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Abstract

 This project is an examination on the 
relevance of  the compositional principles used 
in the École des Beaux-Arts, mainly during its 
prime in the 19th century. The relevance of  the 
principles will be tested through the design of  
an extension to the Helsingborg City Library. 
 The work is divided into three sec-
tions. The first section is an examination on 
the École des Beaux-Arts. I will examine the 
architectural spirit of  the school and which 
compositional principles that were predom-
inant. The second part is an analysis of  the 
principles in relation to buildings related to the 
École des Beaux-Arts. This step will help me 
grasp how the principles were and can be used. 
The third step is to design an extension to the 
Helsingborg Library. In the design process I 
will test if  the Beaux-Arts principles could be 
useful when designing a contemporary library.
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 Which lessons could be learned from 
the École des Beaux-Arts when conceiving a 
contemporary library? Even though it was an 
artistic institution with an enormous influence 
over art, the perception of  their ideas is often 
shallow and biased. The revolutionary stance 
taken by the early modernists, against the 
École des Beaux-Arts, has led to a perception 
of  the school as less influent than it was. Ar-
chitectural history as we are taught it tends 
to focus on the precedors to modernism, such 
as Viollet-Le-Duc (famous for his antagonistic 
position against the École des Beaux-Arts1). In 
the chapter about French 19th century archi-
tecture in Arkitekturteoriernas Historia1, 10 out 
of  19 page treats Viollet-Le-Duc, while 9 pages 
treats the most influential school of  the 19th 
century. In the preface of  the MOMA exhibi-
tion The Architecture of  the École des Beaux-
Arts in 1976, Arthur Drexler states that: “The 
triumph of  modern architecture is inseparable 
from ideas given their clearest embodiment in the 
teaching and practice of  the German Bauhaus, 
which replaced a French educational system that 
had evolved for over two hundred years”(Drexler, 
1976, p.3). Reyner Banham(1922-1988) also 
supports the idea of  an ideological rejection 
of  the École des Beaux-Arts. Banham points 
to criticism regarding its supposed anti-func-

“La composition ne s’enseigne pas, elle ne 
s’apprend que par les essais multiples, les ex-
emples et les conseils, l’expérience propre se 
superposant à l’experience d’autrui.”

“Composition is not taught; it is only learned 
through multiple essays, examples and con-
sultation, one’s own experience superposing 
upon that of  others.”

Julien Guadet, 
Eléments et théorie de l’architecture

Julien Guadet, 
Eléments et théorie de l’architecture

composition to conception in his Dictionnaire 
historique d’architecture. He states that com-
position: “functions by encompassing not only a 
general idea, but all the ways the idea is devel-
oped, as much in the pursuit of  details, suitabil-
ity, and the relationship to the whole, as in the 
means applied to see the whole as well as its part 
through to execution.” (Lucan, 2013, p.22) To-
gether with J.N.L. Durand, author of  the Pro-
cedure to be followed in the composition of  any 
project”, Quatremére de Quincy made the verb 
“to compose” a standard term for the architects 
task of  conceiving a building.
 Method. Julien Guadet states that 
composition can only be learnt by practice 
and study of  examples. My thesis will there-
fore stand on three legs. The first one is the re-
search on Beaux-Arts composition. The second 
is a reflection on how Beaux-Arts architects 
composed their buildings. The third, and most 
important, is the conception of  a contempo-
rary project, in which I test the relevance and 
utility of  some Beaux-Arts principles. The 
project is an extension to the Helsingborg Li-
brary. The examination of  Beaux-Arts build-
ings will therefore be conducted on libraries.

tional and anti-scientific stance. Regarding 
Bauhaus, Banham writes: “… while repudiat-
ing the “false standars of  the academies”, accept-
ed many academic ideas without knowing where 
they had come from. Thus Gropius in 1923, 
having criticized the academies for not nurtur-
ing aesthetic science, goes on in the succedding 
paragraphs to make use of  a number of  aesthetic 
concepts that resemble those of  French academic 
origin.” (Banham, 1960, p. 15). My thesis is an 
attempt to rediscover the ideas of  the École des 
Beaux-Arts and my primary interest is the ar-
chitectural composition taught and conceived 
by architects connected to the school.  
 Composition. To proceed with my in-
vestigation on architectural composition, a 
description of  composition is needed. In 2009 
Jacques Lucan (1947-) published the first edi-
tion of  Composition, Non-Composition; Archi-
tecture and Theory in the Nineteenth and Twen-
tieth Centuries. It is a thorough examination of  
architectural composition and how, through 
time, architects have conceived buildings ac-
cording to certain inherent logics. The intro-
duction of  the book describes how the terms 
distribution, disposition and composition were 
used during the 18th century in a seemingly 
interchangeable way. In the beginning of  the 
19th century Quatremére de Quincy compared 

Introduction
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Beaux-Arts

History of  École des Beaux-Arts
Compositional Principles
 Dominant Element
 Parti
 Hierarchy
 Symmetry
 Serving Space
Analysis of  Beaux-Arts Libraries
 F.L. Boulanger
 Sainte-Geneviève Library
 National and University Libray of  Strasbourg 
 Exeter Library

 

Figure 1: Daly, Bibliothèque 
Sainte-Geneviève, a Perspective 
View of  the Main Facade, 1853.

Figure 1
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 In 1671 the Académie Royale d’Archi-
tecture in Paris was founded by Colbert. After 
the reorganization of  the school in 1816 the 
École des Beaux-Arts consisted of  departmens 
for painting, sculpture and architecture. The 
architectural department had a studiobased 
curriculum and the students were faced with 
progressively complex competitions as they 
progressed through the education. (Drexler, 
1976)  
 Concours du Grand prix de Rome 
is the most prestigious competition held at 
the École des Beaux-Arts. It was a yearly com-
petition that awarded the winner a five-year 
scholarship to go study at the Villa Medici in 
Rome. Winners of  the Grand prix de Rome usu-
ally proceeded to draw prestigious projects. 
Henri Labrouste (1801-1875), Félix Duban 
(1796-1871) and Charles Garnier (1825-1898) 
were some of  the winners that went on to 
build some of  the most renowned buildings of  
the 19th century. During the 18th century the 
competition and the school evolved into mak-
ing composition the main subject. According 
to Arthur Drexler the École des Beaux-Arts, 

rand asked, “would a suitably disposed building 
not “naturally posess a character – and, what is 
more, a character of  its own?” and “if  all of  the 
parts of  the building, being should be, will they not 
inevitably differ?”(Lucan, 2013, p.35) Durands 
project, based on utility, had as main focus the 
disposition of  elements, or as you could call it: 
composition. In the noti on of  utility, Durand 
strongly emphasized the economical aspect of  
building. His view on form and proportion was 
therefore shaped by suitability rather than the 
classical orders of  architecture. For Durand, 
the disposition of  elements needed to be pre-
ceded by a knowledge of  the elements consti-
tuting the edifice. He states: “Before disposing 
any edifice, before combining and assembling its 
parts, the parts must first be known. And they in 
their turn, are combinations of  other parts that 
may be called the elements of  buildings, such as 
walls, openings, supports, both engaged and de-
tached, raised foundations, floors, vaults, and so 
on. First of  all, therefore, these elements must be 
known.”(Lucan, 2013, p.36) The first part of  
Précis des leçons d’architecture donnés à l’École 
Polytechnique, named Éléments, treated the 

during the 19th century, defines composition 
as: “… the bringing together of  a number of  
parts into a unified whole – in this case, exterior 
volumes and corresponding interior spaces – and, 
as the idea developed, it meant conception of  the 
building as a three-dimensional entity through 
which one mentally “walked” as one designed.” 
(Drexler, 1976, p.9)
 Jean-Nicolas-Louis Durand (1760-
1834), according to Lucan, is the most influ-
ential French theoretician at the beginning 
of  the 19th century. He was a professor at 
the École Polytechnique from 1796-1830 and 
as a professor he mainly educated engineer-
ing students. In 1802 Durand published his 
Précis des leçons d’architecture donnés à l’École 
Polytechnique. It is a collection and description 
of  his teachings from the École Polytechnique. 
Durand emphasizes public and private utility 
as the defining goal of  architecture. He states 
that a building utility depended on whether its 
disposition corresponded to the use for which 
it was destined. The questions of  character 
and the subjective beauty of  a building were 
all subordinate to the utility of  a building. Du-

properties of  individual building elements and 
examined how they could form elements such 
as walls, pillars and floors. The second part, 
named Composition en général, treated dispo-
sition and how to combine building elements 
into parts of  the building. (Lucan, 2013)
 The Romantics consisted of  a gen-
eration of  architects whom graduated in 
the 1820s. Félix Duban (1796-1871), Henri 
Labrouste (1801-1875), Louis Duc (1802-1879) 
and Léon Vaudoyer (1803-1872) all won the 
Grand Prix de Rome. They were to be know 
as the romantics and went on to build some 
of  the most important Parisian buildings of  
the 19th century. All of  them were involved in 
the École des Beaux-Arts, as either professors 
or directors. Duban eventually conceived the 
project of  building and uniting the buildings 
of  the École des Beaux-Arts. Unlike Durand, 
these architects were opposed to the idea of  
an architectural catalogue of  elements. A 
catalogue from which the architect chose ele-
ments which were then applied with the help 
of  a set of  fixed rules. In a discussion about 
the romantics, Jean-Louis Pascal (1837-1920) 

Figure 2: Henri Labrouste, Plan for 
a Court of  Appeals, Overall Plan, 
Grand Prix de Rome for Architecture, 
1824.

Figure 3: JNL Durand, Précis des 
leçons d’architecture donnés à l’École 
Polytechnique, Plate 12, 1802.

Figure 2 Figure 3
History of  the École des Beaux-Arts
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wrote that they considered “The exterior form 
was and ought to be the translation of  the interior 
structure, and that the nature of  materials used 
determined essentially diverse proportions and 
ratios.” (Lucan, 2013, p.65)
 Julien Guadet (1834-1908) enrolled in 
the studio of  Henri Labrouste. In 1864 he won 
the Grand Prix de Rome. In Paris he built the 
Poste Centrale du Louvre but he is more famous 
for his treatise on the education at the École 
des Beaux-Arts. He was a professor of  an ate-
lier from 1871 and eventually became professor 
of  theory. Lucan writes that during the 19th 
century the protagonists of  the school had not 
felt it necessary to publish their guiding prin-
ciples. The treatise by Guadet was published 
in 1894 and is a description of  the theoreti-
cal lectures he carried out in the school. Each 
year treats a different scale of  composition. 
The first year treats the general rules of  com-
position, the “general, unvarying principles of  
art.”. The next part, for the second-year stu-
dents, treats the individual elements of  ar-
chitecture, such as the wall, pillar, roof, etc. 
Guadet calls this the “primary grammar”. 
Following is the “elements of  composition”, ele-

ments within the big typologies are analyzed. 
For example a house consists of  elements such 
as: living rooms, bedrooms, dining rooms, etc. 
The final and third part of  Guadets theoret-
ical courses are left to the ateliers. This part 
treats composition as a whole and Guadet is 
convinced that: “Composition is not taught; it 
is only learned through multiple essays, examples 
and consultation, one’s own experience superpos-
ing upon that of  others.”(Lucan, 2013, p.156) 
For Guadet, his courses are meant to teach the 
students about the different elements of  archi-
tecture. The students will then compose, using 
the knowledge about these different elements. 
Guadet implies that composition is the combi-
nation of  parts to form a whole. Lucan reads 
this as a way of  saying: “... if  the elements of  
architecture made up its “primary grammar”, 
then the elements of  composition were its more 
advanced expression” (Lucan, 2013, p.156)
 Louis I. Kahn (1901-1974) was a stu-
dent at the University of  Philadelphia and 
graduated in 1924. At the time, the school 
based its curriculum on principles derived from 
the École des Beaux-Arts. Kahn never denied 
his connection to Beaux-Arts and many of  his 

writings should be read with a prior knowledge 
of  the École des Beaux-Arts. Lucan proposes a 
statement of  Peter Eisenman (1932-) to clari-
fy Kahn’s relation to the principles of Beaux-
Arts: “Kahn takes modern forms and uses them 
in a classical manner. His was a return to a form 
of  Beaux-Arts planning in its use of  a plain grid 
where the interstices of  the grid are taken up as 
circulation elements between the main spaces… 
Kahn proposes a condition of  almost pre-modern 
architecture; a return to the structure as the or-
der and definition of  the spatial unit.” (Lucan, 
2013, p. 487)
 Kahn consistently wrote and spoke 
about the room as the essence of  architecture. 
He reduces the principles of  the Beaux-Arts 
and extracted the essentials. In his houses 
for DeVore and Adler Kahns interest in an 
architecture of  rooms becomes apparent. In 
a description of  the two houses he writes: A 
predetermined total form, might inhibit what 
the various spaces want to be.” (Lucan, 2013, 
p.499)

Figure 4: Louis I KAHN, Adler 
House, 1954-55.

“I think architects should be composers and not designers. They should be the composers of  
elements. The elements are things that are entities in themselves.”

Louis I. Kahn, 
“Adress by Louis I. Kahn” in Boston Soci-

ety of  Architects Journal

Figure 4
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 Up until the 20th century the leading 
figures in École des Beaux-Arts had not felt the 
need to write down their guiding principles. 
Therefore, Lucan writes, the 1894-treatise of  
Guadet might be seen as a sort of  conclusion 
of  the school, which at the time had reached its 
peak. Guadet, just as Durand, placed emphasis 
on the importance of  the elements of  compo-
sition. “Just as you will execute your conception 
using walls, openings, vaults, and roofs – all the 
elements of  architecture – you will set down your 
composition using rooms, vestibules, passages, 
staricases, etc. These are the elements of  com-
position…” The architecture encouraged by 
Guadet is an architecture about the room as an 
entity (element). The conception of  the rooms 
is guided by the program, the composition is 
the collection and connection of  the rooms. 
The principles of  composition guides how an 
architect puts the elements (rooms) together 
into an united whole. An important difference 
between Guadet and Durand is that Guadet 
rejected the idea of  a compositional “procedure 
to follow”. He preferred guiding principles. My 
research on Beaux-Arts-composition is based 

on principles which Lucan chooses to examine 
in his book on composition.  (Lucan, 2013)
 Implicit Principles. Just as in any 
school, a specific vocabulary developed. The 
vocabulary might consist of  questions stu-
dents are regularly asked by the professors. 
This sort of  vocabulary rarely appears in 
theoretical texts, but nonetheless provides 
an interesting insight into the mindset of  the 
school. Following is a list of  questions often 
posed by the professors of  the school:
 Where is the dominant? Is is sufficiently 
simplified?
 The main things, are they clearly set on 
the main axes?
 Do we land in the center?
 Is there a bouchon on the axis?
 Are the courtyards big enough?
 Is there enough space between the build-
ings?
 Can I take an element out without hurt-
ing the composition? If  yes, the plan is a bad one.
 Is the terrain well utilized?
 Is communication between all the parts 
of  the plan readable?

Figure 5: Gustave Umbdenstock, 
figure 623 in Cours d’architecture, 
Volume II, 1930

Figure 5: Different partis of  composed 
plans

Compositional Principles
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 Distinguishing which is the élément 
dominant, according to Guadet, is based on a 
thorough analysis of  program and typology. 
Guadet means that, in each given typology, 
there is a room that is essential. If  that room 
would be missing, the building would no lon-
ger belong to that typology. In the second part 
of  Guadet’s course he examines different ty-
pologies, pointing out the essential rooms. He 
calls these the“elements of  composition”. Some 
examples are, the classroom for a school, the 
bedroom in a private house, etc. Lucan writes: 
“Without this element, the program could not 
have been named; it was what distinguished 
the program in the first place, its primary 
component” (Lucan, 2013, p.158) 

Dominant Element
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 The word parti is a key-word in teach-
ing of  the Beaux-Arts even though, according 
to Lucan, a clear definition is lacking. Only 
some of  the later Beaux-Arts architects/direc-
tors, such as Gromort and Umbdenstock at-
tempts to propose definitions. One definition 
put forward by Lucan is that of  Umbdenstock, 
who claims that: “The parti. The general dispo-
sition of  a plan – its broad lines and its masses 
– is what we call a parti. We say: a “symmetrical 
parti”, or “an asymmetrical parti”. In a way, it 
is hence both the silhouette of  the plan and a di-
agram enabling us to answer the demands of  a 
program. It could well correspond to what we call 
the problem solving method… The parti was born 
of  the choice of  the dominant element, a choice 
that came from simplifying, a choice that gov-
erned a whole series of  decisions: “Around this 
dominant that might be, for example, the hall of  
a bank(…), will be ordered the accompanying 
dominants if  there are any. These dominants are 
then themselves surrounded by their sattelites and 
each ensemble constitutes a mass. From the laws 
of  repartition and the balancing of  these masses, 
the parti is born.” (Lucan, 2013, p.183-184) It is 

important to remember that the parti is decid-
ed early in the process. For Gromort the parti 
is decided before composing (arrangement of  
spaces). The level of  detail in the parti could 
lead us to call it a diagram. As Umbdenstock 
claims, the drawing of  a parti should be able to 
be concealed behind a hand.
 Kahn was critical of  the use of  parti. 
He believed that a predetermined form could 
limit the spatial potential of  individual rooms. 
For Kahn, the individuality of  each room is 
more important than the compositional unity 
of  a building.

Parti
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 Establishing which room is dominant, 
is the first step in making a hierarchy of  spaces. 
The importance of  any specific room should be 
clear when looking at the plan. There should be 
a clear distinction between the dominant and 
secondary elements. Late Beaux-Arts director 
Gromort made an attempt to clarify how hier-
archy between elements could be established:

Ensure unity by seeing to it that the principal el-
ement is plainly dominant;

Give up as many secondary elements as possi-
ble in order to reduce the plan to its simplest as-
pect…;

Avoid equality between elements that are not 
identical;

See that any space or circulation is lit directly… 
give size to the courtyards;

Clearly position, every time we can, the whole of  
the composition facing towards the longest stretch 
of  the horizon, opening as much as possible the 
bodies of  the building…”
(Lucan, 2013, p.179-180)

Hierarchy
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 When Guadet wrote about the compo-
sitional principles of  the École des Beaux-Arts, 
he did not mention symmetry. Not because it 
was unimportant, but rather because it was 
implicit how essential it was In Reyner Ban-
hams book Theory and Design in the First Ma-
chine Age, he writes about why Guadet never 
mentions symmetry in his treatise : “The fact 
was, simply, that the symmetrical disposition of  
the parts of  a building about one or more axes 
was so unquestionably the master-discipline of  
academic architecture that there was no need for 
him to discuss it…”. (Banham, 1960, p.16) Lu-
can especially points to bilateral symmetry as 
the preferred way of  organizing spaces along 
an axis. Bilateral symmetry is to divide a body 
in two, along a central axis. Symmetry was im-
portant when organizing the individual rooms 
in relation to the parti but the rooms them-
selves were also to be symmetrical. Although 
symmetry was important, exceptions were not 
unusual. The relation to geometry and sym-
metry was rather pragmatic. Symmetry was 
only important in what was perceptible by 
the eye. Guadet says: “Symmetry is the regu-

larity of  what one sees in a single look… Sym-
metry is intelligent regularity…”(Lucan, 2013, 
p.170)  As an example, he makes a comparison 
between place Vendôme in Paris and place Bel-
lecour in Lyon. Place Bellecour is considerably 
larger than place Vendôme and because of  the 
sheer size, symmetry in place Bellecour is un-
perceivable. The much smaller place Vendôme 
is strictly symmetrical in the composition of  
the facades, which is perceivable when being 
there. The conclusion is that you should not 
waste resources on symmetry if  it is not per-
ceivable. (Lucan, 2013)

Symmetry
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 Guadet makes an important distinc-
tion between surfaces utiles (the rooms) and 
circulations, that he also called frais généraux 
of  the composition. He saw these “serving 
spaces” as a great resource for the architect’s 
conception. The circulation spaces were the 
spaces that were “left” after the principal 
rooms hade been composed. The spaces in be-
tween rooms. They are of  course essential to 
make a building function, but since they were 
not part of  the program, Guadet considered 
them frais généraux. Kahn describes it as an 
architecture of  connections and he highlights 
that the connecting spaces have equal value as 
the principal spaces.

Hierarchy
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 Since the final goal of  this thesis is to 
draw a library, I have chosen to exclusively an-
alyze libraries. The analysis will consist of  an 
application of  the compositional principles on 
four libraries. The examples have been chosen 
based on being mentioned in relevant litera-
ture. The first example is a school project of  
Francois-Louis Boulanger from 1834. It is fea-
tured in the Beaux-Arts exhibition at MOMA, 
curated by Arthur Drexler. The second ex-
ample is the highly acclaimed Sainte-Gen-
eviève library by Labrouste. It is regularly 
cited by Guadet as being a major work of  the 
Beaux-Arts. The third example is the library 
of  Strasbourg from 1895. It is mentioned by 
Guadet as a library that has a similar parti as 
the Imperial Library of  Labrouste. The final 
example is the Exeter Library by Louis Kahn. 
Even though he was educated in a Beaux-Arts 
school, he is predominantly seen as a modern-
ist architect. To search for eventual traces of  
Beaux-Arts in a modern library could give in-
teresting insights in the universal relevance of  
their compositional principles.

Analysis of  Principles
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 In 1834 Francois-Louis Boulanger 
draws a library as a school project. Arthur 
Drexler mentions the library as an example 
of  a project that was relatively modern for 
its time. He states that: “Francois-Louis Bou-
langer’s Library shows such a distinguished and 
strikingly “modern” plan, with an elevation that 
reveals little about the interior because it is con-
ceived as an essentially fixed public gesture.” 
(Drexler, 1976, p.14)

ancient Greeks and Romans. The reconstruction of the
Tiber Island by Marie-Antoine Delannoy presents a
cluttered and colorful image of Roman urbanism, with
monumental public buildings crammed against ordinary
houses.

Beginning with the Protestant Church of Felix Duban
in 1829, the fifth-year envois depicted such non-tradi
tional structures as frontier monuments and warehouses,
which were based on a variety of provincial models
deemed unacceptable by the Academie. And it was the
Academie, not the Ecole, that judged the Grands Prix and
the subsequent student work of the winners. The effect of
these projects on architectural students was immediate,
and a number of students entered ateliers of the radicals;
but attempts to alter architectural doctrine within the
Ecole failed. The formal standards and forceful tradition
of planning of the eighteenth century prevailed among
prize-winning projects. Frangois-Louis Boulanger's Li
brary shows such a distinguished and strikingly "mod
ern" plan, with an elevation that reveals little about the
interior because it is conceived as an essentially fixed
public gesture. It was not until the late 1840s that student
projects for the lesser competitions became freer in ref
erence and interpretation, as the deaths of the last major
theorists and teachers of eighteenth-century ideas opened
the way for younger, more liberal men on the jury of the
Ecole. By that time, the patronage of Louis Philippe's
government had given the Grand Prix laureates of the
1820s the opportunity to set their ideas in stone in a series
of major institutional buildings, and their influence was
felt in the Ecole and throughout France.

Francois-Louis Boulanger. Bibliotheque. 1834. Concours d'emu-
lation, rendu. Elevation and plan.

14

Figure 6: Francois-Louis Boulanger. 
Bibliothèque. 1834. Concours d’ému-
lation, rendu. Elevation and Plan.

Figure 6

Library of  F.L. Boulanger
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 1 Parti. Boulangers proposal presents 
an interesting discussion of  the difference be-
tween parti and a arrangement of  spaces (Gro-
mort parti). Either you could consider the out-
er perimeter as the parti, or the inner outline, 
consisting of  the outline of  the elements. The 
first consideration would emphasize the indi-
viduality of  each element, as Boulanger drew 
an outer periphery and proceeded to place the 
elements within the parti. Although plausible, 
this would also mean that the character of  
the parti, is less strong. Since the parti is only 
a container of  elements, it could have been 
drawn in any other way without consider-
ably affecting the contained elements. Arthur 
Drexler points out that for Boulanger, the out-
er wall is considered a fixed public gesture. It 
was something separated from the content of  
the building itself.
 2 Dominant Element. According to 
both Guadet and Labrouste the most im-
portant room of  a library is the main reading 
room. The main space, the élément dominant 
is placed in the middle of  the central axis. 
Movement is directed along the major axis and 

leads visitors into the main reading room. (Lu-
can, 2013)
 3 Hierarchy. The spaces are arranged 
along the main axis and the importance of  the 
space is relative to its distance from the axis. 
There are no competing organizational axes.
 4 Symmetry. Boulanger organizes his 
plan along a strong central axis. The axis gives 
a clear direction through the building. Perpen-
dicular to the major axis there is a secondary 
axis which gives the plan a fourfold symme-
try. As it is a competition proposal, Boulanger 
manages to avoid deviances in symmetry even 
in individual rooms. Looking at the individual 
elements of  the plan, they are within them-
selves, symmetrical. I would not consider Bou-
langer to be over elaborately symmetrical in 
his proposal since the scale of  the drawn spac-
es are all within a coup d’oeil. 
 5 Serving Spaces. The scheme present-
ed by Boulanger is very conceptual and I am 
not sure whether he had to consider the practi-
cal necessities of  a library. Apart from the en-
trances, there are no apparent serving spaces 
such as storage or circulation.
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 The library of  Sainte-Geneviève was 
built 1838-1851. The architect Henri Labrouste 
(1801-1875) was a former winner of  grand prix 
de Rome. It lies on the Place du Panthéon, 
opposite of  the Panthéon completed in 1790 
according to drawings by Jacques-Germain 
Soufflot (1713-1780). 

Figure 7: Maria Nguyen, Salle de 
lecture Bibliothèque-Sainte-Gen-
eviève, 2011.

Figure 7

Library of  Sainte-Geneviéve
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 1 Parti. The parti drawn by Labrouste 
is a rectangle which enables the reading rooms 
to be lit from three different direction. Guadet, 
in the chapter about libraries in Éléments et 
theories, writes about the importance of  light-
ing the reading rooms from different direc-
tions. Labrouste manages to light the reading 
rooms without using any courtyards, a meth-
od often seen in Beaux-arts building.
 2 Dominant Element. The obvious 
dominant elements are the reading room. On 
the ground floor the plan is replicated and the 
space of  the reading rooms are replaced by 
book storage. Small stairs in the corners makes 
the book storage accessible directly from the 
reading rooms.
 3 Hierarchy. Since there is only one 
room there are no hierarchical relations be-
tween elements. I would argue that there is a 
slight programmatic hierarchy which can be 
detected in the plan. The bookcases are placed 
on balconies, only accessible by small staircas-
es. The indication is that the libraries main 
purpose is to study at a table.
 4 Symmetry. Labrouste deals with the 
axeses in a complex way. There are two plausi-

ble axes which could play the role of  a central, 
organizing axis. Axis A is the axis to which 
the rooms are aligned. Interestingly though, 
because of  the stair element, the plan is not 
completely symmetrical along axis a. By put-
ting structural elements in the middle of  axis 
A, Labrouste deemphasizes the importance of  
axis A. On the contrary, axis B, is bilaterally 
symmetrical. I would consider axis B to be less 
major because of  the importance of  the rooms 
it aligns. 
 5 Serving Spaces. Labrouste uses the 
characteristic Beaux-arts technique of  the 
poché. Simply explained poche is a way to 
use the depth of  a wall to either make circula-
tion, or to “fill out” a plan to make it geomet-
rically complete. In the case of  bibliothéque 
Sainte-Geneviève, Labrouste uses the thicker 
corners to make the book storage accessible 
from the reading rooms. The main circulation 
space is placed outside of  the main volume. 
Guadet’s description of  serving spaces (frais 
généraux) describes them as being in between 
designated rooms. Presumably, Labrouste 
pushes the circulation out of  the reading 
rooms to avoid noise. 
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 The library of  Strasbourg was com-
pleted in 1895 in Strasbourg. The project 
was conceived by german architects Au-
gust Hartel (1844-1890) and Skjold Neckel-
mann(1854-1903). Guadet names the library 
of  Strasbourg as an example resembling the 
Imperial Library by Labrouste. They both 
have very large collections of  books and at-
tempts to make them easily accessible from 
the reading rooms.

Figure 8: Claude Truong-Ngoc, The 
library after restoration, 2014.

Figure 8

National University Library of  Strasbourg
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 1 Parti. The architect is demonstrating 
an example in how serving spaces are used to 
execute a parti. The parti resembles a square 
with a protrusion in the back. Within the parti 
the architects arrange the rooms and between 
those are circulation spaces and courtyards. 
Guadet pointed out the importance of  lighting 
reading rooms from different directions. The 
courtyards placed between the central reading 
room and the outer ones, help not only with 
lighting but they are also essential to the parti. 
(Lucan, 2013)
 2 Dominant Element. The central 
reading room is clearly the dominant element 
of  the plan. Not only are the other rooms 
spread around it like satellites, but a visitor is 
also guided towards it by a sequence of  spaces. 
 3 Hierarchy. To read the importance of  
a room in a Beaux-Arts plan, you can look at 
its position relative to the axis or you can look 
at the size of  the room. In a Beaux-Arts plan 
these factors are ideally combined so that the 
important spaces are placed along the princi-
pal axis.

 4 Symmetry. The major axis runs 
through the central spaces and aligns the main 
reading room and as the entrance hall. Along 
the axis, rooms are arranged in a bilaterally 
symmetrical order. The reading rooms are ar-
ranged according to a secondary axis which 
runs through the center of  the main reading 
room.
 5 Serving Spaces. The architect draws 
a sequence of  large distributing rooms along 
the central axis. Similarly, to the famous stairs 
of  the Opéra Garnier, the public distributing 
spaces are large, indicating a direction for visi-
tors. Small circulations are occasionally placed 
in thick structural corner, a method that we 
recognize from the library of  Sainte-Gen-
eviéve.
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 The library of  Phillips Exeter Library 
was conceived between 1965-1972. It is locat-
ed in Exeter, New Hampshire in USA. The 
library is essentially a top lit main room sur-
rounded by stacked reading rooms. The main 
room brings people together while the sur-
rounding reading rooms are used for concen-
trated studies.

Figure 9: Xavier de Jauréguiber-
ry, Louis Kahn Library at Phillips 
Exeter Academy, 2011.

Figure 9

Phillips Exeter Library
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 1 Parti. Kahn, who expressed his dis-
regard for the use of  parti, could be consid-
ered to arrange his spaces around to the inner 
space. As Kahn said: “A predetermined total 
form might inhibit what the various spaces want 
to be.” (Lucan, 2013, p. 490). Even though the 
reading spaces are arranged around the inner 
void, the shape of  the reading rooms are not 
decided based on the shape of  the inner room.
 2 Dominant Element. The organizing 
element of  the Exeter library is the central 
core. If  you except the ground floor, the or-
ganizing element could then be considered as 
a void. It is of  course not only a void since it 
functions as a lightwell. Translating it to the 
language of Beaux-Arts the central void could 
be considered as a multistorey courtyard, a 
“void” used to bring light into buildings. Fol-
lowing the grammar of  Beaux-arts, Kahn has 
turned a serving space into an élément domi-
nant.  
 3 Hierarchy. Considering the inner void 
as the organizing element, the hierarchy of  the 
remaining spaces becomes fairly evident. The 
spaces aligned to the inner room are the read-

ing rooms. The only designated spaces are the 
reading rooms. These are aligned with both 
the inner void but also to the outer façade, 
giving it light from two directions. 
 4 Symmetry. Kahn, rather than or-
ganizing along an axis, arranges his rooms 
around the central space. The major axis can 
be found by looking at the placement of  the 
entrance at the first floor. It is also indicated 
by the difference in lower quadrant. Kahn also 
introduces diagonal axes, along which the cir-
culations are symmetrical.
 5 Serving Spaces. In the section about 
dominant element, I wrote about the inner room 
as an arranging space that is also a serving 
space. In the Exeter library Kahn turns struc-
tural elements into serving space, similarly to 
Labrouste in the library of  Sainte-Geneviève. 
In each corner of  the Exeter there is a block of  
loadbearing walls containing circulation and 
other serving functions.
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Helsingborg

Contextual Cues
City Park
Helsingborg Library
 History
 Composition
 

Figure 10: Painting by Axel Kulle depict-
ing life inside Kärnan during the 19th cen-
tury. Denmark seen in background.

Figure 10: Axel Kulle, 1884.
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 Öresund. Helsingborg is a city named 
after its geographical location. When the Dan-
ish kingdom was founded Helsingborg was one 
of  the first cities. It was first mentioned in 
1070 by the german priest Adam of  Bremen. 
The narrowest point of  the strait of  Öresund 
was called Helsen (the throat) because of  the 
geological formation. The cities on each side 
were subsequently called Helsingör and Hels-
ingborg. The proximity between the two cities 
(4 kilometers) guaranteed the cities a political 
importance and to this day they remain the 
main cities of  northern Öresund.
 Main Axis. The long street of  
Drottninggatan runs from Sofiero in the north 
and transitions into Järnvägsgatan in the 
south. The streets go parallel to the sea and 
I would claim them to be the main axis of  
the city. Traditionally, important institutions 
are placed along these streets. The city has a 
socioeconomical division between the north 
and the south. This is visible in the streets 
of  Drottninggatan and Järnvägsgatan. After 
Knutpunkten the allowed velocity for cars is 
raised and the street loses its pedestrian qual-

ities. The west turns into a rail yard which 
block the connection to the sea. The east of  
Järnvägsgatan after Stadsparken, is the dis-
trict of  Söder (South). The housing blocks 
after this point are more introvert, directed 
away from Järnvägsgatan.
 Kärnan. The castle of  Kärnan is a 
fortification located on the plateau of  land-
borgen. Research on the foundations of  the 
castle dates its origins to the 1310’s. Up un-
til the Swedish conquering of  Scania in 1658, 
the castle remained an important siege for east 
Denmark. 
 Helsingborg Brick. Helsingborgs 
Ångtegelbruk was founded in 1873 and pro-
duced their famous bricks up until 1978. The 
dark red bricks have been an important fea-
ture both locally but also nationally. In Hel-
singborg buildings such as the town hall, the 
restaurated Kärnan and the library have 
bricks from Helsingborgs Ångtegelbruk. The 
brick plays a significant part in the churches 
built by Sigurd Lewerentz (St. Petri in Klip-
pan and St. Mark in Björkhagen). 
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Kronborg, Helsingør Kärnan, Helsingborg

Figure 11: Helsingborg Brick

Figure 12
Figure 11: Bengt Oberger, Förband 
av hårdbränt Helsingborgstegel, 2010.
Figure 12: Helsingborgs Stad, Flyg-
foto/Ortofoto, 2018.

Helsingborg
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 In 1870 the area of  Stadsparken was 
donated to the city from the Krook-brothers. 
The intention was to plant a park. One of  the 
first steps in the process was to make the road 
which got the name Trädgårdsgatan (Garden 
Street). As shown in figure 13, the park is lo-
cated just outside the medieval city. In 1877 
the park opened to the public and 1896 the 
fountain in front of  the library was inaugurat-
ed. In 1952 the paths of  the park were redrawn 
to better suit the surrounding city. With the 
aim to make the park more inviting and safe 
changes were made to the park in 2005. Some 
of  the changes involved removing high bushes 
that obstructed views and created dark, en-
closed spaces. The park has an open character 
and is punctuated by a big variety of  trees. 
Like the rest of  the city, the park inclines from 
east to west. The total difference in height be-
tween the easternmost point to Järnvägsgatan 
in the west is approximately 7 meters. 
 Unfortunately, the generous donation 
of  the Krook-brothers created a barrier be-
tween the north and the south of  Helsingborg. 
Stadsparken, the Villa of  Konsul Persson, land-

borgen and the cemetery, creates a distinct 
barrier. It is a hard task to connect the north 
to the south since building is either forbidden 
or topologically disadvantageous in the men-
tioned area. 

Figure 13: Georg Braun, Civitates 
orbis terrarum, 1588.

Figure 13

Helsingborg City Park
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Since the park is one of  few crossing points be-
tween the north and the south, a considerable 
amount of  people circulates through . It is 
especially important for those from the south 
wanting to use the central station (1). 
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Helsingborg Library
 The city library of  Helsingborg was 
inaugurated in 1965. The architect was Jörgen 
Michelsen, a Norwegian who 1961 got the mis-
sion to continue a proposal made by the city. 
A location in the south-east corner of  Stad-
sparken was already decided, it would lie along 
the most used path to cross between north and 
south. The proposal suggested a building with 
two floors, measuring 40x40 meters. In 1992 
the atrium was covered by a glass roof  and part 
of  the roof  was made accessible for the library.  
In the 1960’s Helsingborg brick proved to be 
a popular material. Examples of  buildings us-
ing it was the Lewerentz churches, Åhlens City 
in Stockholm(1964 by Backström & Reinius) 
and S:t Tomas church (1960 by Peter Cels-
ing) in Stockholm. The brick was an obvious 
choice or Michelsen. Structurally the brick is 
combined with reinforced concrete. The role 

of  each material is expressed in the exterior. 
Long slabs of  concrete are carried by brick in 
a similar way as in the Maison Jaoul (1954-
1956) by Le Corbusier. Whereas the exterior 
is characterized by dark brick and crouching 
volumes, the interior is light and vertical. The 
bricks are painted white and the carpentry are 
made of  light Swedish pine. 
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  A first reading of  the plan 
might propose a composition inspired by col-
lage. Artists such as Picasso, Léger and Braque 
started experimenting with the collage in the 
early 20th century. The cubists that started 
using collage as a method, were working along 
the same tendencies as Cézanne. The construc-
tivist theoretician Nicolas Taraboukin (1899-
1956) wrote that: “It is with Cézanne, that 
painting begins to concentrate all of  its attention 
on the genuine material structure of  the painting, 
which is to say the color, the technique, the con-
struction and the material itself.”( Lucan, 2013, 
p.424) Reading this quote, one could sense 
that a separation from classical composition 
is ongoing. Even though both Beaux-Arts and 
Cézanne emphasizes the importance of  the 
individual elements, Cézanne has started to 
disregard the importance of  the part-to-whole 
relationship.
 As an example of  a collage-building, 
Lucan proposes a reading of  the Swiss Pavil-
ion in Paris’s Cité Universitaire (1929-1933). 
The student housing is comprised of  a straight 
volume set on pilotis and a single-story en-

trance hall. Lucan writes: “Each part, the stu-
dent residence and the entrance hall, answered to 
a different logic. With the respect of  the ensemble 
of  these two parts, can we still speak of  composi-
tion? Yes, as long as it is through composition by 
collage or by assemblage.”(Lucan, 2013, p.427) 
The two different parts does not form a whole 
and removing one of  them would not ruin the 
composition. There is no longer a geometrical-
ly defined shape containing the library.

Composition of  Helsingborg Library
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 The outer perimeter of  the building is
derived from a square which is then dissolved. 
The resulting shape is a consequence of  the im-
mediate context of  the park, an old tree that 
had to be preserved and the spaces required by
the program. East of  the building is a path 
running between north and south. It is the 
most important pedestrian path since it runs 
from the central parts of  the south to the cen-
tral station in the north. The large reading 
room retracts from the path and accentuates
the direction of  movement. The old tree that 
was the main reason of  the central courtyard, 
unfortunately died during construction. The 
courtyard remained open until 1992 when it 
was covered by a glass roof. The glass roof  en-
abled the use of  the west roof  as library space.
 Axes. The library is organized with 
four loosely arranged axises around the cen-
tral courtyard. They are not as clear or domi-
nating as the Beaux-Arts axises seen from the 
researched examples. Neither of  the axises is 
a strong organizing spine around which the 
rooms are aligned. They are also often ob-
structed by elements such as stairs and col-
umns. I would rather claim that some of  the 

rooms around axis B and C, oscillates between 
being rooms and being circulation space. Axis 
A is the main axes, it leads from the entrance 
to the main reading room and ends in the staff  
entrance. The end of  Axis A is also the start of  
Axis D. The axis runs through a reading romm 
and ends in a view towards the park.
 Elements. The spaces of  the library 
are organized around a central courtyard. A 
hierarchy between the parts are hard to dis-
tinguish in plan. By giving the western read-
ing room an exaggerated height, Michelsen 
indicates which is the main reading room. Mi-
chelsen is not closing rooms and the plan gives 
an impression of  open space. The open space 
is clearly sensed when visiting. The covered 
courtyard is now working as a nave. Circula-
tion is mostly made through the rooms. The 
serving spaces are blended into the main spac-
es. Unlike Guadet, Michelsen does not take ad-
vantage of  any serving spaces to make grand
gestures. I would consider the lack of  circu-
lation spaces to be a weakness of  Michelsen’s 
library. Noise and movement easily disturb 
the spaces that are supposed to be for solitary 
reading.

Axes

Elements

A

D

B

C

Composition of  Helsingborg Library
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 Luckily enough, the prime of  the 
École des Beaux-Arts occured in an interest-
ing period of  library history. The emergence 
of  public libaries in France brought an dis-
cussion on how libraries should be conceived. 
The arguably most interesting figure in that 
discussion was Henri Labrouste. Even though 
Labrouste’s most famous projects (Biblio-
thèque Sainte-Geneviéve and Bibliothèque Na-
tionale) are both libraries their programmat-
ic approach are very different. The different 
types are representational of  their time, but I 
would claim their relevance even in a contem-
porary discussion about libraries. 
 Neil Levine, Professor of  the History 
of  Art and Architecture at Harvard Universi-
ty, writes about the emergence of  library sci-
ence in the early 19th century. He writes an 
article named: The Public Library at the dawn 
of  the new library science: Henri Labrouste’s two 
major works and their typological underpinnings 
for the Henri Labrouste: Structure Brought to 
Light, at Moma New York. N. Levine states 
that the nationalization of  books following the 
French Revolution combined with an acceler-
ation of  book publishing in the period 1815-
50, made it necessary to discuss the function 
of  a library. He cites Leopoldo della Santa as 
an important, early contributor to the subject. 
In 1816 Leopoldo della Santa publishes a tract 
called Della costruzione e del regolamento di una 
pubblica universal biblioteca. His tract points 
at the importance of  cataloguing and securi-
ty and proposed a separation of  reading room 

from book storage spaces. 
 According to Neil Levine, it is unclear 
to what degree Labrouste was aware of  the 
discussions on library science when the con-
ception of  the Bibliothèque Sainte-Geneviéve 
started in the 1850’s. Levine cites a few exam-
ples of  libraries we are sure Labrouste was well 
acquainted with. All the cited libraries were 
of  a postmedieval gallery-type. These were 
characterized by “…a long, usually vaulted hall 
lined with closed bookcases reaching to cornice 
level, such spaces more often than not placed a 
concern for representation over that for work and 
study.” (N.Levine, 2013)
 The project of  Bibliothéque Sainte-Gen-
eviéve emerged from the institution of  evening 
hours in 1838. It’s location in Paris’s Latin 
Quarter meant that its main purpose was to 
serve students rather than advanced research-
ers. Labrouste emphasized the library’s pub-
lic importance when describing the project to 
the government, he describes the library as 
“of  paramount usefulness in the neighborhood 
inhabited in large part by the students… These 
students can make use of  the library during the 
long winter evenings that were previously wast-
ed in small theathers, bars and fencing halls”. 
(Henri Labrouste, “Bibliothèque de Sainte 
Geneviève. Projet d’un bâtiment… destiné à 
recevoir la ….)
 Levine states that even though the 
Bibliothèque Sainte-Geneviève is resembled the 
gallery-type library, it is vastly different in 
the approach towards visitors. The old gallery 

type encouraged an ambulatory visitor, walk-
ing around admiring the collection. The interi-
or perspective of  the Bibliothèque Sainte-Gen-
eviève illustrating an article written by one of  
its librarians, shows that the library was hard-
ly meant for showcasing a collection.
 I think that the 18th century discus-
sion about a librarys function is interesting in 
relation to the debate being held today. When 
conceiving a contemporary library the key-
words are often that it needs be a public space. 
A problem is that the demand for an open, 
public library is rarely followed by a specific 
definition of  what a public library is. Since the 
public have different purposes when visiting a 
library, the demand for a public library rarely 
becomes poignant enough to guide the concep-
tion of  the library. As an example, a student 
visiting a library has different requirements 
than someone going to the library to socialize. 
These visitors require different spaces and to 
solve issues such as noise, these spaces might 
require to be separated. In the current library 
of  Helsingborg, the fluent and open composi-
tion results in ill-defined spaces which inhabits 

certain users. As an example, the café is con-
nected to almost all the other rooms of  the li-
brary. The result is that the noise, which is a 
natural consequence of  a café, leaks into spac-
es intended for studying.
 My aim when composing an extension 
to the library of  Helsingborg, is to provide a 
range of  different spaces, making different 
public behaviors possible. The spaces that I 
provide should be complementary to the cur-
rent library, an emphasis should therefore be 
on the type of  spaces that the current library 
lacks. In my opinion, the current library pro-
vides good spaces for meeting, but lacks spaces 
for concentrated work.

Figure 14: Trianon, Bibliothèque 
Sainte-Geneviève Reading Room 
Interior Perspective, 1851.
Figure 15: Davide Galli, Biblio-
théque Nationale de France, 2017.

Figure 15

Figure 14
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 The Idée Primordiale of  the extension, 
is to take advantage of  the slope to connect the 
current library to the main axis of  the city. At 
the same time, the extension aims to reduce its 
footprint in the park. The first floors are there-
fore lowered into the park, making them ac-
cessible to walk on. The rest of  the extension 
is extruded as a thin tall volume, pushed to 
the back of  the park. The spaces of  respective 
libraries are connected by the prolongation of  
an axis in the existing library.
 The part of  the libry which is above 
ground is separated from the existing library. 
The main reason is to no block any pedestrian 
circulation through the park. The transitional 
paths from south to north are  maintained.

“What is intuition? For Garnier, it was not something we were born with but rather the end result of  
a long apprenticeship similar to that of  a pianist... If  we turn to field outside of  architecture, we see 
Garnier’s conditions echoed in those of  his contemporaries, Gustave Flaubert (1821-1880), in a dis-
cussion of  novel-writing: “ A good subject for a novel is one that comes all of  a piece and in a single 
go. It is a generating idea [idée mére] from which all the other ideas flow.” (Lucan, 2013, p.84)

Idée Primordiale
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 Method. To research and adapt a 
different method of  conceiving architec-
ture have given me valuable insights. It 
has not only given me a new perspective, 
but it also made me reflect on the methods 
I have been given from my education. One 
of  the insights is hierarchy between the 
room as an element and the concept of  the 
building. A Beaux-Arts building is defined 
and composed by the constituent rooms. 
This means that the architect should en-
vision the rooms and thereafter compose 
the ensemble. There is of  course excep-
tions to this method, as can be seen in the 
Sainte-Geneviéve library. Site restrictions 
could lead to a somewhat fixed ensemble, 
in which the architect envisages rooms. 
 Compositional Principles. I found 
it helpful and inspiring to guide my work 
with some compositional principles. The 
principles made it easier to make a consis-
tent project. On all floors, the process be-
gan in similar ways with a decision about 
which is the dominant element. I then 
proceeded to envisage the characteristics 

of  the dominant element and the adjacent 
rooms. The different elements where there-
after assembled. As the extension consists 
of  six different floors, it might have been 
easier to base the compositions on the ver-
tical circulation. Even though the circula-
tion is far from unimportant, the method 
I chose to examine forced me to prioritize 
the rooms over the serving spaces. The 
principle I found the hardest to use was 
symmetry. Most of  the rooms are in them-
selves symmetrical but when assembling it 
was often hard to motivate strict symme-
tries. I did however, find it useful to com-
pose with help of  óne or multiple axises.
 Exterior/Interior. Since I aimed at 
making an extension with a small foot-
print, the perimeter of  the building was 
decided early in the process. With inspira-
tion from F.L. Boulanger I gave the facade 
a coherent expression with only subtle 
indications of  the internal organization. 
Generally, the interior of  an Beaux-Arts 
building is reflected onto the exterior. An 
exception to this is the library of  Bou-
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langer. Drexler writes that: “Francois-Lou-
is Boulanger’s Library shows such a distin-
guished and strikingly “modern” plan, with 
an elevation that reveals little about the inte-
rior because it is conceived as an essentially 
fixed public gesture.”. (Drexler, 1976, p.14) 
The statement from Drexler presented 
me an interesting duality about the ex-
pression of  a building. To build in a city 
is to incorporate it into a “spatial struc-
ture” (Aldo Rossi, The Architecture of  
the City, Cambridge, 1982, p. 23). Rossi’s 
book L’Architettura della cittá from 1966, 
proposes a ”theory of  permanences” which 
states: “The city is something that persists 
through its transformations, and… the com-
plex or simple transformations of  functions 
that it gradually undergoes are moments in 
the reality of  its structure.” (Aldo Rossi, 
The Architecture of  the City, Cambridge, 
1982, p. 55-56). Rossi sees the spatial struc-
ture of  the city as permanent whereas the 
functions will change. The “civic gesture” 
of  Boulanger is a gesture that will prevail, 
even though the function of  the building 
might change. 
 Flexibility. I have intentionally dis-
regarded the popular demand for flexibili-
ty in my extension. Reading about Beaux-
Arts has given me faith in the room as an 

element. I believe that if  a building offers 
a range of  different spaces it will also be 
able to host a range of  different functions. 
To prioritize flexibility is to prioritize a 
vague, undecided future. I am not stating 
that flexibility is unimportant, I am only 
stating that the composer of  a building 
shouldn’t let an undecided future dictate 
their work. On the subject of  flexibility 
in architecture, the polemic writer Michel 
Houellebecq writes: ” Polyvalent, neutral, 
and modular, modern places adapt to the in-
finity of  messages of  which they must serve 
as a support. They cannot allow themselves 
to offer an autonomous meaning, to evoke a 
particular atmosphere; they can therefore not 
have beauty, poetry, nor more generally their 
own character. Stripped of  all individual 
and permanent character, and on this condi-
tion, they will be ready to welcome the indefi-
nite pulse of  the transitory.” 
 Conclusion. The most important 
part of  my research was to question my 
compositional habits. I believe that the” 
forced” implications of  a different compo-
sitional system has given me new tools and 
perspectives. To reconsider the open plan 
has been interesting and I have gotten a 
deeper understanding of  both the open 
and closed plan. 
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Evolution of  the Reading Room
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Evolution of  the Office
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