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INTRODUCTION

Saint Boniface Academy for the Arts and Crafts is a learning and growing community of young
artists dedicated to the enhancement and exploration of the arts and crafts., Within its
realm of influence lies many of the problems and challenges that the architectural profes-

sion holds.

The project, itself, is a boarding school fer 600 students and 75 fculty members on a prom-
inence overlooking the scenic shores of the Ammersee, twenty miles west of Munich, Uest

Germany. It was conceived as a final project for these various reasons.

It is an extremely large scale project forcing conceptualization in different scales. 0On a
masterplan level, it needs a sense of order and flexibility tying individual buildings into
a comprehensive system oiving identity to the project. On the building level, it needs to

reflect that system of order and development while giving the building its own identity.

It contains a complex layering of relationships between public and private spaces looking

into the psychological issues of connection, transition, seperation, enclosure and massing.

The connection with Art and Learning demand that the atmosphere be stimulating and imagin-

ative, looking into itself and out upon its environment,

The prominent site allows for the personal development of an architectural vocabulary

respecting its context through comparison and context.

According to the Ball State Course Catalogue, this is considered a thesis project. Houwever,
it is not a thesis. It is a fipal project developed with the goals and objectives of find-

ing my limitations and discovering my architectural strengths and weaknesses, In no way is



it to be seen as a guide that all other projects of similar nature should follow. Instead,
it is just an alternative which helped me to develop and refine a design process and phil-

psophy that I deeply believe in.



PHILOSOPHY AND INFLUENCES

During my stay at Ball State University, I have developed a design process and attitude
that will stay and grow with me through the rest of my life. Currently, it is just a con-

glomeration of architectural influences combined with ingrained beliefs and standards.

I have always believed that the common goals of every project should be perfection and
excellence. Although these are impossible to achieve, they should always be the destina-
tion. With this in mind, one must always push themselwes to do their best work and there-
fore create the best solution, the best environment. In my mind, this is the only way.

It does not matter wether it is a multi-billion dollar development or an overnight sketch

problem. One must always use their maximum effort and do the best they can,

Architecturally, my background is weak having grow wp in the Midwest, however, I have been
able to strenghten it and gain insight by studying the works of others. It is through this
manner that I became acquainted and influenced hy a multitude of great men and their beliefs
in art, architecture, landscape, planning, and preservation. Slouly, many of their ideas

became mine and my original ideas began to change reflecting this new information.

Below is a list of key fioures and their influences upon me. Some deal with philosophy

while others deal solely with the design of Saint Boniface.

Alvar Aalto

Every architect should strive to hold the most vital chair of architecture, that of under-

standing life and applying it to form,

The architect has to know everything from town planning to the smallest accessory., He is

the coordinator of all the specialized fields.



To thoroughly understand architecture, there must be a deeper and more sincere connection

between architecture, art, ,and sculpture.

All art forms are based on material and the nature of the material must be understood and

respected.

Biolo and organisms in nature can be and are some of an architect's greatest instructors.
gy g

Organisms in nature are standing models for structures of the human society,
Buildings should respond to the human needs of sight, touch, motion, and feeling.
The foremost goal is always strive to express the human image.

I believe there are three dangers facing the cotemporary situation of today. First, the
fascination to cope with large crowds often seduces the architect to neglect the differen-
tiated needs of the individual and the smaller group. Second, the fascination of the
tremendous technical development offers us the possibility of gigantic structures for the
accomodation of vast numbers of people and therefore the human psychological element is
frequently neglected, Third and last is the craving for originality, which is tending
merely toward sensationalism, It demonstrates total absence of empathy for the real needs

of human beings.

Fleig, Karl. Alvar Aalto. Prasger Publishers1963-70.
Verlag, Birkhauser, Basel, and Stuttgart, Alvar Aalto
Synopsis. Basel Publishers,1970.

Wrede, Steward. On Aalto. Progressive Architecture,
April Issue, 1977

Romaldo Giurgola

Architecture is defined and perceived by order which comes from a realistic apprebension
of the facts that make the site. Facts that extend from the historical experience of human

events to the functional logic of its structure.



A building is a fragment of the larger environment which should have its own ilnner order
capable of relating sensitivity to movements, orientations, directions, light, colors,

recollections, and symbols which are the expressions of life.

A building should express a complexity of fragments blending with the totality of its

environment, showing rich mixtures of time and meaning in urban forms.

Cities should be perceived as multiple complex entities not allowing buildings to be inde-

pendent statements of the entire environment.

Creativity develops from instances set by new attitudes capable of fracture and re-creation

while providing coherence and order for clear understanding.

Mitchell / Giurgola Progressive Architecture. Toyko.
Process Publishing Co. 1977. No.Z.

Robert Venturi

The architect has a responsibility toward the landscape, which he can subtly enhance or
impair, for we see in perceptual wholes and the introduction of any new building will change

the character of all the other elements in a scene.

As an architect, I am guided not by habit, but by a conscious sense of the past. We must

look backwards to go forwards, and we must look downwards to go upwards.

I like complexity and contradiction in architecture. I prefer 'both-and' to 'either-or!',

'black and white, and sometimes grey! to'black and white?,

Sources for modest buildings and images will come, not from the industrial past, but from

the everyday world around us, of modest buildings and modest spaces with symbolic appedageé.

Jencks, Charles. The Language of Post - Modern Architecture.

New York. 1977.

Venturi Robert. Complexity and Contradiction in Architecture.

New York. 19B66.




Camillo Sitte

One Shouid design for the eye and not for the drawing board, especially in degrees of plan

ning. Modern planning has too much artificial regularity, pointless symmetry and uniformity.

A cluster of plazas in and about the main buildings of a town serves as the town's focal

point giving an identity to the residents.

The ideal street must conform naturally to such features as irregular terrain and historical
situations forming a completely enclosed unit. Tight streets keep down wind and hold visual

interest.

All trees should harmonize with the buildings, monuments, and facades rather thanm compete
with them.

Quantities of trees and bushes should be arranged in clumps or islands in instinctive rythms

rather than in meaningless geometric film.
Public squares should be enclosed entities, contained spaces proportionmal to the surroundings.

Collins, George. Camillo Sitte and the Birth of Modern Planning.

Random House. New York, 1965.

Sitte, Camillo. City Planning According to Artistic Principles.

Random House. New York, 18B9.

Louis Kahn
Engineering is not one thing and design another, they are both one and the same.

Need is not a force within design decisions. Need is current. It is an everyday affair. But
desirte------ that is something else. Desire is the fore runner of a new need. It is the yet

not stated, the yet not made which motivates,
A module is not the repitition of a motif but the expression of an architectural principle.

No space is a space architecturally unless it has natural light, Light is the giver of all

presence,



Silence to light, light to silence; the threshold of their crossing is the singularity of

inspiration, the sanctuary of art, the treasury of the shadouws.

Rich forms and play of light allow the design to live. Form does not need to follow func-
tion because it guides direction and holds other elements in relation., Form has no shape
or diminsion, it is what you see, it is the beginning of what you feel. Only through
design does form become a feasible, functioning thing.
Komendant, August. 18 Years with Architect Louis Kahn.
Aloray Publisher. Englewood NJ. 1975.
Kahn, Louis. Comments on Architecture Light is the Theme.
Kimbal Art Foundation, Fort Worth, 1975

Fliel Saarinen

The following is reproduction of a talk concerning his point of

view. It is taken directly out of the book, The Saarinen Door,

which was organized and published by the Cranbrook Institute of
Art in Bloomfield Hills, Detroit, Michigan.

MY POINT OF YIEW OF OUR
CCOHNTEMPORARY ARCHITECTURE
An Address by
ELIEL SAARINEN A.LLA.

Given Af The Amzrican Insiituie OF Architesfs’ Canvenfion
fn San Antonio, lexes .., April,- 1931
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But there was somathing which, as tims went on,
drew them together. There i+ a repulsion and aiirac-
tion in art developmient just as in nature. There # oire.

“thing fundamental in the power of the human mind, in
the powear of a nation, ar in the power of & cultural
epoch, which directs the whole life.

I calt it: The fundamenial form. The furdamenta!
form of the time, the fundamantal lorm of a retion,

This fundamenial form is the attractive power which
izads the art development towards a coming stvle.

We have many kinds of individuals, but cnly those
individuals are our leaders who feel the fundamental
form of our time and who can express it in an adequate
architectural ianguage. And the strengest of them will
remain as milestores in the history of architectyre.

That is sc in every art.

But more in architecture than in other arts the out-
line of the individual disappears when the time passes
by and the spirit of the tine comes in the foreground.

When we study scuipture, we like to know the name
behind the sculpture. When we study painting, we lile
to know who is the master and we nama the painting
aiter the master: a Rembrandt. a Van Dy-k, an E
Greco. When we read literature, and go so far in the
past as to the antique literature, we still like to know
the name of the aythor.

But when we gc to a town in France, Germany, or
Haly, we are not so much concerned aver the nome
of the architect. We say: “This is Twolfth Century; this
is Thirteenth Century.” The spirit of the time speaks
to us.

And we fecl the spirit of the time not only in the
forms of the architecture, but we fee! the spirit of the
time in the ertirety of life through the forms of the
architecura. This because the whole life was onducted
by the fundamental form of the time. '

The fundamental form of the time wes the roal
leader.

What it is, we do not know. Hs influence comes
through intuition, and it has to be feit with infuilion.

In studying the architscture of Old Greece, their
sculpture, their painting, their crafts, in studying their
philosephy. literature, drama. their whole life with cus.
toms, c;resses. and even their movements, as far as we
can study them from their paintings and their sculp.
tures, we feel how cverything is especially Greek, and
only Greek, There is samething which draws evarything
together and forms it to en entire world for ifosif.

If we take somathing from Gree‘ir culture and com-

pare it with the cuiture of Cid Eqypt, we wiI.[ Tind that

it is strangs there. It deesn't fit. It doesn't it because
the fundamental form of Egypt vibrates differently
than the fundamental form of Greere.

Compare Ramanesque, Gothic, Assyrian, and Cli-
nese with cech other. And we see how each one has
built his own world of forms. Lach one has his own
fundamental tune. No ene can imitate the othar, it
would sound false, Each of those great cultural epnchs
has had creative powor to build its culivre in an ex-
ressive style of its own threugh a fine sense for i3
Emdamen.‘el form, .

Now, if we compare cur attempts to develop 5 con.
F [&

temnporary architeclure of today with 1hose Gréaai
epachs o{ the past, we have to ack: .

"Does the fundamental form of our day conduci vur
movemert, or do we still wander in darknows? Where :
do we find our leaders?" ‘

" The sam= question is asked in other arts.

Who is the leader of music today? Is if Debussy? |
Is it Stravinsky? Is it Sibelius?

In painting we have had in a few decades Impres-
sionists, SymEo‘fisis. Pointilists, Cubists, and so on. Fach
one thought it had found the key of time.

We have Cezanne and Picasso. Many say that Pi-
casso is the greatest painter of today. Maybe. Maybe
he will found the pairting of the future. Cr maybe his
influence is gone in a few years, a fow decades.

Maybe there will appear some day o strong mind
which will go deep into things, and the doors will open |
for the painting of the future. .

Maybe the same will happen in the art of building! |

Only the future can tell. .

*

But, says someone, why all this talking about deep
thinking?

Cur time is practical!l We have to build in a practi-
cal way. Practicability has to decide the form of our .
architecture, ‘

It & building is practical, it is beautiful. This is what '
they say. ,

But | wonder! | wonder if it is so, because we so .
often see very, very, practical buildings, proctica!
from every angle, practical in every point, and *hey
appear so ferrivly ugly. They have no proportions, rn |
rhythm, no balance of masses. The color is terrible, 1he
treatment of materials is terrible.

So | don't think we con say that if a building i
practical it is beautiful,
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that iz all very practical. But we do not live for our
daity cemfart. We have higher ideals.

And the very man whao preaches the coldnt and
havdost eracticebility 1= net always practical himgslf,
Fe plants roses in his garden.

Why roses? Roses are not practical,

C.abbage s more prachical.

*

Then there arises the quetion of our traditions.

Couldn't we take the form: from our forefathors and
mould them so that they tit our time and then develop
our architecture through tradition?

Thatl is ovolution!

It sounds gqood.

Bit where ao we find cur traditions?

If vie go 1o the forms of yesterday, | am afraid we
will arrive in treubls, because we will find «o many
different stylez. Which of them should we adopt? Or
should we tare all of them and melt them together to
o gay potpourr?

Or should we go deeper in the past and find cur
forms there?

W all bnow how well the Gothic architecture es.
presses the Sothic life. But o besps changing from
Poeto day, Instead of dry Scholasticiem there comes

. . . ;o | ‘
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Fhere are thirue thirgs which fogather form o shyle-

. The corditions of life itself,
2. The tradition,
2. Tha owlside— coming influences.

Whan we osak about the oulsirie-- ceming iaflu-
ences, we do not mean to take forvign forms and ir
chede them in our ctyle as they are. No, ort is always
creative, ond # we are influencad by Toreian forms,
and will adont thein in our art, thay have to be melted!
into our style through a raental process.

for instance:

it we buy a Chinese sculpture and place ii in our
garder. 't fe etill Chinese sculpture, and will always 1.
mair o we male a repiica of it, i+ is still Chinase in
rorm. But when we ars inspired by ite henuly, do some-
thing of our own maybe in the same spirit, then it s
our work, |t has nassed ourindividuality, cur personality,
and through a mental process it s part of ocur cultuie,

Just in the same way the antigus farms were malied
fogetier with Gothic forms to be a beautifu! style
which we zall: The Early Renaissance.

But treie scon came o chanae.

In tha Later Renaiscance, men began 4o take forms
direct fram the antique world, lnstead of wing their
intuition, they began to use dividers and rulers, The,
began to wite theories ard formulas, They began to
make <ciencs for practical use of an artiorm which did
nol belong io them,

They founded ichools—where they thought their
theories, formulas, and meacurements, There was no
need any more to have artistic intuition fe do good
work: a little taste and much theory was anough.,

The great masters of the Later Renaisonce still
used their intuition. They were educsted in {he spirit
oF intaition and trey erectad masterpicass.

But the poison ¢t conying spread through the schools
ad architecture bregan gradually to lose ils mother-
place among the arts. Archiieciure became rmore imi-
tabive than creative. and the strongest minds and ke
stengest tolents of tha time bacame scnlpfors and
pemiers, and sculpiure ard painting Lecame the rul-
ingy arts,



Sculptors and painters disregarded the archifectural

principles and used architecture as the playground for
their artistic imagination. ‘

Bernini and his followers made architecture sculptur-
8!, and sculptural forms overflow cornices and columns.
Tiepolo painted his theatrical effects of clouds and
skies and forgot the proportions of the room limited
by walls and vaults. _

This developed further in Rococo. Roceco was gal-

lant as the life was gallant, and playing ornaments .

made architecture purely deccrative,

After the French Revolution the life became much
simpler. The social life was new. Thero was a new litera-
ture. new science. Even the dresses were new and sim-
pler and expressed the spirit of the time. There seemed
to be a strong creative power in the air.

But the gcds of architecture were dead; only imita-
tive art from Old Rome. neoclassicism.

And from now on during the Romantic time and the

whole Nineteenth Century, we see a fairy play with

architectural forms. All the styles, Antique, Romanes-
que, Gothic, Renaissance from here and Renaissance
from there, towers, pinnacles, crenelations, all dancing
together in this fairy play.

Imitation is fashion of the time. Imitation in style,
imitation in material, imitation in construction.

The logic and the meaning of style was entirely lost.

And | ask: "ls this our tradition? Are we going to
build our contemporary architecture in forms that do
not mean anything?"

Nol Il

*

If we have to find our tradition from our ancestors,
we have to go to a time when art was still creative art,
in the Greek architecture and the Gothic time.

But what is our tradition and what is our wisdom
from the Greek architecture?

The Greek architects tell us: o

Our tradition.comes from Egypt. They had a dualistic

construction, the support and the weight, the column

and the architrave. We used this principle because it

was practical for our purpose. But they had their own
fundamental form. It wou'd have been easy for us to
usa their form, but it would have been a lie. Art has to
speak truth as well as man has! So we had to use our
own fundamental form and develop through it a style
of our own.

QOur archifrcture has been adivired for thousands

© of years because i is truthful in form and truthiul in
_ expression,

This is our advice to you and this is your tradition
irom our art:

“Be truthful in form and expression, and the future
will admire your work.”

The Gothic architects fell us:

Our iradition comes throrgh the Remanesque and
through the Christian aichitecture frem Old Rome.
We accepted the Roman planform because it was
practical for our purpote. We found the ponted arch
in the Orient and we adopled it because it was prachi-
cal for vur high windows. But we had cur awr funda-
mental form, and it governed our architeciure. Look
at our loity vaults and buttrasses: look at our high
towers. The whole is a logical organism: it rises from

. the bottom to the top, store built upon slone. You

can feel the power go through the material and you

. can follow the power line the whole way to the top.
* It is truthful in material and truthful in construction
* and therefore our archiiecture has been admired for
" centuries.

This is our advice to you and this is your tradition
from our art:

"Be truthful in material and construction and the
future will admire your work."”

"Be truthful in form and-in exprersion.”

“Be 4ruthful in matesial and in construction. This is

. our tradition and these are our ethics."

* * *

Our time is quite different from the earlier times:

We have become more or less internaticnal.

Our time is a8 machine sge.

Science helps us tc feel the consiruction of the
vhale universe.

The form of our life is new.

And the form of our architecture has to be new if
there will be truth in expression.

But our building problems are so manifold in com-
parison with the earlier #mes.

Every day brings new maierials and new construction
melhods, _

And we ask: Are our archiiecis sble to concentrate
thamselves, to listen to the veice of our {undamental
form? Do we have erough creative power 1o build up
our own ctyle?

Style can not be arfificially made.

It comes or it dons not come,

But if it does come, it coines only through infuition,

Siyle grows as folk songs arow. Feople sing their
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ARCHITECTURAL EDUCATION

v .
When we ook abeeut our fate-e wrehitects, we

come directly to aducationa rroblems because 1he

Bon f27 a0 arehitech:

schoals aof architestum hzvie 1o take core of <he ar-ri-
focts ot the fotuen,

Iam not the right man o discuse ecucarional prob-
'oms, beocau-e iy expariznce in thiz lne &y linited to
the hard tast of educating myselt. But as we are deal
ng with o caticn 4 {ont thar | sheuld say fovr woreds,

U

Tk funciion of the school ic to e ceiop, beiides

iechnical and historical instruction, ir the students:
. Their artistic rtuition,
2. Tleir scnse for the spirit of the time.
3. Their instinel §3 trandate the spirit of 440 time
in an ewpressive archileciurai form,

4. Their sente for 1r:th, ethics. and bveyle i archi-

teclure: and finally —their creative imaginalion, |

Creative beceusa art is aivay: cocative in overy
moment 2nd at every point. Ard e devil of
copying has 1o e kapt far from the schools,
To develop these *hings in the studenats o the prob.
lem of the schoal,

How fo do i, | don't know: il is mastly very indi-

viduel,
Bui i have a distinct apinion as to hew not 4 do it
Do not kill the infvition with thaorios. Ar based on
theories s a doad art
Do not teach thaorizs of propertions. Thay cnly dis-

furb the serse for progartion. Theories of riomorticns .
frrég |

. g ved men e o ith whon thoy |
ain cnly for arrived mer fo olay with when hoy have
feisure time and do ot ke te play bicdae, The giticd
man does no. nued tham. A man witbodd gifis canno!
ure fhem corroctly,

"
n

¢ not feach thearias of color, They only midead the,
sense for color, and, besidis, they are all wrong, at
lrast for art puepores.

Do not trach the students #hoe Gresl frem lanauans

before they understard their swa foem g raae. ¥
don't teach yeur chiidion Latin oufore oy reab dh
metaer tonaos,

Co not teach style in connoction wirh design, Tho
orly ctvie you could poribiy uee in cornnobion
deiign is the cortempsrary,

But thero jsnt aey! 1!

TBub someces cays, UHow can we seach archiled
fure when we have asthing i 4o vl We have o
theories, no sbylus, 1t s eifficolr,”

It is diftficuit v it s casy, 1 oal' e pends,

fwould say: |1 i impossible, or it ic very €asy.

I is impossible if the teacher has po sense for arcl
tecture in desper meaning wnd the o !
talent,

You 2Bt grov roses from ~abban -,

But if the teacke- is a Nving et and i e cride-
nas natural gitls 1o become a lving ariish 7w oy
sagy. You haraly neeg to taach him. He witt +in{ his

path himself.
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Thare s it ope patatin cannechion with the educa-
tional nroblom

We' ipab o often about the lack of intorest far
archite wn the part of Hhe pablic. We have o oo
the pub!lc much more interosted in cur doings. It
would S helplul for our profession, 7

That . 6o Dot Biow can a parson be interesied in
a thing ke doa rot understand?

Mt ks e caucate him,
“What style i this building?”
ian Benalcanae,”

Maw Lo Voo it i falian Reraissance bocause v
tell him - Bor ik s not belp nity very muck, When

Feoac o building, we bave to tell him again

Some oL

he gz . oo

ks iy educate bim. We have 1o go with
~ b wheln history of architaciure: we haes
ty e e e dilterences bebwenn the various styisg

o [ s f
fleo T v ortics and their ornamental trestments,
feioa b o ke ause thare are so many siylas and
var boaylee o long tist of Froach bings and Ena-

L b e andd quecne, and to an,

Ve e s tinugh, he says "Well, now | can cee
singg s Halian Renaizcance. But Hiere i
oo beannot cee, Why should @ be Hatian Renais-
s 7 ihe awnar s an drishman, the architect v a
: the contracter is Banish, the workmen and
iy materials are American, and the building

e the Unitad Slales o fow vears a0,




“Why ltalian and why Renafssance?"
“Well" we say, "It is lfalian Renaissance because
the architect thinks it is a beautiful style.” !
L “What. a beavfiful style! What does it mean? Beauti-
.yl forms without any meaning! | wouldn't tike to read
" 4 book filled with beautiful words without any thoughts.
No, sirl | don't care for your architecture,”

€ there wa are. He was not interested in architec-
ture because he did not understand it. Now we have
educated him 1o understand it, and he is not interested
at all. He likes to have thoughts behind the forms. He
lites to have logic.

And there is no logic!

Or here is the logic: | read in the paper sometime
aqo that a person in Detroit had the intention to build
a building, and he said: "l will build it in Spanish Renais-
sance because this style is so little known in the Middle .
Waest." ‘ o

| could say as well: 'l have to go to Sen Antonio
end raake a speech, and | will speak in Finnish because
this language is so little known in Texas.”

There is the logic!

No, we can not get logic in architecture as long as
we use stylas which are only deccrative, only empt
ornaments which do not mean anything and which do
not havo any connection with our coniemporary life.
\Ve have to get rid of the styles. They are poison for
living architecture or living art.

They do not use styles in other arts, do they?

Or, could you imagine someone speaking about
Galsworthy's books and saying: "'Are they Early Halian,
or are they Greek, or are they Spanish?” No. Or,
could you imagine someone speaking about Tschaikov-
sky's Fifth Symphony and saying: "Is it Early Orpheus
or Late Liszt, or Middie Mozart?”

Mo, you couldn't,

You couldn't because you know what it is. And every-
one knows that Tschaikovsky's Fifth Symphony is Tschai-
kovsky, and it comes directly from his innermost soul
and goes directly into the deepest heart of the public.
And the public understands it.

The public understands our lanquage, too, if we

speak directly, and if there is logic in our thoughts
and if there is truth in our words.

We don't need to educate the public.
Qur Art has to do it.




BUILDING TYPES STUDIES

Statistical Profiles

gchoonls in West Germany

School starts at ages 4-5 and is continuous year-round until the ages of 18-18. The system

is broken into educational divisions which are strictly based on learning progress and not

upon age.
Pre-school classes ages 4-5
Primary School ages 5-12
Secondary School ages 12-17
Vocational School ages 17-19

University College

Vocational Schools

The primary concern is to increase and or develop skills which will allow the student to
live an ordinary life within the community. It allows studentd to learn and master trades

of their own choosing.

It is a break in the formal education emphasizing the usage of the previous studies and
applying these to the job market. It is the last level of education unless the student has

been chosen_ to attend University or College.

Graduation from this level receives an eguivalent of a junior college degree within the

United States educational system.



Boarding Schools - Size and Descriptions

There are bhasically three types of boarding schools.

Primary Schools

Secondary Schools

Specialization Schools

teaches formal education from grade school through 8th
grade preparing the student for secondary school.

also known as prep schools, they teach college prepera-
tion courses during the 9th, 10th, 11th, and 12th grades.
emphasis is placed upon accellerated programs for gifted
students from 7th through 12th grade levels other
schools considered specialization include military, art,
theater, dance,and even sport schools, where age and

grade level are not factors.

Boarding schools can be loosely classified by size into three flowing catagories.

Small

Medium

Large

These schools are usually church or organization affil-
liated., They are not coed and try to stay with a 7:1
student to faculty ratio. In many cases accreditation
is not assured since they are usually under 100 students.
accreditation may not be granted or may not be wanted.
These schools are usually town based and regionally sup-
ported. Their academic programs are broken into preper-
atory and primary levels for under B00 students. In
somg cases they are coed and in many cases they provide
day school classes as a service to their community. In
either case they tend to keep a 8:1 ratic within the
classroom. Scheduling is very flexible based upon a re-
volving six week class session allowing students to be-
gin and end their studies during any guarter.

These schools are usually a self supporting community

providing day schools for all employee families. They



are mostly coed with seperate sleeping and living guart-
ers. their size ranges from 600 - 1800 students, while
still maintaining a 9:1 student to faculty ratio. This
size allows for extra diversity and flexibility through
out the studies offered. Organized on the same six
month system as the medium boarding schools, it is able
; to provide retreats and educational camps and trips, as
well as advanced college courses as part of its curricu-
lum. In many cases, the faculty members do double duty
as teachers both at the private school and at nearby
universities and colleges.
As stated before, these catagories are just general descriptions with very loose connota-
tions. In all cases the boarding schools seen have been extremely flexible and student

oriented no matter what the size.

Example institutions

The following is a look at three institutions that are currently in operation, representing

the three size classifications listed above. Their names and relative sizes are as follows:

The Phelps S5School Malvern, Pernsylvania..........Small School
The Hotchkiss School Lakeville, Conneticut.......Medium School

.Phillips Exeter Academy Exeter, New Hampshire....Large School






The Phelps School established 1946

A secondary Boy's Boarding School dedicated to the personal, academic and social needs

of each boy.

The Phelps School is the smallest school that returned my inquiries about their operation.
It is located in Malvern, Pennsylvania and still operated by the family that started the
school in 1948. Currently the school lists 24 faculty and 22 support personmel, The
information received does not tell the number of students, however through some research,
it was found that they graduated 33 seniors in 1983.

The school is based upon a two semester school year of twelve weeks each session., The
school accepts boys from ages eleven to eighteen, which is comparable tb seventh through
twelfth grades. The school is run to strict regulations, including fixed class schedules,
absence penalties, dress codes and daily routines. The school is also divided according to

maturity and age through distinct dormitory organization.

Building Inventory

. - 3
1. Prasident Quarters 10. Beattie Hall
2. Rosengarten 11. Tennis Courts
3. Animal Building 12. Riding Arena
4. Dining Commons 13. Barn :
5. Science Building 14. Farm Apartment
6. Gym 15. Mechanical Drawing
7. Cabin 16. Shop
8. Hilltop 17. Farmhouse
9. Alumni Building 18. Headmaster's Quarters
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The Hotchkiss School established 1891

The Hotchkiss School is a coeducational independent boarding school, grades ninme through
twelve, with an enrollment of approximately 525 students. In the catagorization of schools

it is considered a medium size boarding school. The school admits 183 new students yearly.

The school is located in Lakeville, Conneticut and tries to maintain an atmosphere of excel-
lence, prestige, and commitment to the student as well as to the community. The school has
eighty faculty members including fifty-four resident faculty directly involved with the

living and learning environment of the students.

The school is seperated into a girls area and amens area.,each consisting of living and
sleeping guarters which are regulated according to age and maturity. Within these distinct
zones faculty live and work among the students, creating a close and personal relationship
between the teacher and the student, This allows maximum contact between the two parties
while providing a sense of security and well being to the campus. This feeling of well
being is carried through the students personal life by a series of strict regulations and

a uniform dress code.

Building Inventory

On the Hotchkiss campus, there are 422 dormitory rooms and 37 classrooms, ranging from
small Socratic classes to large lecture areas.
The buildings of the campus are set within a park atmosphere, which has been developed as -

a golf course for student use.



PHILLIPS EXETER ACADEMY
EXETER, NEW HAMPSHIRE.

FOUNDED 1781

LEGENEx

SERVICE BUILDINGS
THOMPSON CAGE
THOMPSON GYM
GEORGE H, LOVE GYMNASIUM
WENTWORTH

GILLEY

KIRTLAND HOUSE

ELM 5T. DINING CENTER
DAVIS STUDENT CENTER
10 PRINCIPAL'S HOUSE

11 ACADEMY LIBRARY

12 MECONNELL

13 AMEN

14 WEBSTER

15 BANCROFT

17 DUMBAR

DB e W

1983 - 1984

18
19
w0
21
22
23
F2
25

BROWNING HOUSE

BELL HOLSE (ADMISSIONS)
KNIGHT HOUSE

EXETER INN

FISHER THEATRE

PHILLIPS GHURGH

LEW!S PERAY MUSIC BLOG
FRECERICK A MAYER ART CENTER
AND LAMONT GALLERY
ACADEMY BUILGING
ABBOT

SOULE

PEABOOY

HOYT

BOOKSTORE

WILLIAMS HOUSE

ZEREE

28

o
a

43
a“
a5
a5
47
48

LANGDELL & WETHERELL # MERAI|

PHILLIPS

THOMPSON SCIENCE BLDG
WELLS KERR HOUSE
LAMONT INFIRMARY
LAMONT

DOCTOR'S HQUSE

GOULD HOUSE

DUTCH HOUSE

SLEEPER HOUSE
SALTONSTALL BOAT HOUSE
KAIN STREET HALL

EWALD

JEREMIAH SMITH
WHEELWRIGHT

OOW HOUSE




Phillips Exeter Academy established 1781

A coeducational, independent institution founded for the purpose of promoting piety and

virtue and for the education of Youth.

The Phillips Exeter Academy is a private boarding school and day school for the grades B
through 12. Its current enrollment is 985 students, 873 boarders. The school is located

and controls the city of Exeter, New Hampshire.

The school has 134 faculty members of which 106 live in campus dormitories. The curriculum
is traditional with the emphasis upon college preparatory classes which are mostly taught
in a Socratic fashion. Each year approximately 360 new admittents are faculty selected

to attend this prestigious academy

Of all schools questioned, PEA is the most conducive to normal lifestyles. There are no
dress codes to be followed and the only strictly inforced rules and requlations deal with

coeducational visitation and academic performance.
Building Inventory

On the Phillips Exeter Academy there are 673 dorm rooms and 75 classrooms ranging in size
from small meetings to large lecture auditoriums.

Th buildings on campus create a linear series of guadrangles seperating dormitories from
classraom areas. The campus stands for excellence in all it tries to achieve including the

hiring of master architects and planners to develop the community into a unified whole,



Other Schools Of Note

The previous examples, each seemed to be rather haphazardly planned with no sense of evolu-
tion, no series of definite spaces and transitions., It is my belief that a new facility
would need a flexible, but systemized master plan develcped to heighten the experience of
learning. It is towards this goal, that I turn to the final two examples, They are both
junior colleges in California and both designed by the firm of Ermest Kump along the formal

plans of creating public spaces to tie the project together and define a set community.

Crown College

1 ENTRANCE

2 ACADEMIC COURT

3 DINING HALL

4 STUDENT COMMONS

5 CLASSROOM BUILDING
* & LIBRARY

7 FACULTY BUILDING

8 MEN'S COURT

9 WOMEN'S COURT

10 FPROVOST'S RESIDENCE
11 PRECEPTOR'S RESIDENCE
12 ADMINISTRATION




Foothills College

The key to these two colleges is that they donot just sit upon the landscape. Instead they
each become part of the landscape enhancing their surroundings, giving a sense of guiet
prestige and identity to the individual as well as complex itself, The ideas developed
within each scheme harken back to the formal space planning of the modern city, while the
materials recall the vernacular of the region. It is in this sense that these projects

gain there strength and make learning an enjoyable experience.

Another positive approach to these designs is the use of a hidden modular of building mater-

jals and the common use of details during construction.



PROJECT DEFINITION

Saint Boniface is a boarding school for internmational men and women ages 17-20, who are
faculty selected from all applicants. They come to this school in order to explore and

enhance their work within the arts and crafts,
The school is financed by the Catholic Church and gains spiritual and teaching support
from the local benedictine monastery of Andechs. The school derives its name from the

patron saint of Germany, Saint Boniface.

General Area Index and Basic Guidelines

Administration

Framework from which the school is able to function, having no direct contact to teaching

situations.

The business of education concerned with public opinion of school; processing of paper work
including scheduling {(through counselors), materials, supply, bills, etc.; placement of

faculty and support staff; and constructional facility management,
Oriented more toward community, or outside relationships than intermnal educational situations.
The only direct relationship to the school's religious foundations.

Faculty - Staff
Arts and Crafts faculty are masters of their fields continuing their education through
experimental use and social interaction (on the cutting edge). Core faculty to be special-

ized in their fields but flexible in their artistic beliefs.



Resident faculty will be the arts and crafts masters, which will be provided family housing

with studic and/or study space.

Housing for faculty shall be allowed to experience limited student interraction. There will

be spacial zoning developing the sense of community and identity,

Offices will be in studio and classroom areas designated by department and / or sub ject.
They will be provided for resident as well as commuter faculty allowing a set space for stu-

dent - teacher interraction outside of the classroom.

Staff will be in charge of student housing. they will be considered as house parents and

counselors, providing the contact for the administration.

Staff Housing will be a single suite as part of student housing with some degree of sepera-
tion provided by their office allowing a definite buffer but not isolation, because the staff

needs to be easily accessible to their student charges.

Jupporting staff will have no housing or individual offices and will have limited contact

with students.

Museum - Exhibit - Gallery

The entire project should be seen as a series of exhibits and spaces creating views inte and

out of spaces linking everything into a unified whole.

The museum is for standing exhibitions of accumulated art work seen as a journey through
times and moods within the arts and crafts movements.

The museum shall have seperate gallery space and storage space for traveling shows.



Exhibition / gallery spaces shall be incorporated into the building fabric through out the

campus for temporary displays of student and faculty works providing character to the project.

Library

The central node of the campus, becoming a place of orientation to school class, art and the

on going process of education
Library is catagorized according to subjects and open to student 16 hours per day
All support staff to commute except for student employees.

Studios and Crafts Areas

Studios will be set for specific activities, arts, and crafts and will be used as creative

workshops in conjunction with tool and machine shops.
S5tudios will be open 24 hours a day with set instructional hours.
Studios will take advantage of site considerations and resources of views, light, ventilation.

A partial 1listing of studios include foundations,drawing,painting, sculpture,photography,

weaving, ceramics, metals , etc.
Studio capacity will be set in a range of 10-18 students for constructive interaction.

Classrooms

The classroom planning unit will be based upon nine sguare foot per student witha cloakroom

nitch and a square floor area for maximum flexibility.



Classroom ceiling will be at the preferred 10'-6" height allowing a maximum benefit to

natural lighting
Classrooms will vary in size according to subject and teacher involvement.

Refectory

It will be one large eating hall with cafeteria style planning.

The refectory will be open 24 hours a day being used as study hall when not in use at meals.

Serving times will be 7-9; 11-1; and 4-7.
The building will use natural lighting to break scale and enclosure allowing space to flow.

The building will be a link between students and faculty in close proximity to housing and

class and studio.

Auditorium / Seminar

Seating capacity will be for 700 and the floor plan will allow for flexibility in stage

productions providing a showcase for the entire complex

As a secondary node for education, the auditorium / semimar will have a wide range of commu-

nication capabilities able to be used for outside activity as well.

Gymnasium / Recreation

Oriented mainly for recreation and not spectator, allowing flexibility of usage.

Direct Connection with athletic fields and transportation for equipment deliveries,



Athletic fields should be buffered from prevailing winds and oriented in some fashion with

parking for ease and convenience.

Student Housing

Housing for 650 students preferrably with sleping quarters clustered around a community

living space which is supervised by the immediate residents.

Provide degrees of privacy through spatial zoning by giving a house definition to the space.

Do not even think about typical dormitory housing with complete repetetion

Common Spaces

Instrumental part of complex organization and integration, providing a central meeting and

informal congrgating space marking the center of the campus.

Space for informal works,shops, cafes and exhibitions.

Chapel

Small country chapel, basically orme room with capacity of 100 or more.

Catholic supervised, but not strictly catholic. It is interdemominational and expresses

itself as a gem within the proportional system.

Chaplin has loose connection with Andechs, however he is provided with only ane office and

no living quarters.



Infirmary

Typical to Ball State University health center format, however it should not be a completly

seperatedurit. It should be connected to the student housing or student center. .

Typical needs are slight. All it needs are an examination room, a waiting room and several

isolation rooms for contagious cases.

Student Center

Offices for student govermment, rooms for recreation, beer gerden for creativity, and a

ballroom for social occasions.

Develop to become an interface between students aﬁd visitors, and faculty.
Commercial activities to be provided by bookstore, post office, and street vendors.
Faculty Center

Developed to become a transition between administration and faculty.

Identifying agent for faculty, their own social center.

Transportation / Parking

Student parking needed mainly for mopeds and bicycles only, do to the fact, most students

do not drive since their society does not revolve around a ecar.

Faculty Parking to be seperated into resident and commuter. Resident will have garage near

housing while commuter will park away from the complex in designated lots,



Maintenmance / Service / Receiving

Ideal to be used but not seen, developing a subterrainian system capable of fulfilling all

requirements while not interferring in campus life.

Supply source of heating and cooling to be located away from complex in order to capitalize

on sense of artistic unity and development. Systems must be subterrainian.

Future Expansion

School should be able to grow in both size and prestige.

Masterplanning should be able to reflect the furture by showing possible locations of housing,

classroom, studio and administrative expansions.



SITE

Site Selection

Originally the site was to be mear Heidelberq, West Germany in order to use the views of the
palace as an attraction for students., However, the areas around Heidelberg were to built up
not allowing the school to take a prominent location. Next, I turned south to the areas
around Munich knowing that there are several crafts orginizations which call Munich their
home. The idea behind site selection was always to be close enough for easy access, but far

away enough to give the school some sense of identity and seclusion. It was on the Ammersee
that I found the perfect site. '

Site Analysis and Description
The site is located on a prominence overlooking the scenic shores of the Ammersee giving the

project the enviable position of both looking out over its environment and being seen from

below as a possible jewel in the landscape.
The site gently slopes to the south leveling out onto the flat beaches of the Ammersee. In
the middle of the site is a natural swale that ends in the peak of a small hill defining the

ridge line of th entire site's peak.

Trees are a mixture of evergreen and deciduouse along the west edge of the site, blocking

the prevailing winds and framing views of the surroundings.
Grown cover is long grass which highlights the matural rock outcroppings.

Climatic Conditions are very similar to that of Chicago with approximatel the same amount of
percipitation,



Prevailing winds are from the west which are hlocked from the site by the western rim edge
of the Ammersee. A variance in the winds occurs twice a year when a strong wind comes down

the Alps and accross the Ammersee cooling down the temperatures.

Transportation is provided both by rail and by road. In a train, it takes only 25 minuts to

reach Munich which provides the local air travel to the world,

Th key to the site is its contained views. Surrounded an three sides by bodies of water, the
site has unique views in every direction. Directly west of the project is th artists commu-
nity of Schonberg, which is viewed over the Ammersee. To the south west is a tirteenth cen-
tury fishing village of Diessen, Directly to the south is the best view, and thet is of g
17th century monastery, the benedctine moastery of Andechs which is a major tourist attract-

ion

THE FOLLOWING MAPS SHOULD BE ABLE TO CLARIFY THE ANALYSIS OF My SITE.
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BUILDING PROGRAM AND SPACE SUMMARY

Administration Building 1679 sg. meters
Admissions
Financial Aids
Scheduling Guidance
Bursars Dffice
Housing DOffice
Placement/ Continuing Studies/ Alumni
Communications
Government
Public Relations
Headmaster
Information Lobby
Washrooms

Mechanical/ janitorial

Faculty Center 900 sqg. meters
Academy Reception
Faculty Recreation
Seminar/ Discussion Rooms
lWashrooms

Mechanical/ Janitorial

Faculty Housing 2700 sg. meters
Six - Two Bedroom Units
Four- Small Three Bedroom Units

Three-Large Three Bedroom Units



N

Headmasters House

Museum

Library

Entry

Library
Dining

Study

Guest

Living

Family
Kitchen

Baths

Three Bedroom

Masterbedroom

Permanent Display
Temporary Display
Entry

Support

Storage

Meeting/ Lecture rooms
Mechanical/ janitorial

Washrooms

Stack Area
Study Lounges
Administrative
Archives

Periodicals

Microfilm/ Communication

700 sg. meters

6418 sq. meters

8767 sq. meters



Control Desk
Interlibrary Loan
Washrooms ’
Storage/ Book Binding/ Shipping Receiving
Mechanical/ janitorial
Education Buildings 16500 sq. meters
Workshops
General Studios
Faculty Dffices
storage
Classrooms/ Seminars
Lounge
Entry
Washrooms
Janitorial/ mechanical
Refectory 1518 sq. meters
Entry Hall
Cloakroom
Dining Area
Kitchen
Serving/ Preperation
Auditorium
Lobby/ Gallery

Ticket Administrative

2769 sq. meters

Seating for 720 people
Stage

Dressingrooms

Storage

Workshops

Chorus Rooms



Gymnasium

Rehearsal Rooms
Stage Manager
Shipping/ Receiving
Washrooms

Mechanical/ janitorial

Entry/ Lobby
Administrative Offices
Exercise Rooms

Trainer

Locker rooms

Gym

Storage

REpair

Washrooms

Mechanical/ Janitorial
Athletic Fields

Student Housing




Chapel

VYestibule
Sanctuary

Chancel
Chaplain's Office
Choir

Washrooms

Mechanical / janitorial

Storage

Student Center

Bookstore
Post DOffice
Entry Hall
Beergarden
Pub

Infirmary
Student Government
Ballroom
Bowling
Recreation
Kitchen
Meeting Rooms
llashrooms

Mechanical/ Janitorial

720 sq. meters

4581 sqg. meters
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DESIGN CONCEPTS

Site Concepts

The idea behind site development is the formation of five distinct zones which make up the
entire project. The five zones are faculty housing, public influence, student housing
educational, and the main core which takes from all the other guadrants to for the central

identity.

Maintaining this concept through out the project, the only thing that changed through out

the year were the building groupings creating the larger area units,

Development along this mainstream can be seen through the following design drawings. An
easy spot to recognize change is in the positioning of buildings around the public

sectoer and the building that make up the central core.

The placement of buildings upon the site all follows the ideas of space creation through

topolagical planning and the layering of topological design issus andviews.
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Building Concepts

Each building is organized around a central or main space which provides an identity
and character to each individual building. This charateristic is seen on the exterior of
the buildings as well. On the exterior each building has its signature entry which provides

a sense of recognition to the casual passerby.

The buildings themselves have many things in common which tie the buildings together in

a cohesive package. The main organizer is the use of the same proportional systems from
building to building throughout the project. Althought the system was extremely flexible a
and based upon the human scale, it is sometimes seen as a detriment to th final design.

However I don't believe so.

Organization of key spaces in the buildings come from the same transitional setup seen

throught out theplans.
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FINAL DESIGN
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