. Later
in larger groups students conduct an in depth
analysis of the site for their final project, entitled
A House for Two Professors. Choosing from
one of three sites here on the Garthdee campus
the brief encourages students to consider the use
and function of the finished house resulting in
designs which fully engage with the topography
and context.
During Stage One students undertake a number
of projects both in groups and individually to
investigate process, physical, perceptual and
performance criteria in relation to design,
architectural ethos and building elements. The
ambition of Stage One design studio is to
impart the core architectural skills that students
will need to progress through their education
while maintaining an enthusiastic and creative
environment. The mix of group work and
individual projects encourages students to work
together and learn from their peers to prepare
them for life in the profession and working within
a design team. Students are also encouraged to
develop a strong understanding and appreciation
of contemporary architecture and practice.
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Stage One Studio Team
Graeme McRobbie
Amar Bennadji
Quazi Zaman
ICRGU Studio Team

Marianthi Leon
Raju Noor

A

HOUSE

FOR

TWO

PROFESSORS

DEBORAH NICOL

2.

1.

3.

1. Section
2. First floor plan
3. Ground floor plan
4. External render

4.

Stage One

A

HOUSE

FOR

TWO

PROFESSORS

MAGDALENA WLOCZKA

2.

1.

3.

1. Long section
2. East elevation
3. Floor plan
4. Internal perspective

4.
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A

HOUSE

FOR

TWO

PROFESSORS

LUCIA URIARTE

1.

2.

1. Cross section
2. First floor plan
3. Ground floor plan
4. Long section

3.

4.

Stage One

A

HOUSE

FOR

TWO

PROFESSORS

KATARZYNA POPOWCZAK

1. Ground and first floor plans
2. South elevation
3. Long section
4. Cross section
5. North elevation

2.

1.

3.

5.

4.
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STAGE TWO

Following
the
somewhat
overwhelming
introduction to the world of architecture that
students experience in their first year, second year
aims to build upon the already established skill-set
by introducing a further level of conversation and
interrogation: that of the architectural idea, and
the deeper discussions of the social motivations
of architecture.
The first project of the year is designed to increase
the student’s understanding of the idea of a more
temporal type of architecture. The creation of
a series of demountable units which could be
reassembled in a number of configurations in
an infinite number of locations encouraged the
students to consider more deeply the nature of
construction, and also the processes involved
in taking a building from an empty site to a
completed entity. In this situation, the brief
was particularly open, in order to develop a
conversation around what type of provision
would be more appropriate for the given locations
– through this, they begin to question the social
capabilities of architecture, rather than following
a fully prescriptive brief.
This social strand carried into the second
semester’s work, from which the following
individual projects have been selected. In contrast
to the first semester, however, this project
exposed students to a real client and an existing
community that their work was to help. Working
alongside Transition Extreme, a community
sports facility based in Aberdeen, the brief was to
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create a youth engagement centre, to provide a
central hub in which young people can access all
the services they may require, which are currently
fragmented throughout the city. Additionally, the
brief seeks to re-establish part of the urban fabric
of King Street in Aberdeen in a contemporary
idiom, dealing with the restraints of a gap site
and the difficulties of creating an appropriate
intervention.
Students were encouraged to look further into
architectural theory, specifically in regards to the
way that users engage with a space. To this end,
they were encouraged to look into the work of
Hermann Hertzberger, which provided them
with a means to understand the principles of city,
space and structure, and how these knit together
to form an architecture more wholly of its place,
and tailored to its users.
As well as introducing students to the
particularities of structural types and the basic
systems of construction, in Stage Two they are
presented with the way in which architecture is
a truly holistic discipline, the combination of
many different requirements and conditions in
pursuit of a final scheme which finds some sort
of clarity of expression. Although at this stage
the professional environment may still seem
distant, the skills acquired at this stage ensure
that students begin to understand the vast social,
economic, creative and cultural responsibilities of
the architect in society.
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Stage Two Studio Team
Gillian Wishart
Silvia Bassanese
Visiting Tutors
Rowan MacKinnon-Pryde
Reiach and Hall Architects
Amy Wilson
Room Architects
David Vardy
David Vardy Architects

YOUTH

ENGAGEMENT

CENTRE

STUART ALEXANDER

1. Ground floor plan
2. First floor plan
3. East elevation
4. External visual
5. Long section

1.

2.

3.

4.

5.

Stage Two

YOUTH

ENGAGEMENT

CENTRE

GABRIELLE BUCKLEY

1. Ground floor plan
2. First floor plan
3. Rear elevation
4. Long section
5. Front elevation

1.

2.

3.

5.

4.

Scott Sutherland School 2016

29

YOUTH

ENGAGEMENT

CENTRE

JORDAN DEVENNY

1.

2.

1. External space
2. First floor plan
3. Internal visualisation
4. Long section
4.

3.

YOUTH

ENGAGEMENT

CENTRE

CRAIG MACKENZIE

1. Ground floor plan
2. Lower ground floor plan
3. Detailed section
4. Short section

1.

2.

3.

4.
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STAGE THREE

Stage Three is a tough year for architecture
students at the Scott Sutherland School. Their
learning has to be increasingly independent and
accelerated, their work has to satisfy the criteria
of the course - which include the exemption of
RIBA Part One - and alongside all this they have
to gather a portfolio that will enable them to
knock at the doors of some of the best architecture
practices for their year out.
Semester One Design Studio looks at the recycling
of existing buildings stock. This year the students
have tackled the adoptive reuse of a very local
masterpiece of Modernism: The Gray’s Building.
The building was designed by local architect
D.M.A. Shewan, who returned from working
in Canada and imbued it with the optimistic
spirit of North American Modernisms. Since
its completion in 1968 the building has served
as the home of Gray’s School of Art, however
as the university considers new accommodation
for the Art School the building is now ready
for a reappraisal. Today the building remains
little changed but tired. The task of the students
therefore is to appreciate the cultural significance
of the building, and to understand its construction
before embarking on a design that will improve it
technically and accommodate a new Conference
Centre and other function for the university.
Semester Two Design Studio looks at a new build
project on an urban brown-field site at the busy
Holburn Roundabout. The majority of Aberdeen’s
housing stock was built more than 100 years ago,
today the economic and social life of the city is
dramatically different. This project challenges the
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students to address some of the current issues of
modern life, such as: single households, longer
life expectancy, loneliness and lack of affordable
housing. Despite considerable amount of new
flats having been built in the city there is little
sign of successful urban renewal projects that
combine architectural quality with socially driven
development. The ambition for this project is
therefore to propose new ways for Aberdeen.
New ideas about affordability and sharing life;
new ideas of responding to traditional settings
with carefully considered massing, planning and
contemporary façade.
The project is for a mixed use multistory building
to house sheltered flats, and is to accommodate
a social enterprise as well as more traditional
commercial space. This is an exciting and difficult
brief that was demanding research and design
ingenuity, to achieve a contemporary piece of
architecture with believable contextualisation.
The environment for architects is becoming
increasingly challenging and therefore the
projects we devised for this session’s cohort,
reflects real live challenges that architects face.
And they have learned to intelligently respond to
existing building stock and also to learn real skills
of reimagining existing and often compromised
urban environments. We are proud of the
dedication and achievements of this year’s cohort.
After three years of undergraduate education they
are ready to go for their year out and we wish them
well and look forward to them rejoining us with a
yet wider experience in the autumn of 2017.
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Stage Three Studio Team
Conrad Wiedermann
Neil Lamb
Rod McLennan
Visiting Tutors
David Vardy
David Vardy Architects

GRAY’S SCHOOL OF ART

OWEN CLARK

2.

1.
1. Mixed exhibition space
2. Sculpture exhibition space
3. Art exhibition space
4. Detailed section
5. North elevation

3.

4.

5.

Stage Three

’S SCHOOL OF ART
JOHANNA KLEESAT TEL
GRAY

1. Ground floor plan
2. Gallery visualisation
3. Atrium visualisation
4. External visualisation

1.

2.
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Three

3.
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’S SCHOOL OF
JODIE WILSON
GRAY

ART

1. Structure section
2. Art gallery render
3. Section render

2.

1.

Stage Three

A

NEW

GATEWAY

STUART CAMPBELL

2.

1.

1. Short section
2. External visualisation
3. internal visualisation
4. First floor plan
5. Detailed elevation and section

3.

4.

5.
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A

NEW

GATEWAY

KARLA DUNCAN

1. Courtyard visualisation
2. Social space visualisation
3. Second floor plan
4. North elevation

1.

2.

3.

A

NEW

GATEWAY

G E O R G I S T OYA N OV

1. Ground floor plan
2. Seconf floor plan
3. Cafe visualistion
4. South elevation

1.

2.

3.

4.

Scott Sutherland School 2016

39

ARCHITECTURAL TECHNOLOGY

Architectural Technology is a fairly new profession
in the construction industry combining a passion
for the built environment with a particular
interest in technical design. The profession brings
together a number of key skills and subjects such
as sustainability, visualisation, materials and
building technology. In today’s environment, the
use of information technology tools to develop
technical solutions is a key component of the
architectural technologist’s portfolio.

The Stage Four Architectural Technology students
project this year was the regeneration of a local
industrial site - the old Peterhead Granite quarries.
The regeneration of this followed three briefs, the
conversion into Activities Centre - for climbing
and/or cycling; A Granite museum, or; distillery
to re-invigorate the local industrial heritage of the
site. As architectural technologists the students
developed the detail design of their projects in some
key areas, illustrated by the following projects.

Stage Four Studio Team
Jonathan Scott
David Wilson
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GIN DISTILLERY

EUAN WILD

1. Internal visualisation - bar
2. Exploded front view of bar
3. Part elevation and detail
4. Internal visualisation
5. Table detail

1.

3.

2.

5.

4.

Architectural Technology

CLIMBING

CENTRE

G E O R G I A PA R K E S

2.

1.

3.

4.
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1. Climbing wall visualisation
2. External visualisation
3. Exploded structural isometric
4. Climbing wall section and
elevation

CYCLING CENTRE

R Y A N LY N C H

1. External visualisation
2. Short section
3. Skylight and window detail
4. Internal visualistion

1.

3.

2.

Architectural Technology

MUSEUM

OF

GRANITE

STEVEN HOUSTON

2.

1.

1. Internal visualisation
2. External visualisation
3. Skylight detail
4. Long section

3.

4.
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PRACTICE
57°10 LECTURE SERIES

The 57°10 architecture society prides itself on
being an entirely student led organisation run by
final year master’s students. This year the task fell
to myself and Daniel. We had the ambition to
think big and push the boundaries of the society in
terms of the calibre of architects we could bring to
the University. We drew up a list of practices and
people at the very top of the profession with many
of them being award winning in their respective
fields. Whilst we understood that the society is
for the whole school, we took this opportunity to
invite practices that we are particularly interested
in. Due to our sometimes opposing interests this
led to a diverse lecture series from many differing
professionals, from Assemble to Raphael Zuber,
Lateral North to Brito.Rodriguez, covering
sometimes contradictory topics out with the
discourse of the school. Running the society
has given us a chance to interact with esteemed
members of the architectural profession on a
weekly basis. Whilst this time commitment may
require a compromise with the intensity of Master’s
studio, it has undoubtedly been an insightful and
valuable experience. The constant conversations,
not only about differing architectural opinions,
but also culture and backgrounds has been quite
formative at this moment of our education.
Throughout the year there has been an array
of highlights and anecdotes but the Pezo von
Ellrichshausen trip stands out. We had been
looking forward to their visit all year; in our
eyes it even stood out from an outstanding April
programme. As the year wore on we came up
with several disappointing cancellations within
the month until only their lecture was left from
the original schedule. Therefore right up until
their arrival we were expecting the worst, but
fortunately for us they arrived into Aberdeen
airport via a short stay in Dublin. As we were
leaving they spotted the huge poster advertising
Dunnottar Castle, they were so amazed by the
striking image of the castle on the rocky outcrop
that we had to fit a trip to Stonehaven into their
already packed two day itinerary.

as they have recently written about a concept
called ‘spatial structures’ – a clear definition of
formal qualities of a space as much as the mental
image we have of the place. The ruin of Dunnottar
has been able to maintain a self-referential
system of spatial relationships despite the lack
of doors, roofs and other architectural features.
As we walked around the ruined castle Sofia
and Pezo held back and engaged in a deep
discussion, followed by the withdrawal of some
peculiar looking wooden blocks. A few of us
watched on curiously as they carefully laid out
the wooden blocks onto the stone steps by the
ruined Thirteenth Century chapel. We were
informed that they carried this ‘game’ with them
on all of their trips. It uses a series of proportional
wooden blocks to create a sculpture unique to the
location. The only rules are that every piece must
be used and they must all touch one another. The
sculpture not only captures the essence of that
particular place but also that moment in time as
it is impossible to recreate the structure due to
climatic and situational differences. But the image
of this sculpture is able to capture that moment,
a reminder of the place, the smell, the wind
and air, the difficulty in balancing the objects,
the subtle changes in the surface. This game is
something that is personal to Sofia and Pezo, they
touched upon it in their lecture that night but it
isn’t something that has ever been published. It
allowed us an insight into the way they think and
discuss art, architecture and the world outside of
the formalities of the architectural press.

The following day, approaching the castle you
could see the enthusiasm etched on both of
their faces. As we had been informed, due to the
constant earthquakes, colonialism and their recent
political history, it is very rare to find a building
in Chile that is more than 80 years old, so to see
something as old and seemingly permanent as the
castle was a special experience for them. The castle
was especially interesting for them architecturally

Having this regular interaction away from the
formal constraints of a lecture has allowed us to
break down the barrier between the professional
and the student and speak as contemporaries,
often as peers. This is highlighted by the warm
farewell by Joe Halligan of Assemble and the
Australian artist Simon Terrill as they departed
the bar at 2am after our three day acquaintance.
We had enjoyed a rapport during that week,
with Joe taking part in an interview, the opening
of their exhibition at Peacock Visual Art and of
course the 57°10 lecture and meal that followed.
We spent a large part of their final evening sat
in the restaurant, Musa – which we learnt from
Reiulf Ramstad has an unpublishable Norwegian
translation – with a back drop of live Jazz;
discussing our differing upbringings, including
the Pre-Raphaelite paintings hung in Joe’s family
home and Simon’s childhood in Melbourne – my
post-education destination.
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Text by James Coe

PEZO VON ELLRICHSHAUSEN

Mauricio Pezo and Sofia von Ellrichshausen are
architects based in Concepcion, Chile. They
were educated in different architecture schools
in Argentina and Chile and have become one
of the most prominent figures amongst the
current crop of exciting architectural practices
from Chile. The office Pezo von Ellrichshausen
was opened in 2002, almost immediately after
their studies, and has built numerous highly
appraised projects since. Both architects are also
actively involved in teaching, currently in MIT,
Chicago as well as in Concepcion, Chile. James
Coe and Janis Vilcins sat down with them to talk
about their continuous research to understand
the complexity of reality through architectural
tools. We discuss their ongoing self-generated
research and how it blends with work for specific
clients and needs, the use of references and their
role in contemporary architecture as well ways of
drawing architecture.
Sofia von Ellrichshausen
Universidad de Buenos Aires
Maurcio Pezo
Universidad Catolica de Chile,
Santiago
Universidad del Bio-Bio.
Concepcion
Practice formed 2002

JC: As an introduction, can you briefly outline your
education and initial work experience?
SvE: We grew up in different countries, I am from
Argentina and Pezo is from Chile so I studied in
Buenos Aires in a very large University and Pezo
studied in two Universities in Chile. We met in
Buenos Aires when I was in my last semester and
as soon as we met we immediately started talking
about architecture. Soon after we started our office
together. I graduated in March and in first week of
April we were working on our first project together
as a practice. There was no real distinction between
meeting and sharing what we do.
MP: We have maintained this position of no
distinction between private life and work. For us
everything is part of the same life so we don’t make
that separation. Because it was like that from the
beginning, we met by chance and at same moment
when we were talking about our own romantic
encounter we were talking about architecture so it
was always a mixture of both.
SvE: When we started we didn’t know what we
were going to do but we knew what we didn’t
want to do. From the very beginning we had a
filter which was to start a practice and to do only
those things we were fascinated by. I might sound
very vague but it is an important filter. We would
spend a lot of time self-generating projects.
MP: A lot of painting, drawing or reading about
what we were interested in. We do that now as
well but at the beginning it was harder to refuse
some projects because we were always tempted to
start producing and to accept everything that was
offered but we were very careful with only doing

projects that were meaningful for us, that would be
interesting to solve and challenging in a way.
JC: You both currently teach in Chicago. How has
your experience in education and practice influenced
the way you teach today?
SvE: As we mentioned, we don’t distinguish
these elements, there is a constant interaction
between our professional work and academia. Of
course everything slowly mutates and evolves or
diminishes but it’s a constant process that we never
repeat, neither in our office or in academia.
MP: It is the same with our cross-production of
art and architecture. Even if there is continuity,
we have been very conscious and aware of the fact
that it’s a continued research and, therefore, we
are learning from different cases for the upcoming
ones. So we are often extending the research from
one case to the next one but at the same time we
are trying to find what is unique for each case. In
terms of research in academia we have freedom to
be detached from the contingencies of production
and, almost by definition, you are obliged to invent
a system of rules or constraints to produce a project.
The very selection of a subject or site is a fiction
in academia. In practice those are the factors you
receive. Therefore, we have developed a method
based on the exaggeration of constraints. We put
much more limitations and restrictions in the way
students produce their projects to train that capacity
to solve problems with architectonic tools.
SvE: We have an enormous faith in architecture
so we don’t feel we have to talk about sociology,
biology or statistics, we talk about architecture
and tools of architecture and the translations of
intentions into architecture. We really format our
academic exercises to develop discussion in this
direction. Of course we also need to know about
all the rest and it is useful to build our image of the
world. However, some of the aspects we noticed
while teaching in Chile and United States are
worrying to us. We often realize, despite having a
very agile mind and deep understanding of many
aspects, students don’t know how to translate
that in good architecture. So they have fantastic
introductions and then very bad buildings. Not to
say that we have a solution for making buildings
but we focus on training the capacity of solving
problems with architectonic tools.
MP: But sometimes in architectural academia you
find many studios that are dealing with analysis,
the poetics of production of words or inventions
of narratives, then references, diagrams and
concepts, tools that are not strictly necessary for
the production of a building.

JV: Despite living away from Chile a large part of
the year, your work, with notable exception of Solo
house and some pavilions, is still based in Chile. Is
this a deliberate decision to build close to home?
SvE: No, I think it’s a circumstantial and
organic decision. We started building there and
most of projects were carried out there but it’s
not deliberate. The city where we are in Chile,
Concepcion, is a ‘second’ city, it’s not a capital so
it’s not very cultural or interesting but we have
fantastic quality of life there. The only condition
we had was that we will stay here as long as we
are doing interesting things and we are happy
with what we do.
MP: I think that this is more important than
where you practice, it’s more about how happy
you are with what you are doing. So we could be
in Africa doing paintings and being happy, then
that would be the perfect context.
SvE: Also I think there are two ways to understand
our profession. Nowadays it is understood very
much as a service to others so architects are passive
until asked by someone. We don’t think or operate
that way. We have a very strong internal research so
in that sense we are autonomous, we don’t have to
sit and wait, we are always busy and producing and
that can happen anywhere. Then of course there
are coincidences for cases where you can apply an
idea and if that case happens to be in Chile it’s
fantastic, but if it happens to be in London it is
also fantastic. In the same way there is the idea of
doing ‘large buildings’ or ‘small buildings’ or ‘small
budgets’ but we think all of that is irrelevant, you
can do very interesting, wonderful projects with
tiny budgets and it the most unknown location,
and you can be terribly unhappy with the largest
budget and the most wonderful museum in Paris.
We are not interested in judging in those terms.
Geographical location, budget or program are not
important, it’s more about finding the interest in
what you are doing.

to good music. That is success in my terms.
MP: Is being Mick Jagger success? Liebeskind
or Bjarke Ingels? Perhaps I would love to be
Mick Jagger. There are certain parameters that
are imposed on your practice by a system, by
architectural system, by commercial system, by
media and these parameters determine what we
consider successful, certain prizes or economic
achievements or you have an office in numerous
locations around the world or thousands of
employees. There are also internal parameters
to define what is success and perhaps the most
basic one is the moment when you feel you
have achieved something according to your
own expectations. This is totally different and
even detached from what the system defines as
successful. In those terms I feel we have been very
fortunate to do what we have done.
SvE: Also in terms of the architecture, being
far away and, therefore, not accessible to other
colleagues. We don’t do architecture for our peers
so I would never think that’s crucial to our work.
The work is for the conditions of the location, for
the users but what is probably very nice about
being published is precisely this [the interview].
It allows us to meet other interesting younger
or older people who are as fascinated by what
we are doing as we are. That allows us to spark
conversations and feed into what we are doing but
it’s not a success in terms of getting more visitors
to our projects, in fact that’s annoying.
MP: Also the very location of the building is
an architectural condition, it is like gravity, it
happens everywhere. And perhaps Scotland can
be seen as a remote location, it’s very relative to
your viewpoint.

JC: Your work carries an experiential quality,
however, because of the location of your projects,
your work could be less accessible for the wider
architectural profession to experience it. Are you
concerned by that? What is your opinion on success
in architecture?
SvE: Success is a category that people somehow
impose on other people and is totally relative. I
don’t think the person being labelled ever really
agrees with that so, again, we judge our own
success. The most successful moments are when we
are at home and enjoying our time, painting and
our dogs are lying next to us and we are listening

JC: In regards to the way you display your projects
with paintings and axonometric views, parallel
projections. What is the role in the design process of
these depictions and interpretations, because they are
not trying to replicate reality or experience?
MP: Precisely those two terms are extremely
important for production of architecture, reality
and experience, because what we do as architects
is a construction of an experience which is
happening simultaneously in a certain context.
The moment someone enters or approaches a
building, spends time in the building or sees
the sun move through it, hears sounds and feels
temperature, everything is happening at the
same time and that is unique. So it’s impossible
to make any depiction of complexity of that
reality. Everything you can reproduce with words,
drawings, film or sound is a partial fragment of a
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Isometric representation
of Cien House - Pezo von
Ellrichshausen’s office and
private house

Poli House, Coliumo,
Chile, 2005

very complex reality and it’s impossible to
say more than that, it’s impossible to be
closer to the real experience, it’s impossible to
replace the experience. Nowadays most of the
representations, depictions or narratives are
trying to deny the complexity of architecture by
making everything extremely flat and visual. The
other term is the construction of reality which is
what you can do through representation only to
highlight certain moments of a project, they are
tools or devices that help the authors to convey a
certain idea, assuming that the real experience is
more complex.
SvE: Also we don’t have a particular system,
sometimes they are part of a development of a
project, sometimes they come when the project
is finished and it can be a way of clarifying,
depicting or abstracting some idea. We use
paintings or axonometrics for different moments
in the project.
MP: With different mediums as well. Sometimes
by hand or by computer, sometimes paintings
with watercolour or oil, it fluctuates.
SvE: We don’t have a way of showing everything
or a specific way of presenting to a client, every
case is a bit different and we are happy that it is a
bit different. We don’t want to have a set method.
Over time we have realized that there are certain
ways of doing things that come more naturally
to us and we feel more comfortable with, but I
wouldn’t be happy if we had a prescribed method
of working. I think that would take something
away from our research.
JV: You already mentioned that you prefer to
distance yourselves from the surroundings. And
it could certainly be argued that references in
today’s architectural context are very often used
as justifications. Your work, however, clearly
conveys qualities that don’t require additional
documentation and explanation of process. What is
your view on this topic and how do you address it
in your projects?
SvE: I think that is a very interesting question
because, as we mentioned at the beginning, it
is important for all of us as people of the world
to see as much as possible, to read as much as
possible, to have listened to as much music as
possible and to be able to recognize from all of
that what you find interesting or what you like.
MP: Or what has quality!
SvE: So of course references are part of all of us,
we all have been in the world long enough and
seen long enough and are contaminated positively
and negatively by all of that. What we think

Pezo von Ellrichshausen

is problematic is the fact that these references
nowadays provide authority to whatever outcome
follows the reference.
MP: They tend to validate what the architects
or artists do so instead of using their own words
they show a photograph of Machu Pichu and
it’s so strong that of course what you do should
be equally strong because you’re using those
references or a poem by a great poet or a painting.
SvE: So in that sense we believe that our
buildings, our projects should stand on their own
feet without any of these crutches of saying if I
put together Shakespeare and Machu Pichu then
of course I should get something. We are quite
suspicious of the way that, at times, references
are used, it doesn’t mean that they shouldn’t be
used, it just means that we think there’s an abuse
of them and of course they serve a purpose in
academia very much. It is good for students to
use an image and say this is where I want to go,
maybe they still lack the words, they still lack the
language so that is a good tool to help them out
or to clarify.
MP: But nowadays there is clearly an abuse of
copy paste and an excess of referencing. It is
also a form of validation, the moment you use
recognised references or images or beautiful
places, without saying much, you are loading the
project with that authority.
SvE: An external authority,
MP: Which is not yours.
JV: We have also heard you use the phrase or the term
‘Spatial Structures’ very often. Could you explain
what you mean by that and how it influences your
design processes and sensibilities?
MP: Spatial structure is a long research we have
been developing for maybe 10 years or more. And
now we are publishing a book that is going to be
released at the end of this month in Copenhagen
It is going to be more than 300 pages with
paintings and a long essay and it’s an enquiry
on what we find one of the core fundamental
conditions of a spatial problem, the moment you
define the proportions or the articulations of one
room with the another. We have the capacity as
architects to anticipate that, by something we can
call a scheme or schematism. The reduction to the
structural features of those relationships assumes
that the schematic figure can be also read by
someone else when the building is constructed.
Instead of talking about the proper geometry of
a building or the shape of the room what we’re
interested in is in the connection of a door with
an opening with a focal point and those elements

will define imaginary lines and at a certain
moment anyone can read those structures, a
linear structure, notions of centrality, notions of
periphery or crossing points. If I can ask you to
imagine the experience in a basilica for example,
you have a clear idea of that cross that is formed
by the central nave and the transept. And that’s
a mental image, which is very schematic and we
think that is a way of approaching architecture
that goes beyond the circumstances of context or
materiality or even programme.
SvE: It’s an invisible skeleton of relations that are
immaterial, that you can mentally reconstruct
or imagine without knowing what the materials
might be or whether it’s day or night or your
experience. It’s a very primitive understanding of
space. It’s not that we have it figured out but we
like to think in those terms. There is something
in ruins that is still there and if it’s strong enough
you will read it and it will remain or that you can
imagine it or bring it back to your memory. So
many times in buildings we think there should
be a spatial structure that is integral, it is a unity
that can go throughout the whole building. It is
not a plan diagram it is not a section diagram.
It might be happening simultaneously. It’s a
system of relationships that belongs to the whole
building and cannot be depicted very easily but
can be understood.
JC: We have noticed that the Poli House and some
of your other work seems to resemble ancient forms
of construction. Considering where we are we could
note similarities to monumentality of the castles and
the tower houses in Scotland. Do you think that
there are fundamental qualities that architecture
has lost in recent centuries?
SvE: Well there are many topics in that question
that I think are interesting. Maybe there is
something that persists that you wouldn’t be
able to pin down in time. Whereas, a lot of the
latest architecture is very traceable and you can
recognise where it belongs.
MP: And especially in a very short span of time
so you can tell this is from the 80s, this is from
the 90s because there are certain features, ways
of doing the roofs or colours of materials. Trends
that are too obvious, the moment that someone
starts doing the random openings then everyone
is doing random openings and we were very aware
from the beginning that we were trying to make
something that would go beyond the moment we
are doing the building. We could recognise in 10
years or 20 years that would have that quality, a
temporal quality, more universal value.
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SvE: Due to our interest in the spatial structure
of course then you need to build that into
something, you need to transform it. You need
openings and you need doors but we were very
conscious that when you do a door you do it in
a certain way in a certain moment. So we are
interested in the bare notion of an opening and
therefore we have been trying always to go for
the most neutral solution, the most inexpressive
solution and of course that as a result starts
having a language of its own but it’s a language
that is very detached from any style or any trend.
And unfortunately now it’s becoming a trend,
which is horrible. It is very annoying because
we see students just putting square windows and
the square window is not what is important, it’s
the relation and the square is the most neutral
opening you can do, of course you can do a circle
but it’s harder to build. We are just interested in
that aperture and that’s something that happens
from the inside to the outside and when you
realise it’s being copied as a design element
of a façade and not related to anything that is
happening inside, it’s used superficially.
MP: I guess it’s that accumulation of a particular
knowledge that can survive time.
JC: I’m glad you touched on the idea behind the use
of basic elements and geometry because we wanted
to talk about that as well.
SvE: Yes, yes, for example we never design a
façade, we never draw a façade and start placing.
The openings come from inside and it’s a result.
Or when we have several cases where openings
are just the same openings because essentially
we are trying to detach ourselves. The word
design in general we feel is very uncomfortable
because we think it is where you purposefully are
aesthetically combining things and at some point
of course you need to have an understanding of
how the building will look from the outside but
it’s never a starting point. We have to solve it
sooner or later but it comes always later.
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ASSEMBLE STUDIO

Joseph Halligan, one of the
founding members of Assemble
at the Brutalist Playground
exhibition at the RIBA

Joseph Halligan is one of the 18 founding
members of the Turner Prize winning architecture
and design collective Assemble Studio. The
practice is a group of friends who studied
together at Cambridge across several disciplines
and united over a love and a thirst to ‘make
things’. They formed their studio on the back of
the Cineroleum project in 2010, a self-generated
scheme that transformed a petrol station into a
cinema. Joe travelled to Aberdeen, along with the
Australian artist Simon Terrill, to speak about
the art installation commissioned by the RIBA,
‘The Brutalist Playground’, which they worked
on collaboratively. The project explores post-war
design on play, encouraging visitors to look at
the materiality and visual language of now lost
Brutalist landscapes through an immersive and
conceptual landscape. This interview, conducted
by 5th year student Ross Cowie and 6th year
student James Coe, focuses on the intricacies of
working as a collective and their emphasis on
social engagement in architecture, epitomised by
their Turner Prize winning project, Granby Four
Streets in Liverpool.

very hard to redevelop because of the way they
keep the petrol so the cost of redeveloping them
is only worth it when real-estate prices are really
sky rocketing. So we talked and thought about a
lot of different programs and then we decided on
doing the cinema. We had been looking into the
history of cinema and the decline of the petrol
station probably aligns with the decline of the
multiplex. So we thought we could create an
interesting thing. We then found other people
with skills who could help out and that is the
group that really formed Assemble.

RC: Can we start off by talking about how your
practice was initiated and how it is structured?
JH: It started out at the back of a project, we
wanted to do a project together. It was 2010 and
it was a time when we all finished our degrees and
we had been working out in practice for a year.
And there was a group of us who studied together.
We met up at Christmas and said we wanted to
build something with our hands and basically do
something interesting because we were all just a
bit bored of the various practices that we were at.
There was something a friend of ours did, they
made something called Frank’s Café which is
pretty cool and then a few of us had helped with
an architecture collective called ‘exist’ which is a
French collective and it was initially something
we wanted to do in our spare time outside of
work, in the same way that people like to do DIY
or build sheds. It’s from this kind of interest of
knowing how things go together, an interest in
how the world works.

RC: Are any of you RIBA accredited part three
architects within the collective and if not do you feel
it has held you back at all?
JH: None of us are qualified architects. It can
become slightly problematic sometimes because
there’s certain competitions we can’t enter. But
we entered the Goldsmith’s competition because
we went in with an engineer who had an architect
on their team so there are ways of getting around
it. I mean it hasn’t really held us back. Sometimes
it is nice because we are so multi-disciplinary.
Sometimes we can be artists and sometimes we
can be architects and sometimes we can be social
workers, even fund-raisers normally. We take on
whatever roles the project needs us to be, so it
could be useful for us but it isn’t necessary for us
to be accredited architects.

JC: There were eighteen of you on the first project, how
was the group dynamic? And what was the project?
JH: It was very loose. After we began talking
that Christmas we went to find the site, it was
probably a smaller group, maybe ten or so. We
chose a petrol station, which we thought was
really interesting because at the time there were
a lot of petrol stations becoming vacant. They’re

RC: So right from the start it wasn’t just architects
in the collective?
JH: Well, right at the start it was but then we
needed people with other skills in order to
finish the job. So we found a girl called Amaka
who had a film club at University that we knew
through friends and then a guy called Louie
used to set up sound systems at festivals so he
did the sound and then other people helped
out. But at the start was architects because we
all studied together.

JC: Starting off with the Cineroleum, did you see
yourselves developing into an organisation or did
you feel it was a one-off project?
JH: We hadn’t thought too much into it at the
time. It was more to see if we could do it and
then it turned out really successful, which kind
of took us aback. So we all went back to work but
decided to do another pop-up thing the following
summer. This time we had more knowledge
and were more prepared. We spoke to different
architecture firms including a collaborative of
artists, architects and urban designers called

‘muf ’ who do a lot of work in public spaces.
They helped us find a site in Hackney Wick, an
area under a flyover. Again this project had the
same idea as the first one, it was a place that had
been neglected. No one really knew what to do
with these under passes or old petrol stations,
they’re kind of the same thing. They’re spaces
that people will walk past when they’re empty or
they’re covered in graffiti but the projects were
about changing people’s perception. So we were
learning the power of the temporary project to
reveal potential in a space.
RC: From that do you feel that practice has grown
quite rapidly, and do you see it continuing to grow?
JH: It’s funny because the group has gotten smaller
rather than bigger, it started with eighteen and
now the people that work full-time day to day
is probably fifteen. And I think it’s very difficult
for us to hire anyone, because we haven’t got the
stability and we work on a freelance model at the
moment. So everyone is a freelancer. And then
when the projects come in they will pay, you
could call it a tax to Assemble as a company. And
then Assemble as a company employ some parttime and full-time employees to do admin roles
and then it pays overheads. That way everyone’s
income is determined by the work they choose
to take on.
JC: So the fifteen of you are not all architects. As
you come from different backgrounds, how does
assigning projects and roles work?
JH: Most projects involve two ‘buddies’ who
decide to take on the workload. They are
responsible ultimately for how much time they
want to spend on something and they can take
a kind of personal sacrifice if they want to. And
again if they don’t want to spend any time and take
all the money they can do that and no one really
has any authority to stop them from doing that.
But generally we find that people will over commit
rather than under commit on projects.
There’s a girl who is in Assemble, Alice who is
employed two days a week to do a HR role and a
guy called James helps her out as well. At the end
of each week she does a weekly digest of all jobs
that have been sent in. So we’ll never apply for a
job immediately, it has to get seen and decided
by everyone. So she sends it out on Friday and
then on Monday we go through all new jobs and
see if anyone is interested in taking on a project.
Generally you need two people to run a job.
Unless there’s people who have concerns about a
particular project. For example, if a job came in
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for a property developer that was building really
poor quality housing and two people said they
wanted to do it, then someone would voice their
opinion to say they feel really uncomfortable
with Assemble being associated with that project.
So we take that into consideration.
RC: So is there some kind of criteria that you use to
choose jobs? Are there notable instances where you’ve
went “no, that isn’t right for us’”
JH: There’s loads of work that comes in that we
don’t do. Because you have a limited capacity
actually, you can only work on one or two jobs a
year depending on the scale. So I think we have
to be quite selective and I would say that 99%
are not based on money but on the client and on
how interesting the opportunity sounds.
RC: How do you feel this model compares to other
places you have worked or heard about working?
JH: It’s amazing to have the freedom to be
working for yourself compared to when I have
worked for a practice. We don’t have to go into
work if we don’t want to, we can choose a time
to get in and then when to leave. But obviously
we have a responsibility to complete the project
that you’re working on. And we also have a
responsibility to everyone else to make sure
projects are completed and to a good level.
We definitely work as a collective, we all have
a voice about where the company is going, and
really the company is us. People always talk about
or fall into the trap of talking about Assemble as
a company but actually Assemble is just us, just
a group of friends who have similar ideas about
architecture. So we’ve got a responsibility to each
other really to make sure that it goes somewhere
and that no one is doing anything that disagrees
with anyone else.
We have a weekly meeting every Monday
morning where every project in the office gets
updated. This looks at how much time has been
spent, how much money is available, how much
time you’ve got left, whether you need any help
and what the time-scale is like. This means that
everyone knows what exactly is happening. And
then in the evening there is a company-wide
review where people who aren’t even working
full-time in the office will come in. There’s people
who work in Assemble who have other jobs in
other firms across London so on a Monday they
come in and are involved in these kind of panAssemble reviews.
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The Cineroleum, London, 2010
by Assemble Studio

Grandby Four Streets Project,
Liverpool, 2014

JC: So when Assemble won the Turner Prize for the
Granby Four Streets project, did it help to reinforce
your ideas of how your practice works or change your
focus a little?
JH: It was a really unusual time. We never really
considered ourselves a part of the art community.
Something you tend to associate with the gallery
world. And our work doesn’t have a value in the
art market which is interesting I think. And so the
Turner Prize became this amazing opportunity
for us to kind of push the particular project that
we’re working on further than perhaps what we
thought was possible. The project in Liverpool
is the renovation of derelict houses within a
community. It’s about an amazing community
who took direct action and changed their
environment. They set up a community land
trust to employ us to work with them. And so
there was always this ambition to try and set
something up, so that the houses could be rebuilt
from within the community. So the Turner Prize
allowed us to set up a workshop and it would
never have had the same kind of push or media
interest to ever get started with. So that was a
great outcome, and then it was interesting being
exposed to that world, the art world. It’s like a
world that kind of lost its way a bit I think.
I was thinking about this recently, that the art
world has everything now. Putting up canvases
with nothing on them, they have put urinals in
galleries, artists have shot themselves. There’s a
Chinese artist who ate an unborn foetus. It feels
like there’s nothing else to do, you know it’s gone.
I find it really interesting that we won because it
kind of felt like it’s saying that art is everywhere
now. Everything is art and everything can be
art and that art is just like fairy dust. It gets
sprinkled on stuff and it becomes art. So the idea
that an art award is something that has allowed a
community to rebuild their surroundings is quite
interesting to me.
JC: Could you tell us a bit more about the Granby
Four Streets project?
JH: It is a community that had been living in
a particular part of Liverpool which had gone
through various stages of systematic decline,
roads had been blocked off, houses got knocked
down, the council moved tenants out and so they
were left in this kind of wasteland living between
derelict houses and rubbish on the street where
the council had stopped collecting waste. But
then the community took the agency within
themselves to act. They painted the houses, added
plants to the street; taking advantage of the lack
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of cars, they set up a street market and all kinds
of other stuff. And so they have this real will to
change their environment around them. I guess
it’s quite similar to the way we first started out,
trying to find public sites and just build stuff for
the public. So it’s been really amazing working
with the community there.
RC: Have there been any examples where the work
hasn’t been so well received by the community?
JH: That’s why we have to be careful about
taking on particular jobs. You have to be really
careful about who you’re working with and what
their motives are, because the client is almost
the most important thing normally, they’re the
ones putting the offer on the table and they’re
the ones who are creating the situation. You just
need to make sure that you’re working with the
right people. It can be hard sometimes, because
people can seem like they’ve got good intentions
and then it turns out that they haven’t got the
support of the people the project is supposed to
be for.People have always got agendas about stuff.
Sometimes they might think that they will get
Assemble to do that and then drum up a lot of
media attention so that they might become rich
and famous and drink champagne.
JC: How do you feel that the way you engage
with the community throughout the project affects
the output of the architecture? If it didn’t happen
compared to if it does happen?
JH: I think it has to be real. It is normally done
really badly. I see other practices that come up
with a design and take the model for maybe three
days to go and meet with the community and
just tell them this is what is going to happen and
show them and plan that no one understands.
Then some architects will claim that they
engaged with the community because someone
on their way to pick up their kids called in and
said ‘oh yeah I don’t like it pink’ so they made
in blue instead. I mean when it’s done that way
you might as well not bother. It’s the difference
between an engagement and a consultation.
Really embedding yourself in the community
is really useful and it is something that we have
done a few times. It takes a big commitment and
I’ve not seen it been done that many times. We
did a job in New Addington, where we are doing
a new public space in Croydon and so we ran a
series of events to build parts of this new public
space. We were the ones building it and then
gradually people come over and they say what are
you doing, and what is this about, why are you

doing that? And they kind of watch you working
and it draws people in and you manage to get
some kind of appreciation from them. And then
once they start to get involved they are just doing
it themselves. Then they really feel like there is
some kind of ownership of the space, and that is
what is important. I mean how do you do that
on a large scale building? I don’t know, we haven’t
had to do it yet but it’s something that interests us.
JC: How do you think community engagement
could be taught in school if there is no client or there
is no community for the hypothetical project?
JH: You could look at practice, a good practice
would be something to look at wouldn’t it, and
the way in which people have done it in the
really world. Community engagement is a funny
thing because it is a prerequisite, it’s something
that comes first in order for something else to
happen. So maybe it’s just about a different
model for delivering buildings and giving more
small scale projects to grass-roots. Things where
councils get more out of the land. I think the way
in which the whole built environment is made
is very strange at the moment and the planning
system is really so opaque. No one understands
planning, it’s become too complicated for normal
people to be involved in the built environment. I
don’t really even understand it. Buildings just go
up and you’re not sure how or why they are there
and then people complain about them but they
don’t really know what to do about it. There’s no
transparency for the average person.
But it can be different to the way it works here.
In other countries like Switzerland they have a
city-wide referendum about whether a public
building is worth spending the public money
on. The architects have to make a model which
is black and white and fits into a whole city
model so that the public can see exactly what
it’s going to look like without any bullshit
renders. And then they make a full scale stick
profile of the building on site which is required
as part of planning policy to show the form of
the building in the context. This lets the public
really understand the building before they
choose to maybe veto or not. I feel you can get
much better architecture from that. The whole
process in this country needs to change if we are
to get architecture like that and I feel people care
more if they have a choice in things.

JH: There’s a few projects I’ve really liked. One
of the last projects we did was next door to our
studio in London. It’s called ‘the Yardhouse’. We
have a studio with a yard where there used to
be a building. So there was just the slab and the
foundations but the building had burnt down.
We were looking at workspaces in London and
seeing if we could build something that was
affordable that we could rent back to artists, a
space that felt warm and not like a warehouse.
It’s a studio space with a really economical design
that we can rent out really cheap, like £40 a week.
It’s been completely transformative to the way we
work and the inclusion and participation of the
community. It’s basically a community in which
we work and there’s now sixteen artists who work
in the building regularly. Assemble designed and
built that building ourselves. We erected the
timber frame and made every one of the hand
crafted tiles. It’s the self-initiated stuff that is
always the most enjoyable and the most free.
And I have enjoyed the Brutalist playground,
I think it’s a lot of fun. We have this ongoing
conversation about children’s play and that
project was a kind of fun exhibition as much as
anything. There’s so much of the work we do is
just for enjoyment, it’s formed on friendship. I
think the idea of making a playground within the
context of the RIBA is amazing. It’s all marble
clad, like an old man, bow-tie, tweed jacket
type of place, as if modernism never happened.
So the idea of turning that into like a crèche of
something I thought was really fun. Getting all
the young people into the RIBA and seeing how
they view it.

RC: Is there a project yourself that you’ve been
involved in that you are perhaps most proud of? And
what was your role?
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The Yardhouse, London, 2014

UNIT

ONE

MASTERS

Housing Research & Practice Unit (HRPU) is an
architectural design and research laboratory that
provides a platform for combining both practice
and research in contemporary housing through
academia, teaching, and Professor Gokay Deveci’s
research-based architectural practice.
This is an experimentally minded research-based
design studio developing new building types that
will push forward the boundaries of conventional
standards and explore new directions. The unit’s
approach is to investigate a holistic consideration
of rural, town and city housing with a view to
developing a prospective typology catalogue for
the design of residential buildings.
The proposition and challenge of the unit is to
explore new housing typologies that can interpret
and accommodate current social, cultural and
technological tendencies, focusing on adaptable
and dynamic structures suitable for the ‘northerly’
context of which these projects are based upon.
The unit will hopefully contribute and develop
a strong and sustainable economy model that
is resilient to future pressures and increases
prosperity and opportunity for the people and
communities involved.
At the moment residential dwellings do not meet
Twenty-first Century housing issues so through
the initial stages of investigation, the unit focuses
its research around this topic and identifies what
some of these issues are. During this process, seven
key topics of interest became more apparent:
accessibility, affordability, community, density,
sense of place, sustainability and tourism. By
using various case studies and literature reviews,
a deep understanding of these problems started to
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develop. By conducting the preliminary research
in this manner, discussions were allowed to take
place and open up new avenues that had not been
initially explored.
North-East of Scotland has been moving through
a significant transition from the boom of the oil
industry to a stark realisation that new industries
need to be pursued in order to ensure continued
prosperity. Over the past number of years several
masterplans and local development plans have
been issued with a sincere focus on affordable
housing and building within the landscape. The
North-East comprises a collection of an industrial
city, commuter towns, fishing villages and
stagnating inland villages all of which have been
affected in one way or another by the oil industry,
tourism and agriculture.
In progressing from group-based research and
on to individual research, each person has been
able to focus on an area within these Twenty-first
Century housing issues and begin to propose
adaptable and dynamic solutions. By going
through this process of individual research,
detailed and critical consideration was given to
a particular development and lessons on what to
consider while designing were learned. The focus
will be on establishing new housing typologies
as a response to the ongoing issues. It is an
ambition to do this through innovation and a
re-examination of tradition. In using a northerly
context as a testing place it will potentially give
deeper understanding of housing issues that are
being experienced within this context and show
if the units` responses are applicable to a broader,
national level.
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Masters: Unit One Studio Team
Gökay Deveci
Bill Black
Richard Murphy Architects
Raju Noor

UNIT

ONE

STAGE FIVE

1. Aberdeen masterplan
2. Continuous route

1.

1.

Over the past few years, HRPU’s core value has
been to investigate the regeneration of key city
spaces which have changed or degraded over time
and for the past three years Aberdeen has been the
main focus. Aberdeen is a medieval city whose
centre is dominated by Union Street, which when
it was built bankrupted the council and changed
the entire character of the city. One of the main
results of the construction of Union Street was
the changing of the main axis of the city which
changed from a pedestrian north-south route to a
vehicular east-west promenade.
In the 1970s, oil was discovered in the North
Sea turning Aberdeen into a boom town and
inhabitants went through huge personal growth.
However, this personal growth did not translate
to civic growth which has resulted in the huge
economic and social disparity that the city sees
today. A result of this inequality has brought
mass disengagement with the city as much of the
population are only here to work.

2.

With this in mind, HRPU first studied Union
Street where the grand historical architecture is
punctuated by poorly considered developments.
They principally investigated how to retain it as the
principal street of the city. The following year, the
Denburn Valley was brought to attention as it was
the original pedestrian thoroughfare which became
completely disconnected from the city with the
construction of Union Street. Their main focus was
to reconnect with the city’s heritage by reopening
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the north-south route and to develop legible
connections between historical layers of the city.
This year, the attention of HRPU has been on the
North Dee area which shares a boundary with the
harbour and the River Dee. It was believed to be
of utmost importance to continue the pedestrian
route created last year in order to connect the city
centre spaces with the river, as this connection is
unclear from Union Street.
The area has an interesting history, as it didn’t
exist until 1888 when the River Dee was diverted
and the land could be reclaimed from the river’s
flood plains. Altering the river allowed for large
ships to enter the harbour and meant that the
fishing and fish processing industry in the North
Dee area and in the city as a whole could flourish.
Fishing became the backbone of the Aberdonian
economy and was so prolific that the population
was split between fishers and non-fishers.
However, fishing slowly declined and gave way
to the oil industry which is in turn now moving
towards decline, therefore, the ultimate aim of
this year’s work was to examine the future of
Aberdeen’s urban structure and what can be done
to encourage a resilient city which can withstand
any problem it faces. Themes of particular
importance this year were cultural, social and
economic resilience within the overall framework
of a low energy, low carbon context. However, the
fundamental goal of this years’ work was to create
a piece of city which is distinctly Aberdonian.

1.

2.

3.

4.

5.

7.
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1. Alasdair Ferguson
2. Ashleigh Thomson
3. Alexander Templeton
4. Ben Osifodunrin
5. Hannah Cattanach
6. Yasmin Al-Obaidi
7. Danielle Wilson
8. Mark Hannon

UNIT

ONE

STAGE SIX

4.

1.

2.

3.
1. Braemar
2. Tomintoul
3. Ballater
4. Tomintoul Proposal

Building upon the success of the Aberdeen
and Peterhead masterplans that saw these areas
transformed to meet future challenges, Unit
One moved inland, focusing its efforts on the
Cairngorms, the UK’s largest national park.
With a unique terrain spanning vast expanses
of protected land, coupled with a sparse
population of locals and temporary workers,
this environment provided a set of challenges
unlike before. The remote location of historic
towns brought the unit closer to the reality of a
working architect; tasked with the exploration of
places further afield, but which are central to the
understanding of Scottish culture. Only by first
developing a deep understanding of these places
could genuine solutions be proposed and thus,
the experimentally minded research-based design
studio “Housing Research Practice Unit”, HRPU,
was born.
Working within a Northern context, many of the
existing preconceptions of the Cairngorms had to
be challenged to ensure the towns were not merely
perceived as picturesque and immune to change.
These settlements had to be reinterpreted as places
of constantly evolving character and identity,
with a desire to survive and thrive. The intrinsic
character that once founded these towns has
been facing threat from insensitive and sporadic
development that often bears little consideration
for local architecture or historic planning.
Alongside this, the ever growing footprint of
towns, at times accompanied by diminishing
population, has been placing pressure on local
services and facilities. The consequent closure of
these facilities has driven people further afield
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for basic needs, further aggravating the problem
and resulting in a vicious cycle of decline. With
such a strong economic basis in tourism, yet dire
need for diversification, there is real concern over
the appearance, landscape and the local character
and whether these will be preserved and more
importantly enhanced for future generations.
With a particular focus on the towns of Ballater,
Braemar and Tomintoul, the unit set out to
investigate their role in the 21st Century. Such
an considerable intervention cannot be said to
be artificial as it is a nod to their planned village
heritage, which dates back to the 18th century
when over 500 of such towns were envisioned
in the North-East of Scotland. These original
villages then capitalized on their proximity to
fast flowing rivers and established themselves in
the linen-manufacturing industry. It therefore is
the aim of this unit to question, challenge and
identify a convincing basis for their continued
existence, that with the open-mindedness of the
historical developers could propel the planned
villages towards prosperity in the 21st century.
Throughout the two-year course, the unit has
sought to explore contemporary issues beyond
the superficial by truly understanding the driving
forces in creating successful places. Individual
research touched upon affordability and the
economic basis for existence that could provide,
in theory, resilience in the Cairngorms for decades
to come. Meanwhile, the difficulties in designing
within landscape and leaving a meaningful mark
were further explored and meditated upon to
ensure that future stresses could be anticipated,
whilst embracing the historic and breath-taking
context of the Cairngorms National Park.

1.

3.

2.

4.

6.

8.
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1. Alexandra Dobes
2. Lukas Vegys
3. William Garden
4. Aiden Moore
5. Jennifer Macleay
6. Kyle Scott
7. Ayoola Olorunda
8. Daniel McKenzie Kemp
9. Andy McDonagh
10. Andikan Essian

DANIEL

MCKENZIE

KEMP

PLACE-MAKING

The architectural intention of the project is to
redefine the quality of housing by developing
suitable housing for contemporary needs with
place-making as its main aspect. Although the
scheme focuses on accommodation, an ability to
use the space in a number of ways plays a key part
in allowing inhabitants to settle in the area for
longer than the norm of seasonal employment.
The scheme and its individual housing units
provide sheltered sleeping quarters and privacy
whilst also providing a spacious and bright living
space above which utilising the views of the

landscape surrounding the site. The configuration
of the clustered units have determined a hierarchy
of spaces that create a public area allowing for
entrance to the retail and office spaces, semiprivate plazas that allow for access into the
individual units, private courtyards and terraces
within the units themselves. The dwellings contain
a room schedule of a private sheltered garden,
living room, kitchen/dining room, bathroom,
and a variety of 1 – 4 bedrooms. The scheme also
includes a combined heat and power plant, shops
and office space.

1. Private courtyard
2. Long section

1.

2.
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1. First floor plan
2. Ground floor plan

1.

2.
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1. Staircase detail
2. Elevation
3. Detailed Section
4. Cross Section

1.

2.

3.

4.

Daniel McKenzie Kemp

2.

1. Public visualisation
2. First floor visualisation
3. Semi-private visualisation

1.
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LUKAS

VEGYS

AND

KYLE

SCOTT

SCOTTISH PLANNED TOWNS

Tomintoul is a fine example of a Scottish planned
town – one of over 500 which can be found
throughout Scotland. These planned towns
share an elegant character and sense of place,
with a distinctive grid layout and a prominent
central town square being key components. It has
become evident that the honesty and conviction
of this plan has been lost in recent decades
through ‘suburbanisation’, the specification of
generic building materials and the introduction of
kit housing, fracturing this grid and in some ways
damaging the historic identity of the village. It
may be suggested that there has been insufficient
consideration given to Tomintoul’s unique history
and identity, and other planned towns alike, and
as to how this may be consolidated.
1. Inchtuthil (Roman fort)
2. Din Eidyn (early settlement)
3. Elgin (burgh layout)
4. Dunkeld (burgh layout)
5. Ballatar (planned town)

Following an evaluation of Semester One’s output,
Lukas Vegys and Kyle Scott carried out a thesis
project exploring the rich history of planned
towns and presented a possible model for their
future - which would aim to better preserve their

unique character and help to provide resilience
towards future pressures of the 21st century.
The thesis set out to try and analyse the context
and circumstances in which the towns were
planned and built and where feasible identify the
common language given to the structures of the
towns themselves. These early designed towns
were purposeful interventions which shaped
the Scottish vernacular, culture and nudged the
country from mere self-sufficiency to become a
key trade destination. Thus it was clear that the
regeneration of declining planned towns requires
the same careful thought process as once was
given to their inception.
“It is better for the future of towns that their modern
aspect is recognised only as a ‘still’ on a film reel. It
shows a single image but its significance is greatly
multiplied when its proper function is accepted as
merely a fleeting impression in the greater urban
drama of the complete projection.”
(Naismith, 1989)

3.

1.

2.

4.
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5.

1.
2.

3.

5.
6.

4.
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1. Fetterangus
2. Charlestown of Aberlour
3. Grantown-on-Spey
4. New Keith
5. Fochabers
6. Dufftown
7. New Cullen

7.

67

The old Richmond hall acted as
a social hub for the town with
accommodation for the hall
keeper, a library, meeting space
and more (1). It’s prominent
placement, directly off of the
centre, gave it a hierarchical
importance - which was a
common feature of planned
towns - as can be seen in the
plans on the previous page. It was
replaced by what is seen in this
image, arguably losing its prior
attributes (2).
The house and a half on each
feu was a common language
throughout the town (3). As
seen today - this language is still
retained in areas (5).

1.

3.

2.

The analysis of Tomintoul’s
square aimed to establish whether
a public square can be overscaled to the point where it loses
interest, intimacy and becomes
underused. Comparison with
other town squares in the area
showed that Tomintoul’s square
was up to four times the area of
some of the surrounding villages,
despite having a significantly
lower population (5).

Tomintoul
24m2 per person

Fochabers
3.2m2 per person

4.

Dufftown
1.3m2 per person

Aberlour
2.2m2 per person
5.

Lukas Vegys and Kyle Scott

Exploring the different layouts
for a residential block:
1. Existing (2016)
2. Restoring the historic fabric
3. Densification of plots

1.

4.

Exploring ways of reducing the
scale of the centre:
4. Centred approach
5. Creating a ‘high street’
6. Offet
7. Visual - Town square
8. Finished model showing new
proposal for town square and
surrounding area.

2.

5.

3.

6.

8.

7.
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ALEXANDRA

DOBES

C U LT U R E O F C R A F T

“Culture of Craft” is a proposition for a cultural
centre in Cairngorms National Park where
traditional and contemporary arts and crafts
artists from Scotland would come together to
bring art and culture closer to communities.
It was important to consider the cultural and
creative industries as an opportunity for economic
regeneration in the area.
The development of cultural activities in the
Cairngorms would improve the quality of life of

those living in and visiting the region. Through
the exhibitions, workshops and other sociocultural activities that would take place, the
community would also become more aware of the
importance of craftsmanship. The intention was
to build upon existing heritage, use local materials
and a simple, raw construction system that would
allow the idyllic image of the place to remain
unaltered. The contemporary language becomes
apparent through subtle interventions in form,
rhythm and hierarchy of spaces.

1. Patio perspective
2. Lecht Mine
1.

2.
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1. Courtyard cross section
2. Plan
3. Workshop long section
4. Site section/elevation

1.

2.

3.

4.
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JENNIFER

MACLEAY

THE TRAIL

Landscape is the most dominant feature of the
Cairngorms. It drives the tourism industries
attracting thousands of people every year. It
is full of colour, variety and is very culturally
distinctive to the Cairngorms and the heart of
Scotland. Within rural parts of Scotland, the
scenery is very picturesque with the stereotypical
white farmhouse contrasting with the browns and
greens of the moorlands. Although this raises the
question of why architecture is not a reflection
of the richly diverse rural landscape that is in
abundance of colour and variety.
The project brief consists of a tourist information
centre which houses a restaurant overlooking the
loch front with large exhibition spaces for local

artwork. The building also acts as a reception
point for the short-term accommodation situated
in the shadowing hillsides.
The aim of this research is to provide short-term
accommodation perspective of being amongst
such a culturally distinctive environment away
form the populated settlements within the
Cairngorms National Park. The accommodation
will investigated thoroughly within the thesis, with
the Information Centre forming the framework of
how to design within such a distinctive landscape.
The project concept becomes in many ways
simple; to make the centre as a first movement
- a step towards the mountains, the being of the
journey or end of the trail.

1. Cross section
2. Section

1.

2.
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1.

1. Ground floor plan
2. Part section

2.
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UNIT

TWO

MASTERS

Unit 2 has gained an impressive reputation for
being a more alternative section to the masters
course, allowing students to explore broad
ranges of architectural issues ranging from social,
cultural and economic issues, whilst working
outside their current comfort zones, either being
in geographical location or scale. The unit also
prides itself in offering an alternative approach to
exploration and presentation where members are
encouraged to work at a hand drawn level and
produce models. This past semester has seen the
unit move more toward computer based skills
but members still work to the same mantra in
producing beautiful drawings and investing the
same amount of time and care they would if
producing the work by hand.
This year has seen both Stage 5 and Stage 6
working in Norway, further developing the
proposed masterplan as well as challenging many
of the issues raised by Stage 6. The unit’s work
has been focused around a singular question, born
from the Scottish independence referendum:
“What does it mean to have an economy based
on the oil and gas industry?” From this question
the unit invested time in researching and
understanding all aspects of Norway and through
touring the southern cities began to develop an
architectural response to the posed question in
the city of Bergen.

and explore how structural and technological
advances made through oil could help construct a
man-made settlement upon the water.
Developing out onto the water would not only
provide a possible solution to the limited land
space around the city but would also revive a
building tradition found in Bergen’ offering
people greater connections to the waters edge.
This session saw the masterplan progress from
strategic decisions to detailed proposals where
types of housing units, materials and relationships
were examined and tested. Following advice
from previous presentations made to David
Howarth and Cecile Anderson the edge and its
relationship to the fjord were further investigated
and developed to produce the current masterplan
for the Eidsvag area.
The proposed projects include office and research
facilities for the emerging maritime industries,
housing for workers, a hydraulic dam, educational
buildings and a fish market have all been proposed
and developed with deep consideration to the
masterplaning decisions and research undertaken.

The unit developed the question into what would
happen if oil and gas left Norway? Instead of
focusing on the negative impact, the unit chose
to highlight the positive impact. Yes, oil and gas
would affect the Norwegian economy but would
also create multiple opportunities to replace it
through the high skill and knowledge base created
through the oil industry.
Bergen, a city very much untouched by the oil
and gas, has seen tremendous growth recently,
most of it appearing as uncontrolled growth.
The unit determined that if the oil were to leave
Norway, Bergen, a city that is non-dependent,
would appear extremely attractive to current
Norwegians and the large numbers of unskilled
immigrants looking for employment.
A masterplan was then developed to foster new
and emerging industries based on the Nordic past
and future as well as a reaction to the uncontrolled
growth. The masterplan aimed to not only
address industry and growth but also aimed to
provide greater connections to the water-scape
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Masters: Unit Two Studio Team
Penny Lewis
Professor Alan Dunlop
Alan Dunlop Architects
David Vardy
David Vardy Architecture

UNIT

TWO

STAGE FIVE AND SIX

1. Location plan
2. Masterplan development

1.

2.
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3.

4.

1.

2.
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1. Landscape render
2. Final masterplan

UNIT

TWO

STAGE FIVE

1.

2.

3.

4.

1. Robert Wightman
2. Erica Magaluti
3. Grant Russell
4. Euan Maclean
5. Ross Cowie
6. Chloe Delcambre
7. Anna Andreeva

6.
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5.

7.

UNIT
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STAGE SIX

1.

2.

3.

4.

5.

6.

7.
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1. Gavin Douglas
2. Anneli Kiviniemi
3. Caitlin Christie
4. Daniel Cardno
5. Krista Silina
6. Lea Barnova
7. Robert Morgan

ANNELI

KIVINIEMI

EIDSVAG FERRY TERMINAL

1. Model - terminal, daytime.
2. Model - terminal, night time.
3. Section through site, parking
and the ferry terminal.

The terminal is located within the current heart
of the area; the Eidsvåg marina. The site is located
on the west side of the marina in order to protect
rather than disturb the marina. Similarly to the
existing boat docking platforms, the proposed
building reaches out to the sea and frames the
marina together with a historic fabric factory.
Part of the terminal building -which includes
car parking- steps down along an existing hill
on the south side of the site and creates a roof
garden as well as an access route for pedestrians
coming to the terminal from the residential areas.
The terminal building is placed at the end of this
‘infrastructure’ part of the project. The slender
tower rises to seven levels and offers views of the
marina and the new development while standing

tall as a focus point, a point for connection. As
the building becomes higher it becomes more
open to the views; the top floor restaurant acts as
a viewing point of the area.

1.

2.

The further thesis study aims to understand
how a global material can be localised. The
ideas emerging from the study were tested and
applied to the car park of the terminal. Due to
the challenging topography and harsh climate,
use of concrete is often required to reach an
adequate level of robustness for buildings
located in Norway so in order to create a further
understanding of how concrete should be treated
in Norway, the country’s current architecture was
studied in detail.

3.
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1. Location plan
2. Section through restaurant
space of the terminal tower:

1.

2.
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Drawings exploring the
relationship between section
and elevation of the building.

Anneli Kiviniemi

Drawings displaying the
development of sloping
concrete platforms as a car park
for the building.
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GAVIN

DOUGLAS

E I D S V A G K U LT U R H U S

1. Section detail

The culture house has been and will continue to
be a key building for many Northern European
countries, bringing together a range of cultural
and social activities under the one roof, effectively
creating a home from home. Working within
a climate that has such harsh weather conditions
allowed the project to aim to be a living room
within the settlement. The masterplan’s DNA
and the work of Anne Tyng in relation to
archetypal geometries and human association
have influenced the form and development of
the culture house. The culture house aimed to
establish a language that both spoke of a civic
nature but one that allowed for informal meetings
and gathering to take place. The finalised design

used a combination of ratios and proportional
relationships to help develop the plan and the
structure too was influenced by the relationships
between geometry, space and light.
The thesis element that accompanies the culture
house aimed to understand the use and nature
of public spaces within northern contexts, the
finalised proposal aimed to create a journey
rather than a large gathering point. The paving
elements, the level changes and relationships with
buildings along the route have been chosen as to
create an ever changing route, where moments are
obscured and revealed to the user, encouraging
them to move further along the route.

1.
Masters: Unit Two

1. Exploded axonometric
scheme of key architectural
elements
2. First floor plan
3. Ground floor plan
4. Site plan

2.

3.

4.

1.
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Illustrations exploring the
building’s relationship with
light and outdoor space.

Gavin Douglas
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KRISTA

SILINA

PRIMARY SCHOOL

The Primary school and the landscape
development takes place on the natural land with
a magnificent nature being surrounded by the
water, forest, greenery and mountains. The school,
which takes an oval shape is the first intervention
and is designed as a landmark of the area. The
Promenade links the new masterplan – the school
–the new light rail route. The landscape design is
based on circular geometry. The oval guidelines

are used to create organic shapes of the objects.
The paths are created as a journey and somewhere
they become the bridge, the observation tower, the
lookout point or determine boundaries. Design
is created regarding to the study of contours,
preserving all the trees and natural terrain. The
landscape development is about allowing people
to experience and enjoy the nature.

1.

2.

1. Landscape path
2. Tower in the landscape
3. External view of school
4. Internal atrium

3.
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4.

1. Observation tower and the
landscape paths.
2. Section detail
3. Key floor plans

1.

2.
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3.

DANIEL

CARDNO

MARINE RESEARCH CENTRE

1. Interior view of cafe
2. Cross section
3. North elevation

The Marine Research Centre is positioned on the
north-west of the masterplan replacing the vacant
boatsheds. The design uses a similar footprint
and takes the shape of three hybrid portal frame
buildings which are contemporary adaptions
of the traditional Norwegian boatsheds. The
buildings connect together at ground level. The

1.

concept works off a horizontal solid and void
basis. The ground floor which holds an aquarium
is open to the public and can be easily read as
the glazed sides appear transparent. The three
forms overhead conceal laboratories which use
controlled lighting and are clad in timber to
appear solid from the outside.

2.

3.
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1.

2.

1. Key plans
2. Illustration of the access route
3. Tower
4. Inhabited bridge
5. Illustration - overall scheme

3.

4.
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UNIT

THREE

MASTERS

For the past few years, Unit 3 has taken the
decision to focus our efforts into understanding
and contemplating the environment immediately
around us: The City of Aberdeen. At present,
one of Scotland’s largest infrastructure projects
is being realised around the city. The Aberdeen
Western Peripheral Route, or AWPR, will provide
a quick route around the city, whilst hopefully
easing currently hectic traffic. However, it is going
to have a much greater impact than this. Through
the definition of a new boundary, an entirely
new type of landscape is established – what was
once beyond the city boundary is now enclosed
between the existing edge and a ring-road. What
is to become of this land? As Aberdeen grows,
how will this in-between space be populated?
We have a romantic notion of the ‘’countryside’’.
In reality it is a man-made landscape designed
to produce food on an industrial scale, to make
profits. Ecologically it is poor, monocultural and
bereft of diversity. We have discovered, through
texts like The Unofficial Countryside by Richard
Mabey and Edgelands by Paul Farley and Michael
Symmons Roberts, that paradoxically the margins
of derelict land, beside motorways, railways and
sewage works, in inner cities have more ecological
depth and diversity than the ‘’countryside.’’ The
idea of what nature is confused. The idea of a
pastoral idyll is a construct, peddled by the likes
of Sir Walter Scott, the Victorians and the country
set, particularly here in Royal Deeside.

a proposal which could offer an alternative to
the sprawl which seems to be the blueprint for
new development? The mass-housing typology
which pervades across Scotland promotes a very
insular lifestyle, where community is sacrificed in
favour of a fenced garden and a double garage.
Could a new approach, informed by this new city
boundary and the new physical limit it presents,
instil a new civic pride and sense of community
which could result in a vibrant future for the city
as a whole?
Following the creation of a framework for the
city’s future expansion, as a reaction to the new
condition of the bypass, the unit explores these
conditions on a closer scale, through individual
propositions for keynote buildings within the
wider strategy. These tackle issues which are
particularly prescient in Aberdeen, and Scotland,
at the current time: affordable housing for the
new generation; the importance of the arts in
our day-to-day lives; our understanding of the
environment around us and how we impact
upon it; and changing patterns of living. Through
the microcosm of the theoretical expansion of
Aberdeen, we can learn to both examine and
absorb the character of a locale, but also begin
to pursue an understanding of the broader topics
dictating the direction of architecture in this
particular transient time.

By considering this new bypass as a whole, we
consider the difference between the land which
now falls inside this psychological city limit,
and that which lies beyond. In a society which
seems to pursue the suburban dream, is there

In previous years, the unit has found activity
and focus within peripheral areas and discovered
outreach and vision within the parochial.
Through this new direction, we aim to interrogate
the concept of the pastoral, and understand the
relevance of a classical concept in a modern,
suburban environment.
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Masters:Unit Three Studio Team
David Villa Domini
Neil Gillespie OBE
Reiach and Hall Architects
Tim Bayman
Tim Bayman Architecture

UNIT

THREE

STAGE FIVE AND SIX

To bring a rationale and order to
this newly defined space between
the existing city boundary and
the bypass, a grid was adopted
as an investigative vehicle.
This allowed us to investigate
different development densities,
resulting in the following
question: “could the application
of a grid allow us to develop
Aberdeen to the same extent as
mass housing developers, but
leave more of our valuable land
undeveloped and natural?”.
Through a process of subtraction
and detailed land analysis, the
grid was dissolved in places,
and a number of development
hypotheses posed.

From this point the study
focused in on an area of land to
the North West of Milltimber,
on North Deeside road where
the grid meets the bypass, and
stitches into a major junction.
From this starting point, an
underlying framework for the
“district” was applied, upon
which keynote projects were
identified and designed by
Stage Six.

Masters: Unit Three

This vague development
structure was then advanced
by Stage Five, who brought a
realism to the masterplan by
proposing characters for the
district, and investigating the
everyday infrastructure required
by the settlement. To conclude
their contribution, they have
each designed a type of housing
for the remaining blocks within
the grid, exploring the everyday
which will sit along Stage Six’s
primary proposals.
In plan the black blocks represent the housing projects by
Stage Five and grey ones are the
keynote projects by Stage 6.
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UNIT

THREE

STAGE FIVE

1.

2.

3.

4.

5.

1. Ruxandra Avram
2. Ross Wilkie
3. Kerry Clark
4. Mark Watson
5. Sophie Montague
6. Ross Robinson
7. Group work
8. Group work

6.

7.
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8.

UNIT
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STAGE SIX

2.

1.

3.

5.

4.

6.

8.
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1. Janis Vilcins
2. Shaun McIntosh
3. Katherine Watson
4. Abigail Duncan
5. Darren Smith
6. Euan Beggs
7. David Jebb
8. James Coe
9. Valentin Dolhan

JANIS

VILCINS

DISTILLERY CO-OPERATIVE

1. View from the highway
2. View from the fields beyond
the bypass
3. View from the neighbouring
research centre
4. Access from park
5. Vehicle access
6. Distillery tower interior view
7. Common greenhouse

Distillery cooperative was developed as a
periphery-specific project responding to the
condition of being between the urban and the
rural. On one side it is exploring the possibilities
of industrial production to generate activity
and need for multifunctional development; on
the other it acts as a ‘lighthouse’ for the new
settlement when being approached from the new
city bypass. Distillery tower is developed as the
central element which is powering and generating

density of a wide range of activities around it.
Following this idea, a modular, efficient and
economic structural module is applied all across
the site. The steel frame acts as a unifying element
of the whole development where the character
of each function is defined by the way in which
the continuous structure is inhabited. Eventually
this also led to extended research in the idea of
universal structure as an ambivalent space for
communal use of wide range of different activities.

2.

3.

4.

5.

6.

7.

1.
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Structural diagram displaying
the idea of steel frame as a
unifying element with expressed
features within it for the different functions.

Ground floor plan:
1.1 Productions hall
1.2 Service tower
1.3 Barrel storage
1.4 Delivery area
1.5 Barreling/ Bottling area
1.6 Entrance lobby
1.7 Workshop
1.8 Entrance lobby
1.9 Bottle storage
2.1 Cafe/ Restaurant
2.2 Kitchen
2.3 Lounge
2.4 Visitor centre office
2.5 Entrance lobby
2.6 Changing rooms
2.7 Plant
2.8 Lifeguard
2.9 Fitness room/ Gym
2.10 Swimming pool
2.11 Sauna
2.12 Winter garden lounge
3.1 Dwelling type-1
3.2 Dwelling type-2
3.3 Dwelling type-3
3.4 Dwelling type-4
3.5 Greenhouse
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1.
4.

2.
5.

Drawings exploring communal
use of a universal structure:

3.

Janis Vilcins

1. Isometric section through
delivery area, warehouse and
barreling areas.
2. Isometric section through
offices, workshop, warehouse
and bottling areas.
3. Isometric section through
dwelling, back garden, winter
garden and communal greenhouse.
4. Isometric section through
swimming pool and gym.
5. Isometric section through
hotel, restaurant and kitchen.

Illustrations of ways to inhabit
the universal structure:
1. Dwelling with extended
multifunctional living area.
2. Common area for administration offices.
3. Swimming pool.
4. Individual hotel room.
Image below: Restaurant and
cafe in the visitor centre.

1.

2.

3.
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4.

VALENTIN

DOLHAN

A G R I C U LT U R E R E S E A R C H C E N T R E

Aberdeen is well regarded for the agricultural
and soil research carried out by The James
Hutton Institute. The new building project
cares to illustrate the expansion of the institute’s
influence within the research sector as a part of its
government supported growth plan.
The artificially imposed tree belt is a major focus
for this future development and the intention
for this project is to explore the possibilities of
having public, private and research development
within close proximity to the AWPR and to
integrate architectural design at the very edge of
the development scheme. The project is designed

to relate strongly with its surrounding landscape
to the West. A research building needs to create
appropriate working conditions. Scientists spend
long hours in their working environments and
laboratories. Daylight may cause inappropriate
conditions in the form of reflections, while
artificial light during night time might give the
inhabitant the feeling of being “boxed” inside
a space for the same reason. It is proven that
productivity at the workplace is affected by
many external factors. Psychologically, a sense of
immediacy towards the outside environment is
important to people in the workplace.

3.

1.

2.

1. South east street view
2. Courtyard western view
3. South east street view
4. North east street view

4.
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1.

2.
1. Detailed Isometric showing
spaces and circulation route.
2. Site and building isometric.
3. Ground floor plan and site.

3.
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1. Transversal section through
greenhouses, auditorium,
entrance and library.
2. Longitudinal section through
auditorium and offices.
3. Principal section through
laboratories, circulation,
internal courtyard and offices.

1.

2.

Valentin Dolhan

1. Internal courtyard view
2. Internal courtyard and
circulation view.
3. Lab view towards tree belt –
June – 00:00 – standard
lighting
4. Lab view towards tree belt,
June – 21:00 – proposed
lighting
5. Lab view towards tree belt –
June - 17:00.
6. Lab view towards tree belt –
June – 14:00.
7. Labs views towards west.

1.

3.

2.

4.

7.

5.

6.
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JAMES

COE

SELF-BUILD HOUSING

Self-build, being affordable and democratic, offers
a path away from the current shortage of housing
stock. It is everybody’s right to have a decent roof
over their heads. What if we gave the power to
design homes into the people who will use them?
Not only will they produce a home that fits to
their specific needs, it can also lead to cheaper
costs and less debts for the homeowner.
Building homes ourselves relies on the most
obvious piece of common sense that has yet to

The diagrams and plans to the
right and the masterplan below
show the many variations that
can occur within the grid.
The average data across the
variations shows;
Dwellings - 80
Density - 63D/h
Parking Spaces - 102 (1 : 1.3)

Masters: Unit Three

be applied in policy; that the only people who
will always build the best, most sustainable, most
healthy, most affordable homes they can are the
people who are going to live in them and pay the
heating bills, us.
This project aims to provide a framework so
that you can apply the already common practice
of self-build into a higher density, increasing
efficiency of materials and land whilst instilling
a sense of community within the development.

The first typology shows that
the site can be divided into
two individual properties.
As the dwellings will have a
close relationship via a shared
courtyard, the uses of the
buildings must also have a
relationship
The second typology uses a
dog-leg stair that incorporates
a half height landing. This
means that one and a half storey
height spaces can be easily
accommodated as shown in the
section.

This courtyard typology incorporates two accessible light wells
to bring light deep into the plan
whilst also providing private
outdoor space.
The final type shows that as
well as dwellings the plots can
be used for a variety of public
functions including indoor and
outdoor spaces.
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KATHERINE

WATSON

ENVIRONMENTAL RESEARCH CENTRE

1. Detail of key section
2. Plan fragment detail

The concept for the building arose directly
from the idea of developing an understanding
of the natural world around us. By placing an
environmental research facility on the edge of the
new masterplan, it is immediately embedded in
one of the more diverse, intriguing locations: close
to the bypass, close to existing woodland, close to
residential development. Edges are interesting, let
us explore them. To interrogate this idea of the
celebration of the natural environment further,

I investigate if weathering can be exploited to
become a decorative element, challenging the way
in which we perceive decoration, and also reinforce
the purpose of the building – an Environmental
Research Institute which is inherently concerned
with the landscape around it. The result is a series
of hypothetical elevational studies, which may
place the building both in a specific time and a
specific place.

1.

2.
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1. - 3.Facade weathering explorations.
4. Exploded north elevations.
5. Exploded west elevation.

1.

2.

4.

5.

3.
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THE BIG CRIT

This year’s invited critics:
Hugh Campbell
Andrew Clancy
Rab Bennetts
Ben Addy
Colin Harris
Neil Gillespie
Sandy Beattie

The Big Crit is an annual event in Scott Sutherland
School, now in its eighth year. The event celebrates
some of the best work created in the school across
all of the stages and invites the public as well as
selected critics for a discussion. The format allows
the students to present their work without being
tied to academic requirements and therefore
generates conversation about their projects in a
much more loose and relaxed scenario. Very often
it gives the students an opportunity to look at
their projects in a wider context that may not have
been obvious to them during the design process.
Following the presentations everyone - critics,
students, public and staff - comes together to
conclude, reflect and comment on the day and
summarise the topics that had come up. This
year the discussion was opened by Andrew
Clancy, who raised a very interesting point of the
accidental bravery of stage one and the much more
restrained approach from stages two and three.
Referring to the work from Masters students,
Hugh Campbell, started a debate about the role
of research and how it ties in with the process of
designing a complete and detailed design of a
building. This is a particularly relevant discussion
at present, where some parties are suggesting

that architecture schools need to adopt a more
rigorous approach to research. There is an
insinuation that the rigours, responsibilities
and conventions of the construction industry
have had a detrimental impact upon the quality
of design, resulting from the lack of time and
funds to thoroughly research and interrogate
the architectural idea behind a proposition. In
the theoretical environment of the architecture
school, this process remains, and is evident in
the thesis projects presented by Stage Six.
The discussion concluded with critics
encouraging students to appreciate the value of
the work produced in university. For example,
it was suggested that the work done relating to
the potential expansion of Aberdeen could be
shared with Aberdeen planning authorities and
wider public in order to generate a more creative
and confrontational debate about the future
development of the city. If, as suggested above,
architecture schools are the principal base for
research and creative investigation, then sharing
this with the wider industry could only serve to
benefit both those in education and in practice.

Scott Sutherland School 2016

111

Bergen Hiking Route
Robert Morgan

