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ABSTRACT

This article deals with the topic of void as a design instrument and theory in architectural
design, with a focus on Rem Koolhaas and his specific void design approach. The primary goal
is to examine Koolhaas' perception and usage of void as a design element to continue his
theory of the Strategy of the Void | and Il by creating some novel design strategies similar to his.
To achieve this, the topic of void was broadly analyzed, reaching from the analysis and
interpretation of various writings and theoretical works to four pivotal void-projects from
Koolhaas. As a result, a genealogy surrounding Koolhaas' Strategy of the Void | and Il has
emerged alongside four distinct design strategies which are named after their used void design
action of (a) juxtaposition, (b) superposition, (c) cutting, and (d) excavating. Each of these
strategies can be used to create a specific design outcome such as (a) an overarching concept,
(b) a connection between entities (circulation), (c) architectural spaces, and (d) a contrast.
Moreover, it was found that the former two strategies can be categorized as preceding and the
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latter two as proceeding void design strategies in relation to Koolhaas’ original ones.

1. Introduction

The usage of void as a design instrument in architec-
tural design is rather unusual, with many architects
focusing more on the built than the unbuilt matter.
Hence, the usage of void as a design method is
a relatively unexplored field compared to the use of
its counterpart, the solid. This phenomenon does not
only apply to architectural practices, but also to
researches and theories regarding void as a design
method - and basically the topic of void in general.
In this regard, the investigation of the void as a design
method has the potential to uncover new design
approaches that can be flexibly used due to the
void’s unique design features.

An architect who often uses void in his designs,
a kind of pioneer of void design, is Rem Koolhaas.
Besides using void in his own designs to create unique
buildings, Koolhaas also published a lot of theoretical
writings surrounding the topic of void and its usage as
a design method. This includes, for example, the man-
ifesto S,M,LXL (Koolhaas 1998b), where projects and
writings such as the Treés Grande Bibliotheques (TGB),
the Ville Nouvelle Melun-Sénart, and The Berlin Wall
are presented. Another publication from Koolhaas is
the book called Content: Perverted Architecture (2004),
where the well known Strategy of the Void | and Il
(SotV I+1l) are presented. Especially the latter ones are
a very interesting approach of Koolhaas to illustrate

the usage of void as a design method, which he, how-
ever, did not continue so far, meaning that those two
strategies remain the only ones published until today.
Additionally, these two publications, among others,
further show that Koolhaas investigated the topic of
the void very early on in his career.

For example, one of his earliest investigations of the
void was in 1971, when he researched the Berlin Wall
for his studies at the AA in London, which he describes
in S;M,LXL (Koolhaas 1998b, 212-233) in the essay
“Field Trip.” There, he linked the wall to a type of
void, describing it as “a freshly created absence”
(p. 228). After that, in 1977, the topic of the void
reappears in Koolhaas and Ungers’' theory The City in
the City. Berlin: A Green Archipelago (Ungers 2013)
where the so-called “greenbelts” that float between
the city islands can be seen as the void. Lastly,
one year later, in 1978, Koolhaas picked up the topic
of the void once again, but this time in his own man-
ifesto, Delirious New York (Koolhaas 1994). Specifically,
the chapter “The Frontier in the Sky” can be related to
the void, where he elaborates on the skyscraper and
describes it, for example, as creating urban indetermi-
nacy or programmatic instability (pp. 82-109).

Based on these circumstances, the focus is set on
the investigation of void as a design instrument and
strategy, which is grounded on the works of Koolhaas
and his void design approach. The main question is,
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how does Koolhaas perceive void as a design element
and specifically makes use of it. Thereby, the main goal
is to continue Koolhaas' theoretical work of the SotV |
+lI by establishing some new strategies. These strate-
gies should not only contribute to the rather scarce
research in terms of void design, but more so give
directly some practical approaches that could also be
used in other fields, such as urban design. To achieve
this, a project analysis of four pivotal void-projects
from Koolhaas is carried out that builds the foundation
of this article.

Overall, the study is structured in five main sections,
beginning with Section 2 which revolves around the
theory of void. In this section, the importance of void is
first shown on the basis of Koolhaas' writing the
“Typical Plan.” Afterward, the focus is set on Koolhaas'
void design approach that is illustrated based on the
so-called genetic modification and the SotV I+Il. The
subsequent project analysis in Section 3 builds the
main part of this research. There, four projects from
Koolhaas - built and unbuilt ones - are analyzed in
detail, which comprise the Parc de la Villette, the
Agadir Hotel and Convention Center, the 2
Bibliotheques Jussieu, and the Seattle Central Library.
Each of these projects is supplemented by an addi-
tional one that follows a similar design strategy. The
following Section 4 synthesizes the outcome of the
project and theory analysis in two parts. In the first
part, a genealogy surrounding Koolhaas' SotV I+l is
presented which not only includes his strategies, but
also some inspirational projects as well as four new
void design strategies-two preceding and two suc-
ceeding strategies in relation to Koolhaas’ original
ones. Moreover, a classification scheme for the suc-
ceeding strategies is proposed. In the second part of
this section, the four new void design strategies are
presented and explained in detail. Lastly, Section 5
wraps up the paper by taking a look back on the
most important findings, including some future
research topics regarding void design as well as the
limitations of the study.

2. Theory of void

At the beginning of this section, Koolhaas' writing
of the “Typical Plan” is analyzed to illustrate the
impact and significance of the void as a design
element. Although the “Typical Plan” normally
does not refer to void it can be related to it, espe-
cially when viewing it in a larger context that
includes other writings from Koolhaas such as
“Imagine Nothingness,” the “Generic City,” and
“Junkspace.” The analysis shows that the void does
not only affect the building itself, but more so that
it has a direct impact on the city, which means its
investigation is of great importance for urban plan-
ning, design, and the longevity of the city in

general. Afterward, a closer look at Koolhaas' speci-
fic void design approach is taken, which is based on
the investigation of two design strategies from him:
the genetic modification and the SotV I+l

2.1. The importance of void: Koolhaas and the
typical plan

2.1.1. The typical plan: its essence

In SM,L XL, Koolhaas (1998b, 334-353) investigates
the issue of the so-called typical plan. He defines
such plans as “zero-degree architecture, architecture
stripped of all traces of uniqueness and specificity”
(p. 335), which he further relates to office buildings.
However, the mentioned issues of this phenomenon
can not only be related to office buildings but also
to the design with void in modern architecture
when analyzed and viewed from the perspective
of solid and void, which is shown below.

In the chapter surrounding the topic of the typi-
cal plan, Koolhaas asserts this phenomenon as an
American invention, which was developed in “the
late 19th century to the early 1970s ... from the
primitive loft type (ruthless creation of floor space
through the sheer multiplication of a given site) via
early masterpieces of smooth space” (p. 336). In this
regard, buildings of smooth space such as the
World Trade Center, the RCA Building, and the
Exxon Building are mentioned. According to
Koolhaas, the typical plan’s intention was to create
an “ideal accommodation for business” (p. 337). He
continues that the program of business is “the most
formless” (p. 337), which makes such buildings
a representation of “totally abstract program”
(p. 337) without the need of a specific architecture.
Further, he characterizes this type of program with
the sole function where the occupants only exist in.
In his conclusion, this leads to that business can
basically be applied to any type of architecture.
This indeterminacy, as stated by Koolhaas, finally
results in the generation of character for the typical
plan.

In terms of the typical plan’s characteristics,
Koolhaas defines it as being “neutral, not anon-
ymous” (p. 340), which has impure zones (e.g.,
restrooms, service stairs, pantries, etc.) and exalted
zones (business). He further states that the former,
which he also describes as being primitive, are basi-
cally just there to serve the latter ones to function.
Afterward, Koolhaas mentions a first characteristic
of the typical plan, which he describes as being
a ’“relentlessly enabling, ennobling background”
(p. 341). However, Koolhaas mentions two other
characteristics that coin the typical plan, which are
namely the “repetition” and “indeterminacy.”
According to him, these two characteristics lead to
buildings that consist of one and the same floor,
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which are mostly undefined. Lastly, in terms of the
plan’s layout it is stated that the “Typical Plan is as
empty as possible” (p. 344), which just consists of “a
floor, a core, a perimeter, and a minimum of col-
umns” (p. 344). In short, he describes this simplicity
of the plan as being all “about exclusion, evacua-
tion, non-event” (p. 344).

Lastly, Koolhaas expands on the consequences of
the typical plan’s vacancy, which he identifies as lead-
ing to density. He further states that the typical plan
started to change the urban environment through its
immense accumulation - the emergence of skyscra-
pers. According to him, this has also led to
a “downtown, defined by sheer quantity rather than
as a specific formal configuration” (p. 345) with city
centers that are not unique anymore. In addition, he
describes this phenomenon as “a conceptual leap: an
absence of content in quantities that overwhelm, or
simply preempt, intellectual speculation” (p. 345).

2.1.2. The typical plan and void: programmatic
indeterminacy, junkspace, and the generic city

At first glance, from Koolhaas description and from the
plans, the typical plan seems empty; however, it is not.
It basically contains invisible matter, the program,
which is in this case related to business. Speaking of
emptiness and program, Koolhaas (1998b, 199-203)
came to a similar conclusion in his essay “Imagine

C c

Nothingness” after elaborating about different urban
projects—e.g., the Central Park, The Manhattan Grid,
Pompeii — that emptiness (the void) does not have to
mean empty. He stated that “they all reveal that empti-
ness in the metropolis is not empty, that each void can
be used for programs whose insertion into the existing
texture is a procrustean effort leading to mutilation of
both activity and texture” (p. 202). As seen from this
statement, emptiness does not equal empty, which is
surely the case in the typical plan. It further suggests
that the emptiness (charged void) has some effects,
which is also the case in the typical plan.

Speaking of effect, the effect of the typical plan
actually becomes clear when analyzing Koolhaas’
description of it, meaning that its impact is not simply
limited to the plan itself, but rather goes beyond its
boundary and directly impacts the city. In particular its
effect is, as mentioned by Koolhaas, to create city
centers without any uniqueness due to the massive
accumulation of buildings that consist of typical plans.
Said phenomenon not only shows the effect of the
typical plan, but also that there is a connection
between a building’s floor plan and its exterior — in
this case the city. In this sense, the floor plan basically
directly affects the city, which illustrates how big of an
impact a floor plan can potentially have. Responsible
for this are, of course, the repetition and indeterminacy
of the typical plan, which Koolhaas has mentioned.

D D’

Figure 1. Solid and void analysis of typical plans with the original plan on the left (A, B, C, D) and the analysis on the right (A’, B’, C,
D’) that shows the three basic elements of which the typical plan consists of Source: Koolhaas 1998b, 336, 337, 338,341 (A, B, C, D,
respectively); graphics by author on the basis of the previously mentioned plans (A’, B', C', D’).
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By analyzing the typical plan in more detail regarding
solid and void, including the information mentioned
above, it can be said that the plan consists of three
components (Figure 1): (1) the facade, which can be
defined as the boundary; (2) the core, which can be
defined as the solid; and most importantly (3) the so-
called business space, which can be defined as the void.
These components are very similar to the ones that
Koolhaas identified; however, each of these elements
serves a distinct purpose in the typical plan. For exam-
ple, the facade (boundary) frames the floor plan and the
void. Through this, it defines the building and its border.
The core (solid), such as toilet, storage, stair, elevator,
etc,, is mostly inside the boundary (facade) or directly
attached to it, which, as mentioned by Koolhaas, pri-
marily exists to serve the business space (void). Lastly,
the business space (void), or the program, is bounded
by the facade (boundary) and pierced by the core
(solid), which is the predominant element in this ensem-
ble that functions as the main space.

As a result, it can be noted that Koolhaas’ men-
tioned problems of programmatic indeterminacy that
the business space produces can be attributed to the
void, meaning that the void is basically responsible for
creating the issues surrounding the typical plan. In this
regard, it can further be said that the void’s indetermi-
nacy produces what Koolhaas (2002, 175-190) terms as
so-called junkspace — a kind of useless space that is
generated through different conditions. As Koolhaas
says: “Junkspace can either be absolutely chaotic or
frighteningly aseptic ... overdetermined and indeter-
minate at the same time” (p. 179). As seen, junkspace
for him is essentially space that lacks the middle-
ground, meaning that it is either over or under
defined - the latter which applies to the void in the
typical plan.

In this sense, it can be said that if the typical
plan produces junkspace and is directly responsi-
ble for the creation of Koolhaas’ mentioned non-
unique city centers, whose space is then basically
also just junkspace, the typical plan is further
a catalyst for the creation of so-called generic
cities, which are essentially, according to Koolhaas
(1998b, 1238-1267), standardized metropolises
without any unique character. As seen, when the
business space is regarded as void, it has not only
a huge impact on the floor plan (creation of junk-
space), but also on the urban environment (crea-
tion of generic cities). What this exactly means is
investigated more in the following subchapter.

2.1.3. From building-void to city-void: typical plan
as a portrayal of the city and its consequences

As mentioned above, the typical plan’s consequences
go way beyond the boundaries of the individual build-
ing and directly impact the city, which implies
a connection between floor plan and city. This

phenomenon essentially means that the floor plan
functions as a portrayal of the city, or vice versa.
A similar condition described Ungers (1963, 281) in
his article to the project «Neue Stadt» in Koln, where
he stated that the city is governed by the same forma-
tion laws as the individual house, the sum of which it is
composed of. He added that the structure of the city is
based on the structure of the house, just with different
dimensions. In this light, the connection between floor
plan and city would suggest that the urban planning
issues which the typical plan generates - the non-
unique city centers, junkspace, or generic cities - also
need to be investigated on the scale of the individual
buildings due to their direct impact onto the city. This
further implies that the void which the typical plan
generates is also connected to the city’s void.

Regarding architecture nowadays, this means that, for
example, issues in urban planning and design should also
be investigated on the scale of the individual building and
their floor plans. Moreover, this also applies to theories
surrounding the topic of solid and void that should
address said phenomenon, meaning that, for example,
the floor plan’s impact onto the city needs to be incorpo-
rated in discussion like Rowe and Koetter’s (1978) figure -
ground theory in Collage City as well.

2.1.4. Typical plan and void: synthesis

The analysis above has shown that Koolhaas’ theory
regarding the typical plan can be directly linked to
void, which is embodied in two elements, each with
a specific characteristic.

The first element that can be linked to void is the
business space. In the solid and void floor plan analysis
of Figure 1 it was shown that the typical plan consists of
three elements. In said analysis, the business space —
essentially the program - functions as the void which
exhibits the characteristic of programmatic indetermi-
nacy that ultimately leads to so-called junkspace and
generic cities.

The second element that can be linked to void is the
urban environment. It was mentioned by Koolhaas that
the urban environment is coined by an immense
amount of typical plans (skyscrapers) that lead to non-
unique city centers without any precise formal config-
uration. Said urban environment, the city center’s
space, can also be seen as a void due to the connection
of floor plan and city, which can here be defined as
exhibiting the characteristic of “indeterminacy of for-
mal configuration” — a trait that basically stems from
the typical plan’s programmatic indeterminacy.
Speaking of connection, the suggested inherent con-
nection between floor plan and city can finally be
termed as “inside-out-effect.” This term basically
describes an element that comes from the floor
plan - here the void - and is transferred onto the city
(Figure 2). Thus, the floor plan essentially functions as
a portrayal of the city, or vice versa.
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Figure 2. Allegory of the hypothetical connection between city and floor plan: Le Corbusier’s Saint-Dié (left) and the typical plan (right).
Source: Rowe and Koetter 1978, 62 (left); graphic by author on the basis of Koolhaas 1998b, 336 (right).

Lastly, the implications of the above-mentioned
connection between floor plan and city are that the-
ories, analyses, and design methods regarding solid
and void can be examined on the building and urban
level, meaning that gained knowledge from each scale
can be subsequently applied to either one. Moreover,
this connection allows to further investigate the topic
of void, meaning that it is not only possible to learn
more about the topic in general and the voids’ char-
acteristics, but more so that it is possible to create
novel ideas regarding the design with void. In this
case, the research about the void in design is particu-
larly promising, as it has the potential to create flexible
designs, such as buildings or urban environments, due
to the void'’s special design features - the latter, which
are shown in more detail in the project analysis (cf.
Section 3).

2.2. Koolhaas’ void design approach

This section investigates Koolhaas’ void design
approach, which is grounded on two different theories:
the genetic modification and the SotV. Thereby, it is
shown how Koolhaas perceives void and specifically
makes use of it as a design instrument.

2.2.1. Genetic modification

In the previous section (cf. Section 2.1.) it was shown
that the business space (the program) essentially func-
tions as the void element in the typical plan, whereby it
can be said that also Koolhaas perceives business — the
program and its space - as a type of void based on his
description. In this regard, hypothetically speaking, the
program itself can be defined as being a type of void,

which opens up some new and interesting perspec-
tives in terms of the design with void.

To further investigate the hypothetical connection of
program and void, as well as its potential use as
a design strategy, this part takes a closer look at the so-
called genetic modification of Koolhaas, which Lucan,
(2012, 559-561) has investigated in his book
Composition, Non-Composition: Architecture and Theory
in the Nineteenth and Twentieth Centuries. Although
Lucan studied this phenomenon more in relation to
composition, the genetic modification offers an inter-
esting approach in terms of void design in relation to
program when viewed from a different perspective.

In the chapter “Process and Program Versus
Composition — Rem Koolhaas,” Lucan mentions
Koolhaas’ often used design method, which “had to
do with the development of a program in which the
introduction or modification of a parameter could
steer a project in a new direction” (p. 559). In this
regard, he presents the projects Seattle Library and
the Bibliotheques de Jussieu — both projects are ana-
lyzed in detail in Section 3.4. and 3.3., respectively -
which make use of such modifications in terms of their
floors’ superposition. As mentioned, this is done at the
Seattle Library “by genetically modifying the super-
position of floors in the typical American high-rise”
(as cited in Lucan, p. 559) and at the Bibliotheques de
Jussieu by the “modification of the parameters of
superposition of a building’s floors” (p. 559). Further,
it is described that the modification at the Seattle
Library leads to “one level never exactly superposed
on the other” (p. 559), and at the Bibliothéques de
Jussieu to the “introduction of general continuity in
sloping planes” (p. 559). After the presentation of these
genetic modification examples, Lucan concludes that
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“the genetic modification of which Koolhaas spoke
assimilated the architectural project not to
a composition, but rather to a series of operations
following one after the other in accordance with
a program” (p. 559).

According to Lucan’s conclusion, Koolhaas’ genetic
modification is essentially a design method that uses
multiple operations which are directly linked to
a program, such as the mentioned superposition of
floors. In this sense, it can be said that the genetic
modification is not only the superposition of floors,
but also the superposition of program. Moreover, this
means that if the program is regarded as void, like
initially hypothesized, the genetic modification can
essentially be defined as the superposition of void.
This hypothetical connection between the program
and void which is assumed here is further shown, and
supported, in the project analysis later on in this article
(cf. Section 3.3. and 3.4.).

Summarized, it can be said that Koolhaas uses the
genetic modification — the modification of certain
parameters in correlation with the program - as
a type of void design strategy, which is in the case of
the Seattle Library and the Bibliothéques de Jussieu
the superposition of floors that is linked to the pro-

gram. This strategy not only shows the diversity of
Koolhaas’ design approach, but also the void’s diverse
field of application. However, beside the genetic mod-
ification, there are other void design strategies from
Koolhaas such as the SotV I+Il, which are much more
straightforward and that do not need a prior analysis
to be revealed. To further show the diversity of void
design and to give another perspective of Koolhaas’
void design methods, these two strategies are subse-
quently analyzed.

2.2.2. Content: strategy of the void | and Il

The SotV I+l are two well known illustrations from
Koolhaas regarding the design with void (Figure 3).
Originally, the strategies were published in the chapter
“Patent Office” in the book Content: Perverted
Architecture (Koolhaas, McGetrick and OMA-AMO,
2004, 74 & 77). Said chapter contains various design
strategies from Koolhaas’ work, which are illustrated as
so-called “Universal Modernization Patents.” In these,
the core idea, or in other words the design philosophy,
of the specific projects are shown. Among these
patents are also the prior mentioned SotV |, which is
based on the project Ville Nouvelle Melun-Sénart, and
SotV II, which is based on the project TGB.

O O O R

UNIVERSAL MODERNIZATION PATENT pa
“STRATEGY OF THE VOID I” (PLANNING) (1987)

Patent number: 5,143,723

an  Patent for “Strategy
of the Void I” (planning)
(29 METHODFORPLANNING CITY

‘THROUGH MANIPULATION OF THE UNBUILT
AND THE LEFT OUT.

(36)  Inventor(s): Rem Koolhaas, Yves Brunicr,
Xaveer de Geyter, Mike Guyer.

Correspondence Address:
OMA,

BOOMPJES 55

3011 XB ROTTERDAM
TEL 31 0)10 411 1216

(2)  Initial Application: the new town of
Melun-Senart, FRANCE.

[54]  Filed: 1987

an ABSTRACT

Given that practically all we build today is
disappointing, we invest our hopes in the
unbuilt as the last source of the sublime, If
we deploy in the unbuilt (4-15) the powers
formerly applied to the built, we can afford
o treat the built as we formerly did nature,
and take it for granted (16).

TR U0 OO OO O AR G

UNIVERSAL MODERNIZATION PATENT 4
“STRATEGY OF THE VOID II” (BUILDING) (1989)

Patent Number 6,345, 780

e

en Patent for “Strategy
of the Void I1” (building) =

(29 METHOD FOR DEFINING A 7 ; - 5
BUILDING THROUGH MANIPULATING A -7
ABSENCES OF BUILDING N L - /L./
e i
———
T o, 2 <
(36)  Inventor(s): Rem Koolhaas, Art Zaaijer, E — i ey v
Xaveer intz, Heike &\’ p— L
Lobmani A > P
PL AN,

—_— A = ——
—tl = - R}
— o— ——
e is, FRANCE, _i - ~— 2
Tri s, E e
- PP A —_——
(54) 1989 i) A
- ~—

(71)  ABSTRACT

Instead of laboriously
tance in a buik
tio

a building
can be by elimination (21-24) rather
than addition - by scooping out forms from a
solid block. like ice-cream

-
0M
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74 & 77, respectively.
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In general, the void design patents illustrate the
projects’ specific idea of void design, which means
that they essentially show how Koolhaas perceives
and uses void as a design instrument in his design
process. Besides this, the patents make clear how
important of a design factor void can be due to its
diverse usage in the design process, allowing to create
some unique designs with it. For example, the patent
SotV | — entitled as planning — describes the pursued
void design strategy at Ville Nouvelle Melun-Sénart as
the “method for planning city through manipulation of
the unbuilt and the left out” (p. 74). In contrast, the
patent SotV Il - entitled as building - describes the
pursued void design strategy at TGB as the “method
for defining a building through manipulating absences
of building” (p. 77).

As seen, both strategies target a completely differ-
ent field of application, which means that Koolhaas'
perception of void is extremely diverse. For example, at
Melun-Sénart, he uses the void as a design instrument
in urban design, whereas at the TGB, he uses the void
to design a building. These two different applications
of the void show that he perceives void as a design
instrument that can be used in various settings, which
means that it is not bound to a particular field, such as
building design or urban design, but rather can be
used very flexible in multiple environments.
Furthermore, the patents do not only show Koolhaas’
design approach, but also indicate in a sense his
attempt to start a theoretical work which focuses on
the usage of void as a design strategy. However, apart
from these two strategies, Koolhaas did not publish
any more of them to date. But, due to the strategies
being termed as “one” and “two,” they imply to be
a part of a bigger whole, and therefore they can also
be regarded as such. In this light, the present research
builds upon these two strategies by viewing them as
the beginning, and part, of a larger theoretical work in
terms of void design whose primary goal is to show
how to design with void, and which additionally gives
insight into Koolhaas' specific design practice and per-
ception of void.

To sum up, the SotV I+l patents can be regarded as
a portrayal of Koolhaas’ void design philosophy and
technique, both of which can be described as being
extremely diverse. Furthermore, these two strategies
should not only be regarded as isolated objects about
the design with void, but rather as a small part of
a greater whole - a theory regarding void design -
that has not been uncovered yet but which would
allow to better understand Koolhaas' void design
approach and the design with void in general.

3. Project analysis

This section analyzes four pivotal projects from
Koolhaas regarding their void design approach. The

goal is to work out the projects’ specific void design
methods which will serve as the basis for the new void
design strategies. The analyzed projects are (a) the
Parc de la Villette, (b) the Agadir Hotel and
Convention Center, (c) the 2 Bibliotheques Jussieu,
and (d) the Seattle Central Library. Each of these
projects is supplemented by an additional project
that uses a similar design technique: (a) the Ville
Nouvelle Melun-Sénart, (b) the TGB, (c) the
McCormick Tribune Campus Center, and (d) the
Zentrum fiir Kunst und Medientechnologie (ZKM).

Regarding the project selection, the reason to select
the four main projects for the analysis was due to their
obvious connection to the design with void as well as
their different design approaches. Besides these two
criterions, the diversity of the projects was very impor-
tant. The intention of selecting projects that have dif-
ferent characteristics was to be able to examine a lot of
diverse information regarding void design, with the
goal to create a solid foundation for the subsequent
theory — the void design strategies — and to show the
potential of void design in general. To achieve this,
four parameters were taken into consideration from
which at least one had to be different: the scale (build-
ings vs. urban designs), the design state (built vs.
unbuilt), the design approach (focus on floor plan vs.
section), and the function (e.g., park, library, office,
etc.). According to these parameters, the projects
were selected where each project has at least one
parameter that is different compared to the other
projects.

Lastly, the reason for selecting the supplementary
projects was to back up the main projects’ examined
void design approach, meaning that their void design
approach should match, or be at least close to, the one
of the main project. However, it was again crucial that
at least one of the above-mentioned parameters had
to be different. In addition to that, it was important to
include the original SotV I+Il — the Ville Nouvelle
Melun-Sénart and the TGB - because they basically
are the catalyst for this theoretical work and therefore
an important part that should be included.

3.1. Parc de la Villette

In S,M,LXL, by Koolhaas (1998b, 894-935), the project
Parc de la Villette is entitled “Congestion Without
Matter.” According to Koolhaas, the project is
a competition design from 1982 in Paris, France,
which he describes in five steps: (1) “Initial
Hypothesis,” (2) “The Strips,” (3) “Point Grid, or
Confetti,” (4) “Access and Circulation,” and (5) “The
Final Layer.”

In the initial hypothesis, Koolhaas states that the
project site was too small to inhabit all the required
program to design a park. To take this observation and
other factors into account, he mentioned that the
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proposal was to create a design “that combines archi-
tectural specificity with programmatic indeterminacy”
(p. 921). The core of this proposal, according to
Koolhaas, is to gain the most out of the implantation
of activities on the site while still providing a so-called
“stable aesthetic experience” (p. 921). Further, it is
mentioned that the proposal’s programmatic indeter-
minacy allows change, which does not harm the men-
tioned hypothesis. Lastly, he points out that important
for the project is the question of how to set up “the
most dynamic coexistence of activities x, y, and 2"
(p. 921) to create with their interference novel events
which he also terms “social condenser” (p. 921). In
addition, it is mentioned that this is achieved by the
superimposition of the park’s different layers.

The first layer that Koolhaas describes are “The Strips.”
He describes that the first step was to subdivide the
entire site into parallel bands (east-west), which inhabit
the main program (e.g., 50% of the playgrounds, theme
gardens, etc). It is said that this procedure allows the
distribution of the bands in either random or logical
order without programmatic clustering. As further men-
tioned, the strips’ standard width is 50 meters, which can
even get further divided, so they can “facilitate change
and replacement without disruption and to create fixed
points for the infrastructure” (p. 923). In terms of program,
it is said that nature is also considered as program. Lastly,
Koolhaas mentions the similar experience of the project’s
layering to the one of a high-rise building’s superimposed
floors and their possibility to facilitate various events: “all
contributing to a summation that is more than the accu-
mulation of parts” (p. 923).

The second layer that Koolhaas describes is called
“Point Grids, or Confetti.” It is said that this layer con-
sists of smaller programmatic elements (e.g., 50% of
the playgrounds, kiosks, picnic areas, etc.), which are
distributed across the site as point grids according to
their preferable density by a mathematical formula.

The third layer, according to Koolhaas, is called
“Access and Circulation,” which consists primarily of
two elements: “the promenade” and “the boulevard.”
As he mentions, the boulevard runs in north-south
direction across the site, which crosses every band
and connects several architectural complexes. In addi-
tion, it is said that the boulevard also contains all the
24-hour program elements. In contrast, according to
Koolhaas, the promenade is the boulevard’s comple-
mentary element, which “is generated through the
identification and subsequent demarcation — in the
form of plazas - of certain significant cross sections
through the bands” (p. 927). In addition, he calls these
plazas “sites within the site” (p. 927), which contain
further programmatic elements such as chess tables,
small amphitheaters, tribunes, etc.

Lastly, Koolhaas mentions the so-called “Final Layer,”
which “is a composition of the major elements - added
and found - that are unique or too large to be located

according to mathematical rules or to a system” (p. 929).
It is said that these elements are intermediate-sized,
which comprise, for example, the Rotonde des
Vétérinaires, the Science Museum, or the Ariane. In
addition, it is mentioned that the whole composition
consists of several architectural elements like, for exam-
ple, a music zone or reception square with baths.

Overall, the project illustrates an interesting
approach of how to design with void. When it comes
down to solid and void, the primary void design ele-
ment in the project can basically be defined as the first
layers’ bands/strips that run across the whole site of la
Villette (Figure 4A-C). Characteristic for them, as men-
tioned by Koolhaas, is that they are filled with various
types of programs as well as exhibiting the program-
matic indeterminacy that was made in his initial hypoth-
esis, which means that the program can change later
on. In this regard, the voids (bands) basically function as
a flexible vessel for the programmatic elements that are
distributed onto the bands and which can therefore be
seen as the solids in this configuration (Figure 4D).

In terms of void design technique, to create the
bands (voids), Koolhaas has described that the site of la
Villette was subdivided. This means, that the site func-
tions as a kind of boundary where the subdivision is
performed to create the individual bands, so the method
to create the voids can actually be defined as the usage
of the design action called “subdivision.” In contrast, the
positioning of the voids closely next to each other indi-
cates the pursued design approach (strategy), which can
be defined as the “juxtaposition” of voids.

A similar design approach of juxtaposing voids can
be seen from Koolhaas’ project Ville Nouvelle Melun-
Sénart. The project, as described by Koolhaas (1998b,
972-989), consists of two primary elements, the so-
called “bands” and “islands.” As mentioned, the
bands, also termed as “linear voids,” form together
a “Chinese figure,” whereby the islands “are the coun-
terforms of the surrounding voids” (p. 983). Moreover,
in Content, by Koolhaas, McGetrick, and OMA-AMO
(2004, 74), the project Melun-Sénart is termed as
“Strategy of the Void 1" (cf. Section 2.2.2. for patent),
which uses the “method for planning city through
manipulation of the unbuilt and the left out” (p. 74).

When it comes down to void design, Melun-Sénart
and la Villette’s design approaches are quite similar.
For example, in both projects, the voids are described
as bands with only the solids - islands versus program-
matic elements — being different. Moreover, the voids
in both projects can be characterized as being juxta-
posed on a given site, or playing field, whose borders
essentially function as a boundary where the voids are
generated within. Specifically, this means that at
Melun-Sénart, the bands are juxtaposed in such
a manner that they form a figure (Chinese figure)
which partly covers the site, whereas at la Villette, the
bands are juxtaposed in such a way that they basically
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Figure 4. Solid and void analysis of the Parc de la Villette: (A) original plan of the park; (B) voids: bands without programmatic
elements (solids); (C) single void: isolated band; (D) solids and void: programmatic elements (solids) on a band (void).

Source: Koolhaas 1998b, 923 (A); graphic by author on the basis of A (B - D).

form a void-carpet which covers the entire site. As seen
from these two examples, both projects use the design
technique of juxtaposing voids similarly. However, one
key difference between the projects exists: the method

of how the voids are generated.

At Melun-Sénart, the method to create the voids
was described by Koolhaas as: “instead of projecting
onto the landscape, we deducted from it ... through
this process of elimination, we arrived at an almost
Chinese figure of void spaces that we could protect
from contamination by the city” (p 977). This means
that the used method to create the voids can be
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described as “deducting” certain valuable areas from
the landscape. In contrast, la Villette uses the prior
mentioned method of “subdivision” to create the
voids. Thus, it can be said that the void generation
method can be different (deduction vs. subdivision)
while the design technique, in this case the juxtaposi-

tion of voids, is still the same.

3.2. Agadir Hotel and Convention Center

According to S,M,L XL, by Koolhaas (1998b, 374-399),
the project Palm Bay Seafront Hotel and Convention



JOURNAL OF ASIAN ARCHITECTURE AND BUILDING ENGINEERING . 1193

Center in Agadir (Morocco) is a competition design
from 1990, which is entitled in the book as Islam
After Einstein. As stated by the author, the project is
located at the intersection of two axes with a program
size that, in his opinion, does not fit this context
(Figure 5).

According to Koolhaas, the building’s concept is
based on “a single block sliced horizontally in two
parts” (p. 382), whereby “the irregular plane of the
cut is exposed by separating the two halves, creating
an enormous covered plaza on the beach” (p. 382)
where the prior mentioned axes go through
(Figure 6). The building’s upper part, according to the
author, contains a hotel, which consists of several
apartments. It is also said that each of them has
a private patio. In contrast, the building’s lower part

contains various programs of the convention center
(e.g. conference rooms, auditoriums, etc.), which
“form artificial dunes, a seamless continuation of the
surroundings” (p. 382). As further described, “a similar
relief [to the dunes] floats on the ceiling of the portico”
(p. 382), which is directly underneath the hotel. In this
relief, Koolhaas mentions that there are various special
programs (e.g., a nightclub and pool) and the royal
chamber.

Koolhaas' project description makes clear how
important the void is for the building, especially
when taking a closer look at its concept. In terms of
void design strategy, four possible ways can be identi-
fied to create such a design, which are based on the
interpretation of the solid and void section plans
(Figure 7) as well as Koolhaas’ project description:

Figure 5. Convention center from outside. Source: Koolhaas 1998a, p. 103.

Figure 6. Bottom half of the building: visible the covered plaza with its distinctive dunes. Source: Koolhaas 1998a, p. 115.
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Figure 7. Section plans of the convention center. Clearly visible are its two distinctive features: the void (covered plaza), which lies
in between two solids (building mass), and the solid’s wavy surface, called dunes. Source: Koolhaas 1998b, p. 383.

In the project description, it was mentioned that
a solid (building) is cut into two halves whose surfaces
are exposed by taking the halves apart. By doing so,
this process creates a covered plaza in between. In this
regard, it can be defined that the first strategy to create
the void (covered plaza) is to make a single cut hor-
izontally through a solid and then separate both halves
(Figure 8). However, from the section plans, it can be
seen that the upper and lower part of the solid (build-
ing) does not fit together. This means that somehow
more matter has been removed from the solid, or
added, which suggests that there is another method
in play. Speaking of method, this leads to the second
design strategy, which is based on the first one
(Figure 9). Instead of just cutting once through
a solid, two cuts are performed to cut out mass from
the solid. This means that after the cut is performed,
the solid part between both halves is removed, which
creates the void. This void can then be expanded
further by separating both halves from each other. As
a result, the upper and lower solids have a different
wavy surface, similar to the earlier shown section plans
in Figure 7.

A third strategy can be defined where first one hor-
izontal cut - in a straight line - through a solid is
performed whereby afterward, the two created halves
are separated to create the void. In a next step, when
the cut’s surfaces from both halves have been exposed
through their separation, more matter is removed either
by the method of cutting or excavating to expand the
void (Figure 10). Lastly, the fourth strategy, which is
based on the third one, uses only the excavation
method to remove matter without performing a cut.
In this case, the matter that is taken away from the solid
is solely removed by digging into it, which subsequently
leads to the separation of a single solid into two solids
and the creation of a void in between. This void can
then be expanded, for example, by further separating
both halves from each other (Figure 11).

Figure 8. Void design strategy 1: (A) solid block; (B) solid block
with cutting line; (C) cut block with both halves separated to
create a void in between; (D) final composition of solid and
void. Source: graphic by author.

Considering Koolhaas’ description and the section
plans, the third void design strategy matches the
most with the plans and the author’s description.
However, strategy two and four basically lead to the
same result, whereby it can be said that strategy four
is probably the most simple one that creates
Koolhaas' design, although this method does not
exactly match with his description. Coming back to
strategy two, from the two techniques (cutting and
excavating) that were presented in the strategy, it can



JOURNAL OF ASIAN ARCHITECTURE AND BUILDING ENGINEERING . 1195

e Z=2

Figure 9. Void design strategy 2: (A) solid block; (B) solid block
with cutting lines; (C) removal of the solid matter between the
cutting lines to create an initial void; (D) separation of both
halves to expand the void; (E) final composition of solid and
void. Source: graphic by author.

be said that the excavation method is the primary
void generation method, which is responsible for
creating the project’s distinctive wavy surface which
Koolhaas also described as dunes. Therefore, the pur-
sued void design strategy at the convention center
can be defined as the excavation of matter from
a solid to generate a void.

Speaking of excavation and void, the TGB from
Koolhaas is another project which makes use of the
excavation technique to create void. In S,M,LXL, by
Koolhaas (1998b, 602-661), the TGB is entitled
“Strategy of the Void.” Characteristic for the design,
as mentioned by Koolhaas, is that the library is
regarded “as a solid block of information” (p. 616)
with voids that are “carved out of the information
solid” (p. 616). Furthermore, regarding the reading
rooms, he mentions: “The TGB is a cube. It is solid
storage with the reading rooms - voids—excavated
where efficient” (p. 628). In addition to this, in
Content, by Koolhaas, McGetrick, and OMA-AMO
(2004, 77), the TGB is termed as “Strategy of the
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Figure 10. Void design strategy 3: (A) solid block; (B) solid
block with cutting line; (C) cut block with both halves sepa-
rated to create an initial void in between; (D) solid halves with
excavation/cutting line and void in between; (E) excavation/
cutting matter from the solid to expand the void; (F) final
composition of solid and void. Source: graphic by author.

Void II” (cf. Section 2.2.2. for patent), which uses
the “method for defining a building through
manipulating absences of building” (p. 77).
Moreover, its design approach to create spaces is
described as “scooping out forms from a solid
block, like ice-cream” (p. 77).

From the description above, it becomes clear that
the convention center and the TGB’s void design
approaches are very similar, which can best be defined
as the excavation of solid mass to create voids.
However, while both projects use the same design
strategy to create voids, the application of the design
strategy slightly differs:
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Figure 11. Void design strategy 4: (A) solid block; (B) solid
block with excavation lines; (C) excavation of matter from the
solid block to create a void; (D) continuous excavation to
create two solid halves with a void in between; (E) separation
of both halves to expand the void; (F) final composition of
solid and void. Source: graphic by author.

At the convention center, like mentioned before,
a solid mass is first cut into two halves, whereby
afterward both halves are separated. As a result,
a continuous void is created in between.
Subsequently, this void is expanded by the use of
the excavation technique, which removes matter
from the surfaces that were created by the cut -
rather superficially and not very deep. In contrast, at
the TGB, the excavation technique is applied onto
a solid to either remove matter by digging, from
the outside, deep into it, or to directly excavate
matter from the inside. As a result, multiple, discon-
tinuous voids are generated - some of them are
connected and some are completely isolated. Thus,
the difference in application of the design strategy
can be defined in terms of excavation depth and
location. This means that at the convention center,

solid matter is removed rather superficially from the
outside while the at the TGB, matter is removed
more deeply by digging from the outside deep
into the solid or by directly removing matter inside
the solid itself.

3.3. 2 Bibliothéques Jussieu

According to Koolhaas (1998b, 1303-1344), the pro-
ject 2 Bibliothéques Jussieu is a competition design
from 1993, which was done in Paris, France. The
author states that the aim of the project was to
insert a new core at the Jussieu University campus,
as well as “resuscitate the significance of Albert’s
original project” (p. 1307). He further mentions the
flaws of Albert’'s project, in particular the parvis,
which he describes “as residue, a mere slice of
void sandwiched between socle and building”
(p. 1309), which was originally intended to function
as a social space. Besides the parvis being “windy,
cold, empty” (p. 1308), Koolhaas also mentions that
it does not work because “Jussieu is a three-
dimensional network, not a building” (p. 1308).
Hence, the design strategy for the project that
Koolhaas pursued was as follows: “to reassert its
credibility [parvis], we imagine its surface as pliable,
a social magic carpet; we fold it to generate density,
then form a ‘stacking’ of platforms; minimal enclo-
sure makes it a building - the culmination of the
Jussieu network” (pp. 1310-1312; Figure 12). It is
said that this has led to the generation of concen-
tration by using the same substance. Next, Koolhaas
talks more about the libraries itself, which are both
superimposed with the science library on the lower,
and the humanity library on the higher levels. In
addition to this, he refers to the parvis between the
libraries, which runs from outside into the complex
and functions as the so-called “accueil” (p. 1316). He
further describes the parvis’ surfaces as “a vertical,
intensified landscape” (p. 1316), which are “urba-
nized”: the specific elements of the libraries are
reimplanted in the new public realm like buildings
in a city” (pp. 1316-1317).

As further mentioned by Koolhaas, characteristic
for the building is that “sections of each level are
manipulated to touch those above and below” (pp. -
1318-1321), which leads to that “all the planes are
connected by a single trajectory, a warped interior
boulevard [basically the parvis] that exposes and
relates all programmatic elements” (p. 1320-1323;
Figure 13). In addition, it said that the planes func-
tion almost like a street, which create “a system of
supra-programmatic ‘urban’ elements in the interior:
plazas, parks, monumental staircases, cafés, shops”
(p. 1326). Lastly, Koolhaas expands on the durability
of the settlements (program) and the building’s
structure, which he compares to the city. He
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Figure 12. Koolhaas' usage of Albert’s parvis as a conceptual idea for the building. Source: Koolhaas 1996, 126-127.

describes that the public domain and the path are
durable like the city, whereby the infills (library
elements) are comparable to individual architec-
tures, from which he concludes that “in this struc-
ture, program can change continuously, without
affecting  architectural character” (p. 1329;
Figure 14).

The project at Jussieu illustrates an interesting
design approach, which essentially uses void as the
main design element. As described by Koolhaas, the
library’s concept is based on Albert’s parvis, which is
used conceptually as a pliable carpet. By folding the
parvis in conjunction with the mentioned stacking of
platforms, which are generated from the parvis, the
building is finally created. At this point, the void
comes into play: Koolhaas has described the parvis as
a “slice of void,” which he, as described above, has
used as a basis to create the building. This concept
essentially leads to a building which, as a whole, can be
considered as a void in itself in the urban setting of the
Jussieu Campus, which fills the vacancy of the original

parvis’ malfunction as a social space. Nonetheless,
inside the building, there is a specific element that
causes the building to function like this and therefore
can be considered as the “true” void element in the
project, which is namely the trajectory — an important
element of the building that Koolhaas described as
a boulevard which connects all the program.

As mentioned by Koolhaas, the trajectory connects
the individual floors together, which means that this
element basically functions as the core of the building.
By taking a closer look at the plans, in particular the
“rotated-section” which is an assembly of multiple sec-
tions throughout the entire building that form
together one continuous section, the extent and
importance of the core becomes visible (Figure 15A).
From the plan, it can be seen that the core is one
continuous element, which starts at the bottom of
the building and ends at the top of it. By isolating the
core, this phenomenon becomes even more obvious
(Figure 15B-C). Furthermore, the isolation makes the
core’s variability in height and incline clearly visible,

Figure 13. Model photo of the library (left) and diagram of the interior boulevard (right) that runs through the entire building.

Source: Koolhaas 1996, 141 (left); Koolhaas 1998b, 1312 (right).
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Figure 14. Second, third, and fourth floor (from left to right). Clearly visible, the internal boulevard (path) indicated with arrows,
which is surrounded by the library elements (program). Source: Koolhaas 1996, p. 137.
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Figure 15. Analysis of the rotated-section: (A) original assembled section; (B) extraction of the boulevard; (C) isolated boulevard;
(D) solid and void diagram of the section. Source: Koolhaas 1996, 140-141 (A); graphics by author on the basis of a (B - D).
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which is basically responsible for creating multiple
scenarios and atmospheres for the visitors walking on
this path, or as Koolhaas describes it: “The visitor
becomes a Baudelairean fldneur, inspecting and
being seduced by a world of books and information -
by the urban scenario” (pp. 1322-1325). In essence,
this shows that the core can be regarded as the true
void element in the building, which functions as the
condensed concept (parvis). In contrast to this void
element, the rest of the building can be regarded as
the solid (Figure 15D).

Besides the core, there is another element that
can be regarded as the void, which Koolhaas
brought up when he talked about the durability of
the building: the library elements. He mentioned
that the public domain and the path (core) are
durable like the city, which stand in contrast to
the library elements that resemble individual archi-
tectures. To this, he added that the building’s pro-
gram can change. This statement of Koolhaas
basically implies that the program in itself can be
regarded as a type of void element that is
implanted into the building and used as a void
design element due to its possibility to change -
similar to the genetic modification approach, where
the program basically functions as the void (cf.
Section 2.2.1.).

Overall, the analysis has shown that the core can
primarily be seen as the void element in this pro-
ject, which is a crucial part of the building due to its
function (circulation) to fill the building with life.
Regarding the void design approach to create
such a concept, Koolhaas’ used technique to create
the void at the library, as Figure 15D suggests, can
be defined as cutting through a solid. This means
that the building volume is embodied as the solid

and the core as the void (circulation) that gets
generated by a cut through the solid.

A similar void design approach of cutting through
a solid to generate voids can be seen from another
project of Koolhaas, namely the McCormick Tribune
Campus Center at the lllinois Institute of Technology.
The project, according to Koolhaas (2006, 336-377),
consists of a “dense mosaic” of programmatic elements
where the student’s existing paths, which lead from
one side of the campus to the other, “are organized
through the Campus Center, to differentiate the multi-
plicity of activities into streets, plazas and urban
islands” (p. 338).

In terms of void design approach, it can be said
that the campus center makes use of the cutting
method which can clearly be seen from the floor
plan, especially when looking at it from the per-
spective of solid and void (Figure 16). By looking
at the plan, several lines of various thicknesses can
be noticed which run through a mass, evoking the
perception of cutting it apart. In this case, the lines
(paths) function as the voids, whereas the mass
(building) functions as the solid. Said observations
support the fact that the pursued design approach
to generate the paths (voids) at the campus center
can be defined as the cutting method, which is
used to cut through the building (solid) to generate
the paths (voids). As it can be seen, said approach is
similar to the prior presented project 2
Bibliotheques Jussieu, where the cut through the
building (solid) generated the core (void).

Lastly, there is one key difference to mention
between the two projects, which is the field of
application in plan where the cutting method is
used. In the project 2 Bibliotheques Jussieu, the
cut is performed in the section, whereas at the

* ey '

Figure 16. Solid and void plan of the campus center with “void-lines” (paths) that run through a solid mass (building), evoking to cut it

apart. Source: Koolhaas 2006, 339 (edited by author).
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Figure 17. Programmatic clusters: five stability clusters (left) and the four instability clusters between them (right).

Source: Koolhaas 2007, p. 72.

campus center, the cut is performed in the floor
plan. Nonetheless, the created void functions simi-
larly in both projects, namely as a circulation ele-
ment that fills the building with life. This means,
that the cutting method is not solely bound to the
floor plan or the section, but rather can be applied
in either plan to achieve the same result.

3.4. Seattle Central Library

According to Koolhaas (2007, 62-117), the project
Seattle Central Library is located in Washington
(USA) and was built from 1999 to 2004. As men-
tioned by the author, the building consists of so-
called programmatic clusters, which are divided into
five stability clusters and four instability clusters
(Figure 17). Characteristic for the building, as
described, are its platforms - each is one of the
five programmatic clusters - and the spaces
between them (Figure 18). As further mentioned,
the “size, flexibility, circulation, palette, structure,
and MEP” (p. 72) of each platform is different, so
each can fulfill a distinctive function. Moreover, it is
said that “the spaces in between the platforms

Figure 18. Model of the Seattle Central Library with the visible
platforms, the so-called stability clusters, and the spaces
between them, the so-called instability clusters.

Source: Koolhaas 2007, p. 72.

function as trading floors” (p. 72), which are used
“for work, interaction, and play” (p. 72). In short,
Koolhaas describes the concept of the Seattle
Central Library as “genetically modifying the super-
position of floors in the typical American high rise”
(p. 72), which leads to that the building is simulta-
neously iconic, contextual (different reaction of each
side to its surroundings), and sensitive (form allows
high amounts of daylight or gives shade).

The library’s concept is probably the most impor-
tant part of the project, which is responsible for its
unique organization. Interesting is that the concept is
essentially based on a solid and void design approach,
which can directly be seen from the concept plans in
Figure 17. By taking a closer look at these plans, the
prior mentioned five stability clusters (platforms) can
be seen as the solid elements, whereas the remaining
four instability clusters between them can be seen as
the voids. In this regard, the design strategy to create
the building concept can be described as the alternat-
ing superposition of the programmatic stability clus-
ters (solids) with the programmatic instability clusters
(voids) on top of each other. This leads to that the
pursued void design strategy at the Seattle Central
Library can be defined as the alternating superposition
of solids and voids on top of each other to create
a contrast with the voids.

Another project from Koolhaas that uses a similar
void design approach is the ZKM. According to
Koolhaas (1998b, 686-761), the ZKM is located in
Karlsruhe (Germany) and was built between 1989 and
1992. Characteristic for the building is, as mentioned
by the author, that all the program is located in a single
container which consists of various facilities, such as
a contemporary art museum, a media art museum,
a media library, a lecture hall, etc. As further described,
the strategy to incorporate all program in a single
container was to create different circumstances, such
as provoking tension, generating density, organizing
in-betweens, and so on.

Characteristic for the inside, as described by
Koolhaas, is the superimposition of the program in



JOURNAL OF ASIAN ARCHITECTURE AND BUILDING ENGINEERING . 1201

Figure 19. Solid and void elements at the ZKM: structural concept from Koolhaas’ writing “last apples” (left) and an analysis of the
building’s section plan with indicated solid (black) and void (white) elements (right). Source: Koolhaas 1998b, 675 (left); Koolhaas

1998¢, 89 (right; edited by author).

a so-called “single stack” — essentially the building'’s
core — which is structured in a sequence that “corre-
sponds to a transition from production/research to
display, from artificial to ‘natural,’ from private to pub-
lic" (p. 695). In addition to this, he mentions the char-
acteristic building structure, which consists of seven
vierendeel beams, each with a depth of six meters, that
span between the core’s walls (from east to west). It is
further said that these are “creating an alternation
between floors completely free of structure ... and
floors of inhabited structure that are ‘marked’ by the
different vierendeels, which oscillate between struc-
tural support and architectural definer, utility and aes-
thetics, necessity and decor” (p. 695). As a last
characteristic, Koolhaas mentions that the core - he
also calls it “deep core” - is enclosed by four zones,
which all exhibit a different function.

At the ZKM, the pursued strategy of superposi-
tion seems not as obvious as in the previous project
of the Seattle Central Library. However, to reveal
the design strategy, the solid and void elements
have to be defined first, which are basically the
floors that contain vierendeel beams (solids) and
the floors that do not contain vierendeel beams
(voids). This definition of solid and void elements
is not only based on Koolhaas' project description,
but also supported in the writing called “Last
Apples” in SM,LXL, by Koolhaas (1998b, 662-685),
where it is described that “the vierendeels, either
through their absence or their presence, become
the major instruments that characterize the interior”

(p. 675). The statement basically implies that the
vierendeels create a contrast in the interior based
on their existence (presence vs. absence), similar to
what Koolhaas mentioned in his project description
(Figure 19). Thus, said contrast can be linked to
solid and void, like mentioned above, with the
solid elements as the floors where the vierendeel
beams are present, and the void elements where
the vierendeel beams are absent. In this regard, it
can be said that the void design strategy of super-
position at ZKM is basically the alternate piling of
floors with and without vierendeel beams.

Overall, the void design strategy of superposi-
tion is in both projects very similar, namely the
alternate piling of solids and voids on top of
each other. In addition to this, said strategy is in
both projects connected to the building’s floors,
which are used as the solid and void elements.
However, the elements that define the floors as
solids and voids are different. At the Seattle
Central Library, the program (stability vs. instabil-
ity) was essentially the defining element that char-
acterizes the floors as solids and voids, whereas at
the ZKM, the vierendeel structure (presence vs.
absence) was the defining element. Thus, the void
design strategy of superposition can be summar-
ized as the creation of a contrast, which can man-
ifest itself very differently like, for example, as
contrasting programs (stability vs. instability), or
a different load bearing structure that shapes the
interior (presence vs. absence).
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4, Synthesis

This section synthesizes the gathered information
from the project analysis in three main parts. In
the first part, a genealogy for the SotV is pre-
sented, which is structured in three different
tiers. Objects that are included in the genealogy
are Koolhaas’ original SotV I+ll, two inspirational
projects, and four new void design strategies.
Afterward, part two and part three will take
a closer look at the four new void design strate-
gies, with each of them presenting two strategies
based on their categorization in the genealogy.

4.1. The genealogy of the strategy of the void

During the various analyses, it became clear that
Koolhaas’ SotV I+l have to be based on some kind
of idea that dates back prior to their establish-
ment. This discovery was particularly reinforced
during the project analysis, where two of the pro-
jects have shown that their used void design
method - in connection with other theories -
actually has a strong relationship to Koolhaas’
first SotV, which means that their design strategy
can basically be seen as a predecessor to
Koolhaas’ strategy.

In this light, the hypothesis is made that the
inspiration and initial idea for the SotV I+l dates
back long before their actual establishment, mean-
ing that they originate from some of Koolhaas’
earlier projects and observations which he made
as an architect and student. Under this premise,
a genealogy for the SotV was created, which can
be seen in Figure 20.

The genealogy shows in which observations
Koolhaas probably found inspiration to develop
prototype projects (cf. Section 4.2.1.) that deal
with the topic of void design, and which of
these may have served him as a basis to develop
his idea of the first SotV. Besides this, the geneal-
ogy further shows how the SotV can possibly be
expanded through some additional strategies -
termed as succeeding strategies - that are based
on Koolhaas' original ones (cf. Section 4.2.2.).
Speaking of the succeeding strategies, the geneal-
ogy further proposes a classification scheme for
these strategies, which fits them among
Koolhaas' original ones. The benefits of this classi-
fication system are that the strategies can easily
be distinguished from one another and that it
shows their origin, which means that it illustrates
their relation to Koolhaas' original SotV.

Lastly, the genealogy itself is based on three
tiers; however, the tiers can easily be expanded,
for example, to incorporate even more strategies.

To get a bit more insight into this system, the
individual tiers are subsequently presented in
more detail, which are followed by the presenta-
tion of the classification system for the succeeding
strategies.

4.1.1. The original strategies: tier 1

The starting point for the genealogy marks the
first SotV (cf. Section 2.2.2. for patent), which is
based on the project Melun-Sénart (1987) and its
void concept of bands (Koolhaas 1998b, 972-989).
The second SotV, which is based on the TGB
(1989), is of course related to the first one and
therefore can be seen as a successor of it. In the
genealogical tree, these two strategies are defined
as Tier 1.

4.1.2. The predecessors: tier 0

This tier includes two observations, the Berlin Wall
and the skyscraper, and two prototype void design
strategies, “SotV: Juxtaposition” and “SotV:
Superposition,” that deal with similar topics as
the first SotV in tier 1 and thus are defined as
their predecessors. In this regard, the two strate-
gies can be seen as preceding approaches to
Koolhaa's original SotV, while the observations
are seen as the initial ideas on which they are
based.

One of the strategies that can be seen as
a predecessor to the first SotV is based on the Parc
de la Villette (1982) whose void design method of
juxtaposition is also related to the concept of the
band like Melun-Sénart. In this regard, it can be
hypothesized that the idea for the Parc de la Villette's
concept of juxtaposing bands is based on two earlier
projects that Koolhaas has encountered, namely the
Berlin Wall and the skyscraper. This means that the
idea of the band actually stems from the Berlin Wall,
which can basically be seen as a type of band or,
according to Thuer and Nam’s (2023) research, as
a one-dimensional line void. Moreover, it can be said
that the idea of juxtaposition stems from the skyscra-
per which uses a similar concept, namely the super-
position of floors in the section — when rotating the
section 90 degrees it is like a juxtaposition. Finally, their
combination - the juxtaposition of bands (voids) in the
floor plan - essentially describes the underlying con-
cept of the Parc de la Villette, and therefore it can be
said that both phenomena (projects) served Koolhaas
as an inspirational source for la Villette.

Moreover, the void design strategy that is
deployed at the Seattle Central Library (1999-
2004) can also be seen as a kind of predecessor
to the first SotV. Although being built much later, it
can be said that the project essentially uses the
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Figure 20. Genealogy of the strategy of the void, which is structured in three different tiers. Source: graphic by author.

same idea of the Berlin Wall (band) and the sky-
scraper (superposition) to superpose bands (voids
and solids) in the section as a design method. This
phenomenon can further be seen from Lucan’s
(Lucan 2012) statement that was earlier mentioned,
where he describes that the library is “genetically
modifying the superposition of floors in the typical
American high-rise’” (as cited in Lucan, p. 559),
resulting in that “one level never exactly super-
posed on the other” (p. 559). In this regard, the
library can be defined as a type of predecessor to
the first SotV; however, not a direct one, because it
is built later, but an indirect one due to dealing
with similar topics (band and superposition).

4.1.3. The successors: tier 2

Tier 2, the successor to the original SotV in Tier 1,
consists of two succeeding void design strategies,
which are called “SotV 2.0: Cutting” and “SotV 2.0:

Excavating.” Due to their specific relation to one of
the original strategies, the SotV 2.0: Cutting is classified
as a direct successor to the SotV | whereas the SotV 2.0:
Excavating is classified as a direct successor to the SotV
Il. In this regard, the original SotV function as so-called
parent strategies to the succeeding ones that function
as their children.

4.1.4. Classification scheme for the succeeding void
design strategies

As initially mentioned, the genealogy proposes
a classification scheme for the succeeding strate-
gies, which is based on the original SotV’s system.
In particular, the new system uses the original
strategies’ roman numbering system and adds let-
ters to it. By doing so, it is possible to directly see
the relation between the succeeding strategies
and the original ones. For example, the SotV 2.0:
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Cutting is classified as “I.A.” This means, the roman
number indicates that this strategy is a direct
successor of the original SotV | whereas the letter
“A" indicates that this strategy is the first succeed-

uln

ing one in this tier. If there would be a second
strategy that is related to the first SotV, it would
be termed as “I.B.” In case a succeeding strategy
would be created that is not related to one of the
original strategies, said strategy would form a new
parent in Tier 2, and it would be named just as
“A” without a roman number.

As seen, the classification system is very flexible,
which means that its flexibility not only allows the
system to incorporate more void design strategies
into it but also allows it, at the same time, to create
and maintain a coherent whole. In this regard, the
system, in combination with the genealogy, basi-
cally lays ground for a design theory about void
design - the beginning of a void design compen-
dium - on which can be built upon. Furthermore, it
shows practically how it is possible to continue
Koolhaas’ original SotV.

4.2. Strategy of the void: predecessors and
successors

This section presents four different void design strate-
gies from the prior shown genealogy. In particular, two
preceding strategies (Tier 0) and two succeeding stra-
tegies (Tier 2) are presented, which are called (1) juxta-
position and (2) superposition, and (3) cutting and (4)
excavating, respectively.

The presentation of the strategies is supplemented
by several drawings. These drawings graphically illus-
trate the synthesized information which were gathered
from the various analyses. Specifically, this means that
all four strategies include information that are divided
into two parts: (1) design approach and (2) character-
istics. The first part includes information about the
name of the used design action and its outcome.
The second part includes information about its field
of application (e.g. one-, two-, or three-dimensional),
its application in plan (e.g. section, floor plan, eleva-
tion, etc.), and some more specific information that are
different for each strategy. In addition, the two preced-
ing strategies include further information concerning
the impact of their inspirational sources onto their void
design approach.

All this information is finally condensed into four
void design patents in Appendices A to D - similar to
the ones from Koolhaas — that make it possible to see
at one glance the specific characteristics of the strate-
gies and how they work. As a result, potential
designers that want to use these strategies can easily
refer to these patents for their design purposes,

meaning they function as a kind of design assistance.
Or, if someone wants to learn more about the history
of the SotV I+, they can specifically refer to the pre-
ceding patents. However, all four strategies must be
seen as a further development of Koolhaas' SotV,
which means that they are more detailed than
Koolhaas' original ones, making them precisely usable
in specific scenarios based on someone’s design intent.

Speaking of design, the strategies must be regarded
as so-called universal strategies, which means that
they do not only create the analyzed designs, but
rather create completely new ones — they are only
based on the analyzed projects and their void design
approach. This further means that the strategies
should also be used, as mentioned at the beginning
of this article, in other areas, such as urban design, to
make use of the void’s special design features.

Lastly, the strategies’ naming scheme is based on
the specific void design action (verb) that each of them
uses. This makes them not only clearly distinguishable
from one another but also directly tells the strategies’
intended design purpose. Thus, the scheme makes it
easy and intuitive to choose one strategy. However, to
distinguish between the preceding and succeeding
strategies, their naming schemes slightly differ — like
their patents. In particular, this means that the former
uses the void design action in the infinitive verb form,
while the latter uses the gerund.

4.2.1. The predecessors

4.2.1.1. Juxtaposition [prototype]. The first preced-
ing void design strategy — see Appendix A for patent —
is primarily based on the project Parc de la Villette, but
also its inspiring projects the Berlin Wall (idea of band)
and the skyscraper (idea of juxtaposition). In addition,
its successor Melun-Sénart, the first SotV, functions
also as a kind of basis for it. The void design method
with which this strategy is dealing revolves around the
juxtaposition of voids (bands). This design technique
was essentially used at la Villette, and to some extent
at Melun-Sénart, in order to create a completely new
whole that works as some kind of underlying concept
(hypothesis) — the primary goal of this technique
(Figure 21).

Characteristic at la Villette, as at Melun-Sénart, was
that the juxtaposition of the voids was performed in
the floor plan, which therefore can be defined as the
method’s field of application in plan (Figure 26). This
further means that the technique can also be defined
as being bound to a two-dimensional (2D) space that
lies, in relation to a coordinate system, on the XZ axis
(Figure 25). In addition, the juxtaposed voids at la
Villette have similar shapes but completely different
sizes; in particular, they have the same width but
a different length. Therefore, the shape and size of
the voids for the juxtaposition can be defined as
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Figure 21. From the Berlin Wall and the skyscraper to the void design method of juxtaposition, which juxtaposes voids to create
a completely new whole (concept). Source: graphic by author.

being “variable” (see example voids in Figure 21). The
same phenomenon shows its direct successor Melun-
Sénart whose voids are also different, but not only in
size but also in shape.

Speaking of void creation, the voids at la Villette
were basically created by subdividing the site

(Figure 22), whereas the voids at Melun-Sénart
were created through deduction (Figure 23). This
means that the number of generated voids through
these creation processes can vastly differ. Hence,
the number of voids that are needed to use the
strategy of juxtaposition can be defined as being



1206 J.E. G. THUER AND S.-T. NAM

Boundary Line for Void type 1
subdivision
22 Solid
N : Void type 2

Figure 22. Void creation method 1: subdivision. Source: gra-
phic by author.

Boundary

.
Formto | t

deduct \_ :
\ \‘ :
\
\
‘\
\

Void

Figure 23. Void creation method 2: deduction. Source: graphic
by author.

Void type 1

¥

Void type 2

/ [

| — |
| m— |

004
o o

0 0 00 00 © ©0 0 ©°

ot

Figure 24. Minimum amount of voids to perform the design
method. Source: graphic by author.

© 0 0 0 0 o
0 0 0 0 0 0 o

F

Field of
Application

VAR

o’_// o

Xz

z

Figure 25. The design method’s field of application is two-
dimensional and lies on the XZ axis. Source: graphic by author.

Floor plan

my

Figure 26. The design method’s field of application in plan is
bound to the floor plan. Source: graphic by author.

“variable;” however, there is actually a minimum
amount of voids required to perform the technique,
which is two (Figure 24).

4.2.1.2. Superposition [prototype]. The second,
indirect, preceding void design strategy - see Appendix
B for patent — is primarily based on the project Seattle
Central Library and its inspiring projects the Berlin Wall
(idea of band) and the skyscraper (idea of superposition),
but also to some degree on the ZKM. The void design
method with which this strategy is dealing revolves
around the superposition of voids (and solids). This
design technique was essentially used at the library and
the ZKM to alternately superpose voids and solids on top
of each other, which leads to the creation of a contrast
between the two elements (Figure 27).

Characteristic for the library and the ZKM was that
both of them have used this method in the section,
which means that its primary field of application in plan
can be defined as being in the section. However, the
technique can hypothetically also be used in elevation
and in a 3D space (e.g., a 3D-model) due to the similar
functionality of the technique in these two perspectives
as in the section (Figure 31). In this regard, the method’s
field of application can be defined as being either bound
to a 2D or 3D space that lies, in relation to a coordinate
system, on the XY, YZ, or XYZ axis (Figure 30).

The projects further show that the type of contrast
that the superposition generates can be embodied in
multiple ways, such as the load bearing structure, pro-
gram, atmosphere, room height, or lighting - in other
words, in various architectural concepts (Figure 28). Thus,
the type of contrast that the technique of superposition
generates varies. Speaking of contrast types, the projects
further show that the shape of the voids, and solids, in
which the contrasts are embodied have basically no fixed
form, which means that their shape can be defined as
being “variable.” Lastly, to create a contrast (e.g., one of
the previous mentioned), the superposition of the voids
and solids has to be, as initially mentioned, alternating,
which basically describes the type of superposition that
this method uses (Figure 29).



JOURNAL OF ASIAN ARCHITECTURE AND BUILDING ENGINEERING . 1207

Wall as band

Superposition
of floors

Idea of band Idea of juxtaposition

4

Type 1 Type 2

—

——

Solid Void

4

=
Solid
Contrast:
> superposed solids
(typ 1) and
voids (type 2)
Void
/
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4.2.2. The successors

4.2.2.1. Cutting. The third void design strategy — see
Appendix C for patent - is based on the projects 2
Bibliotheques Jussieu and the McCormick Tribune
Campus Center at the lllinois Institute of Technology.
The void design method with which this strategy is
dealing revolves around the action of cutting, through
a solid, to generate voids. This design technique was
essentially used in both projects to create a circulation
space, which means that the primary goal of this tech-
nique can be defined as the establishment of
a network (Figure 32).

Characteristic for both projects was that they have
used the design method either in section or floor plan,
which basically describes the method's field of applica-
tion in plan (Figure 36). This further means that its field
of application can be defined as being limited to a 2D
space that lies, in relation to a coordinate system, on
the XY, YZ, or XZ axis (Figure 35). By taking a closer look
at the cut itself and how it was performed, it can be
identified that in the projects the cut was performed,
more or less, in a straight line. This means that the path
can be defined as being linear. Regarding the cutting
line’s width, both projects have shown that the line’s
width can greatly differ, meaning that the cutting line
can adopt multiple thicknesses (Figure 33). For exam-
ple, when the cutting line is applied onto a solid to cut
it, the line can have a thickness that ranges from thin,
which does not erase a lot of matter, to thick, which
erases a substantial amount of matter. This illustrates
that the dimensions of the void is dependent on the
cutting width (Figure 34).

4.2.2.2. Excavating. The fourth, and last, void design
strategy — see Appendix D for patent - is based on the
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Figure 28. Types of contrasts (examples): different load bearing structure, room height, and lighting (from left to right). Source: graphic

by author.

Figure 29. Type of superposition and shape of the voids and solids (based on Figure 28): the alternating superposition of voids and
solids that can adopt various shapes based on their used contrast. Source: graphic by author.
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projects Palm Bay Seafront Hotel and Convention
Center and the TGB. The void design method with
which this strategy is dealing revolves around the
excavation of mass, from a solid, to generate voids.
This design technique was essentially used in both
projects to create sheltered spaces inside a solid,
whose organic shapes resemble in a way the shape
of a cave. In this regard, the goal of this technique can
be defined as the creation of architectural spaces
through the excavation of mass from a solid form
(Figure 37).

Both projects have applied this design method in
section, floor plan, or a combination of both, which
means that it can be defined that the design tech-
nique can be applied in section and floor plan.
However, it can also be said that the method can
be applied in elevation due to its similarity to the
section. Moreover, it must be noted that the

g

1 R

3D-model

1

method can not only be used in a 2D space, but
also in a three-dimensional (3D) space like, for
example, Koolhaas did with the physical void
model at TGB (Figure 41). The difference between
the usage of the design technique in a 2D space
compared to a 3D space is that in the former, the
method creates first a 2D void that has to be trans-
lated later into a 3D void to create an actual archi-
tectural space, whereas in the latter, the method
directly creates an architectural space (3D void),
meaning that its application in a 2D space is rather
abstract. In this regard, the method’s field of appli-
cation can be defined as being bound to a 2D or 3D
space that lies, in relation to a coordinate system,
on the XY, YZ, XZ, or XYZ axis (Figure 40).

Regarding the created voids, two types of voids
can be determined from the projects: continuous
and discontinuous voids. Moreover, it can be identi-
fied that the dimension of these voids varies greatly,
which means that their shape can range from geo-
metric to organic with sizes that range from small to
large. Thus, the shape and size of the voids created
through this method can be defined as being “vari-
able.” Besides this, two positions can be identified
from the projects where the excavation process is
started: first, by removing mass from outside the
solid, and second, by removing mass directly from
the inside of the solid. Therefore, it can be defined
that the starting position of the excavation can either
be from outside or inside a solid mass (Figure 38).
Lastly, the projects illustrate that the excavation
depth can also differ (Figure 39). This means that the
excavation depth can be defined as being either
superficial, like at the convention center, or more
deep, like at the TGB.

[

=
/

Elevation

Figure 31. The design method’s field of application in plan is bound to the section, elevation, and 3D-model. Source: graphic by author.
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Cutting line
(width type 2)

Cutting line
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.

Cutting line (width type 3)

Void created by
the cutting width

Cutting width
type 2

Cutting width
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Cutting width
type 1

Circulation

N
.

Figure 32. The establishment of a network (circulation): the cut through a solid creates a void that functions as a connective element.
Source: graphic by author.
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Figure 33. Path type with example widths: linear path that can adopt different widths. Source: graphic by author.
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Thick cut

Figure 34. Dimensions of the void: the cutting line’s width correlates with the width of the created void. Source: graphic by author.
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: > \\ > X
pranas Xz Field of
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Z

Figure 35. The design method’s field of application is two-
dimensional and lies on the XY, YZ, or XZ axis. Source: graphic
by author.

Floor plan

LT

how he uses the void as a design technique. As
a result, it can be said that both his perception of
the void and his usage of it as a design technique
are extremely diverse.

The project analysis and the subsequent created
void design strategies (patents) have specifically
revealed that the void can be used as an extremely
flexible design element and that it is possible with
them to create a multitude of diverse architectural
designs — even on different scales (e.g., buildings or
urban designs). For example, the method of cutting
could be used, like Koolhaas did at the McCormick
Tribune Campus Center, to create a circulation space
in a building for the users; however, on a larger scale,
such as during the massing phase in urban design, the
method could be used to create circulation spaces for

Section

Figure 36. The design method's field of application in plan is bound to the floor plan and section. Source: graphic by author.

5. Conclusion

The goal of this research was to take a closer look at
the topic of void design; in particular, its potential as
a design tool. This was done by proposing some novel
void design strategies on the basis of Koolhaas’ origi-
nal SotV I+Il. As a result, four design strategies have
emerged-two preceding and two succeeding strate-
gies to Koolhaas’' SotV I+Il — including a genealogy
that hypothesizes the history and future of the SotV,
which basically lays the groundwork for the creation
of a larger theoretical work about void design that
continues Koolhaas’ original SotV I+ll. Moreover, the
study has shown through the various project and
theory analyses how Koolhaas’ perceives void and

pedestrians and vehicles. Speaking of urban design,
the method also has the potential to propose solutions
for urban development. This means, for example, that
an area can be regarded as a solid form, and by cutting
through it, an infrastructure network (circulation for
pedestrians and vehicles) can be generated. The left-
over parts in between the network function in this case
as “building masses” on which the cutting method can
be used again, but this time to generate different
building typologies. These specific examples of the
cutting method show, what potential the different
void design strategies can have in architecture and
how versatile they can be used as a tool to create
unique architectures and design solutions.
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Matter to be excavated

Excavation line

Void

. .

Figure 37. The creation of architectural spaces: the excavation of mass from a solid creates a void that functions as an architectural space.
Source: graphic by author.

Void VS

Continuous void Discontinuous voids

Figure 38. Type, shape, size, and the position of excavation of the voids: continuous vs. discontinuous voids of variable shapes and
sizes whose excavation can either start from outside or inside a solid mass. Source: graphic by author.

Deep excavation Superficial excavation

Figure 39. Types of excavation depth: deep excavation vs. superficial excavation. Source: graphic by author.
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Figure 40. The design method’s field of application is two- and three-dimensional and lies on the XY, YZ, XZ, or XYZ axis.

Source: graphic by author.
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Figure 41. The design method's field of application in plan is bound to the floor plan, section, elevation, and 3D-model.

Source: graphic by author.

Speaking of the design methods’ versatility, future
research about the void design methods could specifi-
cally target their different use cases and show, for exam-
ple, through some real-world projects, how these
methods could be applied to generate said unique archi-
tectures and design solutions. Moreover, future research
could also analyze other projects from Koolhaas - or from
other architects to get a more diverse view on the topic of
void design - to uncover more void design strategies,
expand this theory, and get an even better understand-
ing of Koolhaas' specific use of void in architecture as well
as the use of void in general.

Lastly, the limitations of this research primarily con-
cerns two things. First, the study is limited to one archi-
tect. Second, the number of projects that were used for
the analysis is limited to two for each design strategy (one
primary and one secondary project). The reason to focus
on just one architect was to thoroughly analyze and
examine the architect’s specific void design approach;
otherwise, the analysis of more architects in such detail
would have gone far beyond the scope of the research.
Speaking of the research scope, the limited amount of
projects is also primarily due to its scope, which otherwise
would have been far too large when analyzing more
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projects in such detail. However, the goal for the analysis
was to always include at least one supplementary project
to the main one. By doing so, it was not only possible to
expand the scope to some degree, but also to get
a different point of view on the analyzed information
from the main project.
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Appendices
Appendix A: Patent for Void Design

100 0 T 0 o

Patent for Void Design [Prototype]

Strategy of the Void: Juxtaposition [Conception] [1987] No.: SotV:J
Overview Patent Abstract

Prototype Project: Parc de |a Villette (1987)

Field of Application: «Universal design» (building de-
sign, urban design, urban planning)

Sources of Inspiration: The Berlin Wall (band as void)
and the skyscraper (technique of juxtaposition)

(0) Conceptual Void Design Approach: Rotation of
the skyscraper in a horizontal position, which leads to
that the prior superposed floors are now juxtaposed
with the transformation of the floors into bands (voids).

The juxtaposition of multiple voids of different sizes and
shapes in the floor plan leads to the creation of a new
whole that functions as an overall concept.

Void type 1 Void type N
N={Void 1,2,

Void type 2

Void type 1

Patent Description
[A] Design Approach

(1) Action: The juxtaposition of voids

(2) Outcome: The establishment of a new whole
(concept) through the juxtaposition of voids

[B] Characteristics
(3) Field of Application: Two-dimensional (2D)

(4) Application in Plan: Floor plan

(5) Void Creation Method: Subdivision and de-
duction

(6) Void Form: Variable in size and shape

(7) Quantity of Voids: Variable, but at least two
voids are needed

Y

Floor plan

Field of
Application

(3)

e tub:M:Ion ° g ‘/ -
. o R
(5) o5 P

Wall as band

Superposition
of floors

(0) Idea of band Idea of juxtaposition

2)(6) - /

A new whole

Void type 1 Void type 2

Yol
(7) 2

Void

030647251153201191
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Appendix B: Patent for Void Design

100 0 T 0 0 o

Patent for Void Design [Prototype]

Strategy of the Void: Superposition [Contrast] [1999-2004]

No.: SotV:S

Overview
Prototype Project: Seattle Central Library (1999-2004)

Field of Application: «Universal design» (building de-
sign, urban design, urban planning)

Sources of Inspiration: The Berlin Wall (band as void)
and the skyscraper (technique of juxtaposition)

(0) Conceptual Void Design Approach: Adaption of
the skyscraper’s concept of superposed floors, which
are treated as a type of band (solid and void).

Patent Abstract

The alternating superposition of solids and voids creates
a contrast that can manifest itself in various ways such as
the load bearing structure, program, atmosphere, room
height, lighting, or an architectural concept.

} Next solid to
superpose

.
S tocester
perposing

i a“
: l Superposed
solidsand SOl solids and
i voids
voids
Void Void

Patent Description

[A] Design Approach
(1) Action: The alternating superposition of solids
and voids on top of each other

(2) Outcome: The creation of a contrast between
solid and void elements

[B] Characteristics

(3) Field of Application: Two-dimensional (2D)
and three-dimensional (3D)

(4) Application in Plan: Section, elevation, and
3D-model

(5) Type of Contrast: Variable, depending on de-
sign intent: e.g., load bearing structure, program,
atmosphere, room height, lighting, architectural
concept, etc.

(6) Solid/Void Form: Variable, based on the
selected type of contrast

(7) Stacking Type: Alternating between solids and
voids

O | 0 n-=

vz ¢
i

. - "
A

y
(4) Ilil:lﬂ

uuuuu

Field of
Application

(3) Z/

Superposition
of floors
(o) Idea of band Idea of juxtaposition
Type 1 Type 2

e

M

—

Void
Solid
Contrast:
superposed solids
(typ 1) and
voids (type 2)
Void
(2) §
Load bearing Room height Lighting
structure
11 N
[ T1 r
[ 1
( 5) . 4

W= = E

030647251153201191
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Appendix C: Patent for Void Design

100 0 0 o

Patent for Void Design

Strategy of the Void I.A: Cutting [Circulation] [2023]

No.: SotV_I.A:C

Patent Overview

Applicant: (a) Thuer, Jason Eugen Giovanni; (b) Nam,
Sung-Taeg

Address: Hanyang University, Department of Architec-

ture, 222 Wangsimri-ro, Seongdong-gu, Seoul, South
Korea

Type: Research in architectural theory

Profession: Architecture

Field of Application: «Universal design» (building de-

sign, urban design, urban planning)

Patent Abstract

The cut through a solid mass, either in section or floor
plan, creates a void of variable width that is based on
the cutting line’s thickness, which leads to the establish-
ment of a network (circulation).

Cutting line

nt Description
[A] Design Approach

(1) Action: The cut through a solid to create void

(2) Outcome: The establishment of a network
(circulation) such as streets, pathways, alleys, etc.

[B] Characteristics
(3) Field of Application: Two-dimensional (2D)
(4) Application in Plan: Floor plan and section

(5) Path: Linear, which consists of either one single
straight line or a polyline

(6) Creation of Void: Through the width of the cut

(7) Cutting Width: Variable, that can range from
thin, which erases just a little amount of matter, to
thick, which erases a lot of matter.

Floor plan

Section

(4) D .

p1

o,
N

vz, -~
‘ 5

Field of
Application

(3) z (5)(7) 1

x
a2
linear path

Cutting line
(width type 2)

Void

s

Cutting line

(width type 1)
(1)
Cutting line (wndtll type 3)
Void created by Cutting width
the cutting width

type 2

Cutting width
type 3 Cutting width

type 1

\q

°’d

(1)

Circulation

Types of path widths (px):
from small (p1) to thick (p6)

Creation of void based
on cutting width

(6)(7) Thinut Medium ct

030647251153201191
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Appendix D: Patent for Void Design

N0 O T

Patent for Void Design

Strategy of the Void Il.A: Excavating [Architectural Space] [2023]

No.: SotV_II.LA:E

Patent Overview

Applicant: (a) Thuer, Jason Eugen Giovanni; (b) Nam,
Sung-Taeg

Address: Hanyang University, Department of Architec-
ture, 222 Wangsimri-ro, Seongdong-gu, Seoul, South
Korea

Type: Research in architectural theory
Profession: Architecture

Field of Application: «Universal design» (building de-
sign, urban design, urban planning)

Patent Abstract

The excavation of mass from a solid, either superficial or
more deeply, leads to the creation of voids in different
sizes and shapes which function as architectural spaces.

Excavation line
/

Solid
\

Matter to
be excavated

Patent Description

[A] Design Approach

(1) Action: The excavation of solid matter to create
voids

(2) Outcome: The creation of architectural spaces

[B] Characteristics

(3) Field of Application: Two-dimensional (2D)
and three-dimensional (3D)

(4) Application in Plan: Floor plan, section, eleva-
tion, and 3D-model

(5) Void Form: Continuous or discontinuous with a
variable size and shape

(6) Position of Excavation: Start from outside or
directly inside the solid mass

(7) Excavation Depth: Superficial or deep

nnnnnnnnn

Field of
Application

Z/ ‘
(3) (4) o

nnnnnnn

Matter to be excavated

Excavation line

Void
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I Void Vs Void @
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