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The brief for this project was to create 
a trio of interventions for the city of 
Manchester, revolving around the idea 
of display of archive and projection of 
Manchester’s urban future. With an 
emphasis on photography and digital 
display the three spaces had to provide 
adequate facitilies for almost any kind of 
gallery exhibition.

Our proposals were to take on the form 
of three distinct but connected spaces: 
firstly, a retrofit of Memorial Hall on 
Albert Square to create an archive 
gallery space; Second, a new-build 
in Manchester’s “Peace Garden”, St. 
Peter’s Square; and lastly a connecting, 
landscaped intervention along Lloyd 
Street between Manchester Town Hall 
and its 1934 Extension building.
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In this transfer of focus from new build to 
public intervention emphasis was placed 
on appropriate design and reflection of 
environment, our work could no longer 
be a piece of bubble-tecture that could 
be placed anywhere but a tightly formed 
piece of architecture with a focus on 
connection and transition between past 
and future.

Through symbolic and geographical 
connections with the Town Hall, the aim 
of this project was to create a hub space 
through which plans and proposals for 
Manchester’s city-scape could be easily 
accessed and analysed by te public, 
bringing more transparency to the design 
process and a healthy appreciation of 
Manchester as a city to its inhabitants.
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My first step in this project was to get to 
grips with the conditions and challenges 
posed by designing an efficient gallery 
space. This meant understanding what 
specific artifacts, such as photographs 
or painting, required to best avoid 
photochemical damage.

J. Thomson (1992) maintains 
that “changes are inevitable and 
irreversible, [however] they can be 
slowed by controlling the environment”. 
This attitude convinced me that, quite 
apart from creating a well-designed 
space, this gallery should adhere to 
the basic principle that condition and 
performance should be above all else.

This led to me investigate the BFI’s 
new-build centre in Gaydon, as a 
statement of design over appearance 
(having originally been a nucleur 
weapons assembly site and therefore 

not situated in an easy to run-across 
place), provides a perfect example of 
technical implimentation in pursuit of 
perfect preservation.

The centre was designed by Edward 
Cullinan Architects to house the British 
Film Institute’s  stock of archived 
celluloid film rolls. These are split 
between polyester based film (modern 
and fairly stable) and the older sets of 
cellulose nitrate film (highly flamable). 
Both require different storage conditions 
with the modern film being stored 
in larger halls and the more volotile 
cellulose rolls being kept in strictly 
maintained chambers. These are kept 
at -5oC and 35% relative humidity 
and have automated stainless steel 
insulated doors that descend should 
a fire start in one of the chambers, 
thereby lessening the chance of the fire 
spreading to adjacent booths.
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Moving away from the strictly technical 
stand-point of creating a gallery space 
the work of David Chipperfield became 
a large influence on how I approached 
this project. He has been prolific in his 
career in creating spaces for display 
but it is his work in restoration and 
retrofitting that most brought him to 
mind for this project.

The Neues Museum in Berlin was built in 
1841 by Friedrich August Stuler but was 
partially destroyed in World War Two. In 
1997 Chipperfield was commissioned 
through a competition entry to 
transform the obliterated building while 
remaining true and affectionate to the 
original. Chipperfield took great care 
in both recreating the original plans 

but also in destinguishing between 
original and new. The result is a eclectic 
mish-mash of classical finishing and 
large-format prefabricated concrete 
elements.

Chipperfield is well known for his use 
of cold, plain materials in his galleries 
to give the viewer a more objective ook 
at the work on display. Allowing the 
user a blank canvas to move around in 
is not a new technique in gallery design 
as minimal gallery arrangement and 
presentation have become the norm. 
Chipperfield, therefore is doing more 
to create his spaces, be it the contrast 
in the Neues Museum or his use of light 
in the Hepworht in 
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One of the key challenges of this 
project was creating a building that 
is contextually aware. The area of 
Manchester around the Town Hall is, like 
the rest of the city, a collision of many 
architectural styles and revivals. Albert 
Square itself was built in its current form 
within a 20 year period and is the hieght 
of Gothic Revival in the North. But even 
within this movement cashes arise as 
Town Hall, with its “traditional” Gothic 
revival stands above the Ventetian 
Gothic stylings of the Memorial Hall.

As part of my investigation into Gothic 
design I quickly discovered that there 
are not many accounts of what medieval 
Gothic architects were doing, L. Shelby 

(1977) argues that this is predominantly 
because the practicing architects at the 
time were master-craftsmen (men not 
taught to read or write) and that these 
were skills passed down by example 
and apprentiship.

However, from the start of the 15th 
Century, Architectural learning through 
books and not practical apprentiships 
grew, bringingabout the rise of the 
“gentleman architect”. This was about 
the time of the Gothic Revival and 
hence Shelby was able to compile a 
series of design booklets from German 
architects, Mathes Roriczer and Hanns 
Schmuttermeyer.
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With a focus on projection and the 
name of the project being “Camera 
Obscura” we felt it would be rude not 
to explore how the process works and 
how best to design a space built for a 
large-scale camera obscura. We used 
my firend’s bed-room and covered 
his window with black card, cutting 
a small circular hole for the light to 
enter through. We then set up a tri-pod 
and  set a 30 second exposure on the 
camera. After initial testing we had one 
person stand outside and hold a light 

of their own.

This idea of a large scale pin-hole 
camera became the basis for my initial 
designs with a large projection space 
showing moving images of the rest of the 
gallery on its cieling. Using the division 
of space discussed in the emotional 
responces to the site, the break-down of 
dark and light spaces had a basis here, 
plus the camera obscura in the dark 
room would enforce a link betweent eh 
two disconnected spaces
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During our visit ot the site, our tutors 
instucted us to come up with three 
words to describe the site. Immediate 
impressions can give your designs an 
honesty of expression and can go on to 
inform your later design as mine did. 
The three words I chose were “divinity“, 
“emergence” and “emptiness” and we 
were asked to produce three responces.

The site, for me, was all about the 
light. When thinking about restoring a 
building, the past will inevitably play a 
large part and looking at this spacious 
room with it’s pulpit like balcony you 
can imagine a church scene in the 
slanted light, tall Gothic windows 
juxtaposing the gutted appearance of 
the place as it is now.
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Abandoned buildings offer a strange feeling of pulling back the curtain, observing something hidden away and embarrassing, neglect is a terrible thing to 
see but it is pulled into focus by the proud exterior of the building, offering a clean slate to re-imagine a lost area of the city.

19

pa
ge

 t
itl

e



emerge

The room itself stands in stark contrast to the rest of the building. It is light and airy despite its rough 
appearance. The light quality is amazing even with the dusty windows and deep geometry of the floor. 
The building as a whole feels like a progression of spaces from the dark and bleak basement up through 
the first floor which feels an abandoned half-way area with its old sign lying in the corner and up to 
this 2nd floor which is also so much taller than the other floors which increases its majestic, vertical 
appearance with tall windows and long gallery, like walk-way on the mezanine level. This theme of 
emergence through the building became the basis for my design which, with projection and prservation 
being such a big part of the project, was very useful in dividing the spaces into clear and distinct areas 
of use.
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The key factor in gallery design, 
as previously discussed, should be 
environmental design, ensuring the 
protection of your archive and exhibition 
archives becomes a more difficult 
task when combining your internal 
environment with external conditions.

Ecotect is a useful tool in assessing 
a place’s climate and factors such 
as wind, sun and humidity. Situated 
in a temperate climate Manchester, 
traditionally, has no extremes of 
temperature and precipitation, distinct 
seasons, warm summers and cool 
winters and the need for winter home 
heating is greater than the need 
for summer cooling. Due to climate 
change, however, we are seeing more 

extremes of temperature and less of 
mid-range seasons such as Spring and 
Autumn.

This means when designing an 
environmentally respincible building 
one must think about South and North 
facing glazing, with shading designed 
to admit the sun’s heat in winter, but 
not in summer, roof and wall insulation, 
double glazing, increased internal heat 
storage capacity, air-tight construction 
(although with this being a retrofit, 
the empasis will be on plugging any 
obvious gaps and refitting windows to 
modern construction standards).
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In this project a lot of emphasis has 
been placed on creating a seemless, 
connected experience throughout the 
three phases. In our previous projects 
this year we asked to design smaller, 
public interventions and here Phase 
II, the Lloyd Street transition takes on 
many of the same challenges, creating 

a space in an open-air environment and 
organising an existing space to channel 
people through your intervention.

I approached the site as a whole and 
assessed its composition and the way 
people and traffic moved around it.

listed buildings // unlisted buildings
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listed buildings // unlisted buildings public // offices // retail // dining pedestrian space trams // buses // cars + taxis
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Margaret Hall makes the point that 
“ideally the design of a space will 
mean the visitor does not know he is 
being manipulated.” In here movement 
diagrams she clearly demonstrates this 
point with both the implied meandering 
route and the route of a visitor not 
inclined to move directly to the main 
focus of the room.

Hall argues that another important 
part of exhibition design should be 
orientation, a space where a visitor to 
the exhibition can get his or her barings. 
A number of different factors contribute 
to this area: signage and atmosphere 
should be in harmony as these are the 
first things a person will observe in their 
transition between outside and in your 
exhibit. Giftshops are roundly abused 

but they hold an importance in the 
layout of an exhibition (other than the 
obvious) in that they are the expected 
end-point, in the same way that a 
reception or coat-room is the expected 
start of your journey through a public 
building.

Hall also remarks that a space should 
reflect its exhibition (for example its 
historical or geographical context) and 
a certain punctuation should be given 
to spaces, some parts emphasised and 
other drawn slightly back to reduce 
the chance of either over-emphasising 
everything and therefore being 
overwhelming for the visitor or having 
everything fade into the background 
where it cannot be recognised.

“ideally the 
design of a 
space will 
mean the visitor 
does not know 
he is being 
manipulated”
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The brief on this project defines some 
of the space to be assigned to storage 
and conservation and this is in keeping 
with general gallery upkeep as Littlefield 
points out that only a small proportion of 
the collections in a gallery are on display 
at any one time with the rest remaining 
accessible. With a large emphasis on 
archive one would imaging a gallery 
of this type to have materials in reserve 
or circulating throughout the year with 
special exhibits every few months that 
might need maintaining after each 
showing.

The relationships between functions 
are common to all museums and art 
galleries.  As far as possible, collection

movement and public circulation should 
be kept separate. Using diagrams from 
the Metric Handbook I developped a 
fairly universal schemata for the gallery 
then expanded it to suit the speciality 
areas of the project eg. projection and 
digital archive.

The different colours of the rooms here 
show the degree to which conditions 
must be controlled; Obviously, in 
places like the office and security room, 
people will be working so temperature 
must be kept to a comfortable level but 
in areas where works of art or cultural 
significance are kept, conditions are 
kept incredibly stable to help reduce 
damage over time.
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Following themes such as emergence 
and seperation of areas within the 
gallery that had arisen during my 
research, I decided on a simple simple 
arrangement of space, creating a 
journey of dark to light. What I also 
wanted to bring in was the idea of 
vertical space, which was a popular 
trope of Gothic architecture with its 
many spires and vaulted cielings. 
Therefore my spaces could be split 

via this method as well: the dark of 
the projection room giving a sense of 
limitless space, with no surroundings; 
the medium-light space serving a  hub 
space with low cieling and lgihting that 
serves to display the more delicate 
items in the exhibition; the light and airy 
gallery space, modelled on the ailes 
of a cathedral gives a well lit but not 
over-powering environment to exhibit 
artwork.
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storage + restoration
highly controlled conditions, back of the 
building meaning controlled lighting.

projection
kept seperate from gallery and entered via 
a seperate staircase, this room features 
projections on every wall, this room is 
for the appreciation of film footage of 
Manchester.

orientation
A space to arrive and arrange your 
thoughts. More delicate collections will 
be arranged here as well as information 
panels, a reception desk and toilets.

display
A space for presentation of photography 
and art. Lit from above, the artwork on 
show will be protected by UV resistant 
membrane skins suspended below the 
skylight.
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After presenting on February 21st, 
general concensus was that the passage 
between the space, that theme of 
emergence that was key to the project 
as a whole, was being obstructed 
by having the dark projection space 
seperate from the rest of the gallery. 
The spaces had to be re-arranged to 
better reflect the journey I was intending 
for visitors to have.

I reverted back to my work on program 
and began the process of replanning 
ny gallery. Hall’s argument about 
manipulating the visitor subconciously 
through the design of the space began 
to be reflected in my plans. Also, this 

rehawl of the spaces gave me a chance 
to create a radical public/private divide 
that was also a large component of my 
program research.

The flow through the building now 
created a real journey for the visitor, the 
non-place darkness of the projection 
room and thelow cieling of the 
orientation area both combine to make 
the thinner gallery space all the more 
vertical and impressive. All the spaces 
are of equal importance to the visitor’s 
experience but the gallery, as the 
final destination, becomes the grand 
statement that formalises the journey 
the visitor has just made.
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Radically adjusts the flow through 
the building, enforces the movement 
from dark to light. Restricted areas 
are isolated on the top floor along 
with toilets. Creates the issue of public 
areas being spread on two floors.

Widens lower floor areas by pushing 
the central wall out into the room. 
Also, change in flow through the dark 
room creates an easier progression 
through the rooms.Upstairs the wall 
direction has been altered to allow for 
less awkward spaces and means the 
flow of load through the building is 
less complicated as the walls above 
now mirror the walls below.

Toilets are moved downstairs to keep 
public and private spaces exclusive 
from eachother. Staircase up into 
the over-hang creates an interesting 
visual effect for people in the gallery 
and could become an exhibition piece 
in itself. Flow through the building is 
eased by centralising all the rooms 
and having them all accessible from 
the hub-space.

Gallery wall is pushed further toward 
the centre meaning the darker spaces 
are wider and more comfortable. 
Staircase is relegated to existing 
fixture in the corner, this leaves more 
wall-space for archive and means that 
public space is more out-of-sight so 
that the gallery itself is more focused 
on the artwork.

01 02 03 04
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