DS5 WORK/SPACE
The city is a place where nature and new industry collide – where the technological meets
the natural. The term Nature is defined at present as:
•

1 [mass noun] the phenomena of the physical world collectively, including plants, animals, the

landscape, and other features and products of the earth, as opposed to humans or human creations:the
breathtaking beauty of nature

• the physical force regarded as causing and regulating the phenomena of the world:it is impossible to
change the laws of nature

DS5 expects to challenge this notion and argues that the boundary between natural and
technological has become too blurred to be meaningful. Industry was once the antithesis of
nature, but as we progress the city becomes less industrial and industry becomes
technology – the office and the manufacturing space are regulated, technology-driven
spaces that bear little relation to the factories and workhouses of previous generations. Once
clear the distinction between industry (human creation) and nature (products of the earth)
has been erased.
We will ask you to consider places to work in the context of this statement and start to think
about the city as an ecosystem where connections between the natural and unnatural are
becoming unclear. The workspace and the park.
Welcome to the studio:
Agenda for day 1 week 1 Tuesday 25/10/2013
11:00 – Unit Agenda
-

Scope
Expectations
Demand
Manifesto

11:10 – Introductions
12:00 – Setting Rules
-

Tutorial system
Crits/Reviews
Strike system
Complaints procedure
Expectations
Work/Life balance
Location/Space

12:30 – Lunch
13:30 – Show and tell – last year.
14:30 – Introduction of project one – Ideal Workspace (see attached sheet)
14:40 – Introduction of project two – Blog (see attached sheet)
14:50 – Introduction of project three – Intersections Video (see attached sheet)
15:00 – Team building.
15:10 – CPD part 1
15:20 – CPD part 2
15:30 – Questions/Any other business
15:45– Manufactured Landscapes Screening

DS5 P1 Ideal Workspace

Imagine your ideal workspace.
Where would it be?
Imagine the view
Imagine the equipment
Imagine the atmosphere
Imagine the technology
Imagine the container
Timescale: 1 Week
Production format: Digital or physical collage A2 size at 150dpi
Production materials: found images
Collage 1: Perspective
Collage 2: plan or section
All images must have a title.

Your work-space is the place where you may spend a large proportion of your life. It is
the place where your value is realised. It is the place where your ideas have the
potential to be explored. Question the alienation of the worker from the work — from
the product of his/her labour. Question the alienation of the worker from working —
from the act of producing (Marx)

Project 1a cont:

Notes: Your first attempt may not be the answer
Notes: There is no right or wrong
Notes: No Nudity
Notes: The first question is “what is work?”
Notes: The second question is “what does it produce?”
Submission format: 5 minutes to show and describe your collages
Deadline: Tuesday Week 2 11am (02/10/2012)
The INVISIBLE WORKSPACE is a project that explores the architecture of the new nature that is evolving from a culture whose dominant raw
materials exist outside the visible spectrum. It is a particular example of a general condition in which familiar programmes are being fragmented,
globalized, and the building as a signifier is being displaced by a logo. The marble concourse of the bank dissolves into a black horse. The brand
is the architecture. Driven by the same technological circumstances as the bank or the post office, we can assume that the evolution of other
data/knowledge/information based factories, such as the university, will follow similar trajectories and have to answer common questions in
particular what are the architectural needs of such industries when we find ourselves in a culture where there are more radios in cars or phones in
pockets than in buildings. A culture of a continuous ventilation and circulation of information.
The Invisible WORKSPACE attempts to avoid seeing architecture as a set of shapes preferring to see it more as a sensitive responsive system.
An electronic topology constantly tuning and retuning itself.

6 HOURS, CHRIS LEUNG

DS5 Blogs

Set up your own Blog
Company analysis
Timescale: 1 Week
Production format: Online Blog
Production materials: Internet connection/smartphone/PC

Wordpress/Tumbler/Other

You are asked to create a blog to upload your research and work to on a regular basis. We
will expect you to update your blog at least twice a week with a variety of media and
information. Work in progress drawings are acceptable for the blog and should be uploaded
regularly. You should tag your posts appropriately: tag suggestions include: TECHNOLOGY,
NATURE, WIP, DRAWING etc. Tagging will enable you to sort your information.
Notes: Look at each-others blogs
Notes: don’t be afraid to post
Notes: Everyone can see it
Notes: Google is your friend
Notes: Know where you found your information, be aware of references
Submission format: On-going Digital Prescience
Deadline: Tuesday Week 2 11am (01/10/2013)
1. www.wordpress.com
2. www.Tumbler.com
www.google.com
PRESS THIS
Unit Blog: http://DS5.optik.org.uk

DS5 CPD part 1+2
Weekly CPD session – session 1 Week 2 Presentation date: 1/10/2013
CPD 1: Materials research. Individual research

Find a material that has the potential to be used in architecture. Your task is to find a material
that we have not heard of and present that material to us
Notes: What is the material?
Notes: Who makes it?
Notes: Why is it important?
Notes: What does it look like?
Notes: What can you use it for?
Submission format: 3 min presentation with questions
Deadline: Tuesday Week 2 11am (01/10/2012)
CPD 2: My favourite WORK BUILDING
Bring one image of your favourite workspace/building. Be selective. Research the building –
you will be questioned by your colleagues
Notes: Who designed it?
Notes: Who uses it?
Notes: Why did you choose it?
Notes: When was it constructed?
Submission format: 3 min presentation with questions
Deadline: Tuesday Week 2 11am (01/10/2013)

DS5 P3 THE INTERSECTION.

Create video about intersections of technology and nature. You must choose three
intersections that exist around you that can be filmed and shoot them beautifully. The
final video will be edited and composited to 1 minute long. No credits are required.
Premiere and Aftereffects may be used
RULES:
Sounds must be generated by process filmed
No recognisable speech
Any text must be embedded into scene
Exactly 1 minute.
Work in groups of 3
THERE IS AN ERROR ON THIS SHEET (Intentional)

Timescale: 2 Weeks
Production format: H264 Movie at 720p Widescreen
1 Movie (Week 3)
1 Storyboard/roughs (Week 2).
Movies will be shown at tutorial location Week 3

DS5 P2 The Connected Worker

What are you connected to?
How are you connected?
Imagine your workspace without stuff – only connections
wireless
wired
Thoughts?
routes
rituals
Timescale: 1 Week
Production format: Digital or physical drawing
Drawing 1: 3D line drawing
All images must have a title.

What connections exist in your current home workspace? Draw only the nodes,
connections and links in your workspace – concentrate on the spatial and temporal
qualities of the links. The centre of the drawing should be you. The drawings will form
a map of the invisible connections within your office. Where are the crucial
information exchange nodes in your working environment? Note your workmovements for two days and use this information in your drawing.

Project 1a cont:

Notes: There is an invisible data environment around you
Notes: Everything needs power
Notes: Battery-life becomes an operating parameter
Notes: The second question is “what is work?”
Notes: Technology may be your notebook or your netbook
Submission format: 5 minutes to show and describe your drawings
Deadline: Tuesday Week 3 11am (08/10/2013)

DS5 CPD part 3
Weekly CPD session – Session 2 Week 2 Presentation date: 9/10/2012
CPD 3 BOOK REVIEW – Contemporary Workspace
Find a book about office working/spaces and write a short synopsis picking out key points.
Your book should be about office space/environments/psychology/design rather than a
“coffee table” image book.
Notes: Choose your book carefully.
Notes: Your research will be public
Notes: Upload your review to your blog
Notes: Note the time.

Submission format: link via email to tshew@brokes.ac.uk
Deadline: Tuesday Week 3 11am (08/10/2013)
500-1000 words + images
Please include library/amazon link

DS5 CPD part 2x
Weekly CPD session – session 2 Week 2 Presentation date: 08/10/2013
CPD 2x: My Favourite Drawing/Model

Find your favourite architectural drawing at a good enough resolution to display on the
screen and see detail. Find out about the drawing – how was it created? What does it show?
Who made/drew it? Why did you choose it?
Prepare a short presentation – 2 minutes maximum about the drawing for presentation on
Tuesday.
Notes: Who made/drew?
Notes: Who uses it?
Notes: Why did you choose it?
Notes: When was it created?
Submission format: 2 min presentation with questions
Deadline: Tuesday Week 3 11am (08/10/2013)

DS5 P3
DESIGNPROJECT

Pavilion of
WORK

IT IS 2013: The workstation/office is being replaced by new workplaces: the park bench
and laptop, the mobile phone and coffee shop and the Business Class seats of an
aeroplane. Your task is to design a pavilion to the workspace – for two people. A place
you would want to work, where your tools are in easy reach. Design a connected,
modern and deployable intervention that could be manufactured on a CNC machine.
The Pavilion should make use of current technologies and materials and be based upon
your studies of work.

Represent the pavilion during one day of its use. Static drawings: Plan/Section +
others

Individual Project
Site: NA
Question: Function Follows Form?
Question: Interaction of two workers
Question: FUNCTIONAL PAVILION
IMAGINED CONTEXT

Timescale: 2 Weeks
Production format: Printed Sheets
Table Review (Week 5).

DS5 P4 Studies of Work

How do you draw a process?
How do you analyse connections?
Study two workspaces; one of a single person, one of two people or more
Note distances, times, shared spaces, shared equipment, communication methods,
eye contact, conversation and anything else you may find important.
Construct drawings that represent these elements and describe the workspace over
time.
You must place you drawings in the context of research – find artists, architects and
others who are attempting to define workspace at the level and scale of the human

Thoughts?
routes/rituals/connections/distances/personal
space/privacy/ergonomics/reach/interaction
Submission format: 5 minutes to show and describe your drawings
Deadline: Tuesday Week 4 11am (14/10/2013)

DS5 P6 PAVILION of WORK

FOR SUBMISSION TO COMPETITION/JURY 7 NOV

Introduction
This semester you will design a deployable structure for entry in the
Timber Research And Development Association (TRADA) pavilion
competition.
A panel of five judges will select the winning scheme which will be
developed, manufactured off site, and assembled by you on TRADA’s
stand in the Ecobuild exhibition at ExCeL in East London.
The submission will be a 1:10 wooden model accompanied with general
arrangement drawings (plan and sections) details (isometric),
photographs, and your sketchbook. These drawings and the
photographs should illustrate the three primary incarnations of the
pavilion as a deployable structure; i.e.

A. Exhibition Pavilion
B. Means of Transport
C. Deployed Workspace

Details of these versions of the deployable structure are explained
below.
The project to design a pavilion for the TRADA stand at Ecobuild is
multifaceted – indeed the idea of ‘work pavilion’ should not be foremost
in mind. In this respect, all that is necessary is awareness that the
structure you design will be exhibited firstly in Ecobuild. It is more
important that you begin with an appreciation for its final purpose and
destination as a place to work.

Size:

The space available at Ecobuild is 5m x 4m on plan x 3m high. This
is a maximum which must not be exceeded. It can be smaller.
Materials:

The pavilion must be constructed entirely of timber or reformed timber
components although metal fixings are permitted. As mode of
transport or deployed shelter additional materials can be applied –
these might be for waterproofing and insulation. Other materials are
negotiable.
Form:

The form and arrangement of components can, vary for its different
locations and functions. As a pavilion it might be loose fit, as a mode
of transport it will transform in both function and shape, as a shelter it
will be more of an enclosure offering protection from the elements.
Suggested mode of work:
Start by becoming familiar with what you will be building with, the
materials which will form your pavilion, but at one tenth their full size.
For example a sheet of ply will be 120mm x 240mm x 1 or 2mm thick,
softwood framing will be section size 5mm x 5, 10, 15, or 20mm and
in standard lengths of 180, 240, 360 or 480mm. By experimenting
with these components it will become evident that design possibilities
are more a product of imagination than of diversity of materials and
components. Think about how these elements can be composited
into lightweight but substantial stressed skin structural components.

Give consideration to how timber is selected, cut, formed, jointed, and
finished. Think about how material, elements, and indeed whole
buildings can be re-sited, reused and altered. Envisage how the
pavilion weathers and ages and how this effects notions of worth or
value.

Explore the various ways that timber is perceived and appreciated
by the senses – it can be a tactile and visually rich, it can enhance
sound, and gives off a unique scent. We have an affinity to wood
because its use in the construction of shelter and building is part of
our culture. We can be comfortable with it as a workable material.
Think about what a shelter made of timber might mean to its
occupant, how it feels to be surrounded by wood, and consider how
that feeling might be enhanced if the inhabitant is also the shelter’s
constructor.
Timber on the internet.
Students are advised to join TRADA, membership is free to students.
This provides the most comprehensive source of information on timber in the UK, it is an invaluable
resource. Go to http://www.trada.co.uk/membership/ . After you have applied I will be asked to verify
your status as a student after which you become members.
Sponsors: Timbmet: http://www.timbmet.com/
EcoBuild: http://www.ecobuild.co.uk/
Location: ExCeL: http://www.excel-london.co.uk/
Technical Research / Information
BRE - The Building Research Establishment
TRADA - The Timber Research and Development Association
IWSc - Institute of Wood Science
Forest research
The Centre for Timber Engineering, Napier University
BIOMASS Energy Centre
www.woodforgood.com
Trade Bodies / Associations
AHEC - American Hardwood Export Council
BWF - British Woodworking Federation
The British Wood Preserving and Damp Proofing Association
ConFor - The Confederation of Forest Industries (UK) Ltd
Glued Laminated Timber Association
TTF - The Timber Trade Federation
Canada Wood

Certification Bodies
FSC - Forest Stewardship Council
PEFC - Programme for the Endorsement of Forest Certification
Media
TTJ - Timber Trade Journal
Grand Designs
Wood Based Panels International – Journal for the wood based panel industry
Timber in Construction
Government
CPET - The Central Point of Expertise for the Procurement of Timber
Planning Portal – Online planning and building regulations
Other
Recycle Wood - The sustainable wood information service from WRAP
The Natural Energy Foundation – Information on wood pellets and chips

DS5 P7 STUDIES OF THE BRIEF(3x)

Where to start?

A city in flux – PROJECT AS CONCEPT
We must consider the work building as a system of connected workers. Individual and
communal spaces connected by seen and unseen networks. Media and the process of
media creation have advanced much faster than built form, allowing architects to enter a new era
where function and technology follow form and narrative. Instead of generating freedom, this shift
has generated a new kind of conformity, a new orthodox where media and process are swapped and
modified and re-swapped and de-modified. Architecture has become fascinated by its skin, its
image. Architectures current quest for a future requires no thought, only mimicry and conformity.
Yesterday’s industrial cities were defined by their purpose but in the 21st century many of our
industries could be considered (at least to our senses) invisible. We are told our economy is based
upon knowledge and computerised transactions – office space. The office has become the new
fabric of the city – architects must question how this manifests itself in cities of the 21st century.
FILL THE BLANKS:
CONNECTION TO THE WORLD: _____________________
CONNECTION TO THE CITY:________________________
CONNECTION TO THE PARK:_______________________
ATTITUDE TO TECHNOLOGY:_______________________
Task One: (Timescale 1+1 week)

Develop your search skills to design and build a bill of quantities,
qualities and intent for your project(s): a thorough investigation of
each project, edited and to be presented to the rest of the Studio
By thorough we mean to achieve an understanding of Form, Time
and Behaviour: the expression of an idea on paper,
material/fabrication/assembly investigations, conditions of context;
site, social, political or otherwise and full immersion of the
imagination in how to communicate the findings effectively.

Architectural scale and order can only be derived from space in time. Engineer, Werner
Sobek (after C Price) would assert that “architecture isn’t here to stay” – do you agree?
Accept that water, earth, air, pixels, sun, and human behaviours are all included in the
lexicon of architectural components for a post-digital construction site.

Codex Seraphinianus, originally published in 1981, is an illustrated encyclopedia of an imaginary
world, created by the Italian artist, architect and industrial designer Luigi Serafini during thirty
months, from 1976 to 1978.[1] The book is approximately 360 pages long (depending on edition), and
written in a strange, generally unintelligible alphabet.
Page scans here: http://the-dimka.livejournal.com/6645.html

TASK TWO:
FILM SKETCH BOOK as BRIEF – 2 minutes.
Using found, searched and composed media
The film should form a starting point for discussion about your brief and programme.
Experiment with the notion of film as sketchbook – the ability to position elements
within time and to collide and overlap footage. The film should address process/your
fascination or obsession/your methodology and it’s context/your material agenda/your
position on site/your position on work. In its (final) form it will explain your manifesto
and help generate your brief
Inspiration:
http://www.youtube.com/watch?v=NAjlw-c_8Nw#t=419
A MEDIA that has no rules contained within a rule – time, audio, text, video all
contained within 2 minutes of footage.
TIMESCALE: 1 week++
Thoughts?

Sentences on Conceptual Art
by Sol Lewitt

1. Conceptual artists are mystics rather than rationalists. They leap to conclusions that
logic cannot reach.
2. Rational judgements repeat rational judgements.
3. Irrational judgements lead to new experience.
4. Formal art is essentially rational.
5. Irrational thoughts should be followed absolutely and logically.
6. If the artist changes his mind midway through the execution of the piece he
compromises the result and repeats past results.
7. The artist's will is secondary to the process he initiates from idea to completion. His
wilfulness may only be ego.
8. When words such as painting and sculpture are used, they connote a whole tradition
and imply a consequent acceptance of this tradition, thus placing limitations on the
artist who would be reluctant to make art that goes beyond the limitations.
9. The concept and idea are different. The former implies a general direction while the
latter is the component. Ideas implement the concept.
10. Ideas can be works of art; they are in a chain of development that may eventually
find some form. All ideas need not be made physical.
11. Ideas do not necessarily proceed in logical order. They may set one off in
unexpected directions, but an idea must necessarily be completed in the mind before
the next one is formed.
12. For each work of art that becomes physical there are many variations that do not.
13. A work of art may be understood as a conductor from the artist's mind to the viewer's.
But it may never reach the viewer, or it may never leave the artist's mind.
14. The words of one artist to another may induce an idea chain, if they share the same
concept.
15. Since no form is intrinsically superior to another, the artist may use any form, from an
expression of words (written or spoken) to physical reality, equally.
16. If words are used, and they proceed from ideas about art, then they are art and not
literature; numbers are not mathematics.
17. All ideas are art if they are concerned with art and fall within the conventions of art.
18. One usually understands the art of the past by applying the convention of the
present, thus misunderstanding the art of the past.
19. The conventions of art are altered by works of art.
20. Successful art changes our understanding of the conventions by altering our
perceptions.
21. Perception of ideas leads to new ideas.
22. The artist cannot imagine his art, and cannot perceive it until it is complete.
23. The artist may misperceive (understand it differently from the artist) a work of art but
still be set off in his own chain of thought by that misconstrual.
24. Perception is subjective.
25. The artist may not necessarily understand his own art. His perception is neither
better nor worse than that of others.
26. An artist may perceive the art of others better than his own.
27. The concept of a work of art may involve the matter of the piece or the process in
which it is made.
28. Once the idea of the piece is established in the artist's mind and the final form is
decided, the process is carried out blindly. There are many side effects that the artist
cannot imagine. These may be used as ideas for new works.
29. The process is mechanical and should not be tampered with. It should run its course.

30. There are many elements involved in a work of art. The most important are the most
obvious.
31. If an artist uses the same form in a group of works, and changes the material, one
would assume the artist's concept involved the material.
32. Banal ideas cannot be rescued by beautiful execution.
33. It is difficult to bungle a good idea.
34. When an artist learns his craft too well he makes slick art.
35. These sentences comment on art, but are not art.

First published in 0-9 (New York), 1969, and Art-Language (England), May 1969
Submission format: 5 minutes to show and describe your drawings
Deadline: Tuesday Week 4 11am (14/10/2013)

Paragraphs on Conceptual Art
By Sol Lewitt
The editor has written me that he is in favor of avoiding “the notion that the artist is a kind of ape
that has to be explained by the civilized critic”. This should be good news to both artists and
apes. With this assurance I hope to justify his confidence. To use a baseball metaphor (one artist
wanted to hit the ball out of the park, another to stay loose at the plate and hit the ball where it
was pitched), I am grateful for the opportunity to strike out for myself.
I will refer to the kind of art in which I am involved as conceptual art. In conceptual art the idea or
concept is the most important aspect of the work. When an artist uses a conceptual form of art, it
means that all of the planning and decisions are made beforehand and the execution is a
perfunctory affair. The idea becomes a machine that makes the art. This kind of art is not
theoretical or illustrative of theories; it is intuitive, it is involved with all types of mental processes
and it is purposeless. It is usually free from the dependence on the skill of the artist as a
craftsman. It is the objective of the artist who is concerned with conceptual art to make his work
mentally interesting to the spectator, and therefore usually he would want it to become
emotionally dry. There is no reason to suppose, however, that the conceptual artist is out to bore
the viewer. It is only the expectation of an emotional kick, to which one conditioned to
expressionist art is accustomed, that would deter the viewer from perceiving this art.
Conceptual art is not necessarily logical. The logic of a piece or series of pieces is a device that
is used at times, only to be ruined. Logic may be used to camouflage the real intent of the artist,
to lull the viewer into the belief that he understands the work, or to infer a paradoxical
situation (such as logic vs. illogic). Some ideas are logical in conception and illogical

perceptually. The ideas need not be complex. Most ideas that are successful are ludicrously
simple. Successful ideas generally have the appearance of simplicity because they seem
inevitable. In terms of ideas the artist is free even to surprise himself. Ideas are discovered by
intuition. What the work of art looks like isn’t too important. It has to look like something if it has
physical form. No matter what form it may finally have it must begin with an idea. It is the process
of conception and realization with which the artist is concerned. Once given physical reality by
the artist the work is open to the perception of al, including the artist. (I use the word perception
to mean the apprehension of the sense data, the objective understanding of the idea, and
simultaneously a subjective interpretation of both). The work of art can be perceived only after it
is completed.
Art that is meant for the sensation of the eye primarily would be called perceptual rather than
conceptual. This would include most optical, kinetic, light, and color art.
Since the function of conception and perception are contradictory (one pre-, the other post fact)
the artist would mitigate his idea by applying subjective judgment to it. If the artist wishes to
explore his idea thoroughly, then arbitrary or chance decisions would be kept to a minimum,
while caprice, taste and others whimsies would be eliminated from the making of the art. The
work does not necessarily have to be rejected if it does not look well. Sometimes what is initially
thought to be awkward will eventually be visually pleasing.
To work with a plan that is preset is one way of avoiding subjectivity. It also obviates the
necessity of designing each work in turn. The plan would design the work. Some plans would
require millions of variations, and some a limited number, but both are finite. Other plans imply
infinity. In each case, however, the artist would select the basic form and rules that would govern
the solution of the problem. After that the fewer decisions made in the course of completing the
work, the better. This eliminates the arbitrary, the capricious, and the subjective as much as
possible. This is the reason for using this method.

When an artist uses a multiple modular method he usually chooses a simple and readily
available form. The form itself is of very limited importance; it becomes the grammar for the total
work. In fact, it is best that the basic unit be deliberately uninteresting so that it may more easily
become an intrinsic part of the entire work. Using complex basic forms only disrupts the unity of
the whole. Using a simple form repeatedly narrows the field of the work and concentrates the
intensity to the arrangement of the form. This arrangement becomes the end while the form
becomes the means.
Conceptual art doesn’t really have much to do with mathematics, philosophy, or nay other
mental discipline. The mathematics used by most artists is simple arithmetic or simple number
systems. The philosophy of the work is implicit in the work and it is not an illustration of any
system of philosophy.
It doesn’t really matter if the viewer understands the concepts of the artist by seeing the art.
Once it is out of his hand the artist has no control over the way a viewer will perceive the work.
Different people will understand the same thing in a different way.
Recently there has been much written about minimal art, but I have not discovered anyone who
admits to doing this kind of thing. There are other art forms around called primary structures,
reductive, ejective, cool, and mini-art. No artist I know will own up to any of these
either. Therefore I conclude that it is part of a secret language that art critics use when
communicating with each other through the medium of art magazines. Mini-art is best because it
reminds one of miniskirts and long-legged girls. It must refer to very small works of art. This is a
very good idea. Perhaps “mini-art” shows could be sent around the country in matchboxes. Or
maybe the mini-artist is a very small person; say less than five feet tall. If so, much good work will
be found in the primary schools (primary school primary structures).
If the artist carries through his idea and makes it into visible form, then all the steps in the
process are of importance. The idea itself, even if not made visual, is as much a work of art as
any finished product. All intervening steps –scribbles, sketches, drawings, failed works, models,
studies, thoughts, conversations– are of interest. Those that show the thought process of the
artist are sometimes more interesting than the final product.
Determining what size a piece should be is difficult. If an idea requires three dimensions then it
would seem any size would do. The question would be what size is best. If the thing were made
gigantic then the size alone would be impressive and the idea may be lost entirely. Again, if it is
too small, it may become inconsequential. The height of the viewer may have some bearing on
the work and also the size of the space into which it will be placed. The artist may wish to place
objects higher than the eye level of the viewer, or lower. I think the piece must be large enough
to give the viewer whatever information he needs to understand the work and placed in such a
way that will facilitate this understanding. (Unless the idea is of impediment and requires difficulty
of vision or access).
Space can be thought of as the cubic area occupied by a three-dimensional volume. Any volume
would occupy space. It is air and cannot be seen. It is the interval between things that can be
measured. The intervals and measurements can be important to a work of art. If certain
distances are important they will be made obvious in the piece. If space is relatively unimportant
it can be regularized and made equal (things placed equal distances apart) to mitigate any
interest in interval. Regular space might also become a metric time element, a kind of regular
beat or pulse. When the interval is kept regular whatever is irregular gains more importance.
Architecture and three-dimensional art are of completely opposite natures. The former is
concerned with making an area with a specific function. Architecture, whether it is a work of art or
not, must be utilitarian or else fail completely. Art is not utilitarian. When three-dimensional art
starts to take on some of the characteristics, such as forming utilitarian areas, it weakens its
function as art. When the viewer is dwarfed by the larger size of a piece this domination

emphasizes the physical and emotive power of the form at the expense of losing the idea of the
piece.
New materials are one of the great afflictions of contemporary art. Some artists confuse new
materials with new ideas. There is nothing worse than seeing art that wallows in gaudy baubles.
By and large most artists who are attracted to these materials are the ones who lack the
stringency of mind that would enable them to use the materials well. It takes a good artist to use
new materials and make them into a work of art. The danger is, I think, in making the physicality
of the materials so important that it becomes the idea of the work (another kind of
expressionism).
Three-dimensional art of any kind is a physical fact. The physicality is its most obvious and
expressive content. Conceptual art is made to engage the mind of the viewer rather than his eye
or emotions. The physicality of a three-dimensional object then becomes a contradiction to its
non-emotive intent. Color, surface, texture, and shape only emphasize the physical aspects of
the work. Anything that calls attention to and interests the viewer in this physicality is a deterrent
to our understanding of the idea and is used as an expressive device. The conceptual artist
would want o ameliorate this emphasis on materiality as much as possible or to use it in a
paradoxical way (to convert it into an idea). This kind of art, then, should be stated with the
greatest economy of means. Any idea that is better stated in two dimensions should not be in
three dimensions. Ideas may also be stated with numbers, photographs, or words or any way the
artist chooses, the form being unimportant.
These paragraphs are not intended as categorical imperatives, but the ideas stated are as close
as possible to my thinking at this time. These ideas are the result of my work as an artist and are
subject to change as my experience changes. I have tried to state them with as much clarity as
possible. If the statements I make are unclear it may mean the thinking is unclear. Even while
writing these ideas there seemed to be obvious inconsistencies (which I have tried to correct, but
others will probably slip by). I do not advocate a conceptual form of art for all artists. I have found
that it has worked well for me while other ways have not. It is one way of making art; other ways
suit other artists. Nor do I think all conceptual art merits the viewer’s attention. Conceptual art is
good only when the idea is good.

Task 3:
Digital site visit:
Visit the two sites digitally – (you can use this
footage in other tasks if you like) Spend 2 hours
searching and noting/scrapbook of ideas
SITE 1: http://www.london.gov.uk/priorities/housing-land/land-assets/thames-barrier-park
SITE 2: http://www.towerhamlets.gov.uk/default.aspx?page=12599
Westerners worry more about stock market crashes than hurricanes and earthquakes. The ecology is the economy. The
distinction between artificial and natural is blurred as the office space becomes home and vice versa. The family meal is taken
at the office desk. Provision, hunting and gathering become a daily occupation and survival becomes tied to an understanding
o f
t e c h n o l o g i c a l
t o o l s
a n d
t h e i r
p o t e n t i a l .

