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Introduction (personal, theoretical, and historical 
background)

The German architectural historian Walter Müller-Wul-
ckow (d. 1964) once wrote: “it is first and foremost the 
powers of modern economic life that attract new cre-

ative personalities and allow them to develop.” In fact, the 
search for new forms by the masters of the early Modernist 
period in architecture concentrated to a great extent on the 
industrial sector, as with the AEG Factory by Peter Behrens 
and the Fagus Factory by Walter Gropius. One century later, 
and one continent further, this still holds true as the factory 
has proven once again to be a hard “fact” and a positive “fac-
tor” in the domain of architecture, and the “factory factor” 
has proven to be as crucial and critical for the formation and 
thrust of my own architectural development, as it was for 
Behrens and Gropius.

My professional career and architectural profile have 
been shaped by a set of complex factors, but none more im-
portant than the “factory factor.” Especially during the for-
mative years of my career a decade ago, this particular build-
ing type became, and remained for some time, my most sem-
inal breeding ground. Moreover, the unprivileged and mar-
ginalized urban outskirts of the city, like the sites of the two 
projects I will discuss in this chapter, have become, both by 
chance and choice, my preferred building grounds and my 
home turf.

As such, these two projects represent a special personal 
and sentimental bond with this particular building type, 
which started to materialize, coincidently, almost a decade 
ago, with the easing of socialist public-sector regulations 
and policies in Syria during the promising transitional era of 
reform and systematic modernization undertaken by the vi-
sionary and new president at the time.

These two projects are in fact intended as socio-cultur-
al statements and as part of a progressive visionary mis-
sion aimed at elevating the discourse on industrial design, 
both locally and regionally, in order to reveal its changing 
status in contemporary local culture. These two projects 
therefore should not be viewed merely (or unfairly) as ex-
amples of bombastic rhetoric or formalist ostentation, for 
they strive for a profound impact that extends beyond a 
quest for the eye-catching corporate-signature building 
and visual branding, or the mere fulfillment of functional 
and utilitarian needs.

Having said that, in retrospect I have to admit that when 
the opportunity initially presented itself for designing the 
first of these two buildings, I was somewhat hesitant to take 
it on. I had doubts about the viability of the factory as a “fac-
tor” in respect to the local architectural scene. I was not cer-
tain that such a seemingly ordinary and purely utilitarian 
building type could relate to my own life-long interest in the 
synthesis of poetry and geometry, or the fulfillment of a vi-
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sionary premise and revolutionary promise to produce archi-
tectural statements charged with socio-cultural implications 
in an architectural environment such as that of Syria, which 
was not the most suitable location (to say the least) for un-
conventional architectural experimentation.

It is in fact rarely that one would expect or accept indul-
gences in fancy and in unusual design for a mundane build-
ing type that is intended to fulfill a mundane function, espe-
cially in our part of the world. It is even less expected that 
such a building type would take on a visionary and sophisti-
cated intellectual agenda, and that the two factory projects 
presented below would in any way become the nucleus of, or 
catalyst for, up-market, large-scale surrounding develop-
ments, let alone a source of civic pride.

This does not negate or undermine my awareness and full 
appreciation at the time of the relevant lessons of great pre-
vious examples of industrial architecture, which include 
Claude-Nicolas Ledoux’s Royal Saltworks of 1775 in Arc-et-
Senans, and the pioneering projects by the Modernist archi-
tects of the German Work Federation, or the Deutscher 
Werkbund, namely the 1910 AEG Turbine Factory in Berlin by 
Peter Behrens and the 1911 Fagus Shoe Factory in Alfeld on 
the Leine by Walter Gropius and Adolf Meyer. For me, what 
was especially significant in these important works by such 
legendary architects is that they not only aspired to advance 
general notions of Modernity in architecture, but also to re-
flect the power of industry in modern life, and to bring archi-
tectural dignity to the workplace by creating a joy of work 
through improved spatial qualities. As the German architect 
and planner Fritz Schumacher declared on the occasion of 
the Deutscher Werkbund’s foundation in 1907: “we must 
recreate the joy of work; this is tantamount to an increase in 
quality.”

These architects fully appreciated the fact that industry 
could no longer do without promotion and publicity of the 
most sophisticated kind, not only externally, to the passersby, 
but also internally, by impressing and inspiring the workers 
themselves. They also intended to trans-position industrial 
architecture into the domain of monumental architecture, 
and to transform it into a manifestation of an architecture of 
culture.

According to Walter Gropius, this could only happen 
through the intervention of what he calls the “creative will.” 
In fact, Gropius urged for a new consideration of “the field 
of secular industrial building within the sphere of monu-
mental art.” He referred to this notion of monumentality as 

the need for “a dignified guise” of the technical shell, which 
would impress the passersby. As a result, industrial con-
struction became an art form rather than merely a technical 
form as it was before. The significance of this monumental-
ity is also expressed in the notion of “building as advertise-
ment,” as expressed by the late German architectural histo-
rian Julius Posener (d. 1996), who insisted that “the industri-
al building should naturally make an impression, and be an 
advertisement.” This monumentality and advertisement was 
twofold: it was meant to publicize the building and the in-
stitution it housed both externally and internally, and it was 
intended to impress, first and foremost, the workers them-
selves. The architects of these new industrial buildings also 
argued that workers in companies that commission such 
factories would proudly feel that they are part of these com-
panies.

The building as sign and presentational form constituted 
“publicity of the most sophisticated kind,” which industry 
could no longer do without, a sentiment expressed by many 
factory owners in the journal Der Industrielau in a discussion 
of Walter Gropius’ Fagus Factory.1

But again, it was not easy for me to apply these (theoret-
ical) lessons to conditions in Syria, and it was not easy to de-
velop designs that aimed at elevating the industrial work-
place within such an underdeveloped and hostile architec-
tural context, where building regulations as well as prevail-
ing tastes and technologies are still in a semi-primitive state. 
Nor was it easy to sell such design ideas in an architectural 
environment that rejects anything that might allude, even 
remotely, to the avant-garde, an environment that is not 
known to accept or reward innovative and unconventional 
architectural thinking in any, let alone this particular build-
ing type. Addressing these difficulties consequently was a 
lengthy and difficult process that involved challenging con-
ventional norms, forms, and meanings associated with this 
building type, breaking its existing mold that is old and cold, 
and transforming the industrial building into a new, capti-
vating, and seductive object that projects a forward-looking 
identify and also assumes a symbolic gesture.

Taking all these factors into consideration, my industrial 
design work has been more of a venture, rather than an un-
calculated adventure. It was a contribution to the local archi-
tectural scene intended to elevate the discourse on building 

1 For a more detailed discussion of the ideas presented above, see the chapter 
“The Modern Factory” in Peter Gössel and Gabriele Leuthäuser, Architecture 
in the Twentieth Century, vol. 1 (Cologne: Taschen, 2001), pp. 127-143.
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to the level of Architecture (with a capital “A”), not only in 
formal and visual terms, but in other more profound terms as 
well: conceptual, intellectual, and socio-cultural. In order to 
achieve this, I had to bring the clients on board and to con-
vince them to become patrons, making them an essential 
part of this undertaking. More importantly, I had to articulate 
a definitive philosophy and to devise a comprehensively-in-
tegrated and relevant design strategy that would ensure the 
success of this mission and guide its process.

In carrying out this process, all previously-established 
and long-held normative ideas of “industry” had to be ques-
tioned. All conventional norms regarding forms, both mor-
phological and typological, that have been historically as-
cribed to this underrated and overlooked building type had 
to be challenged by deconstructing its stereotypically medi-
ocre visual presence, and emphasizing instead a bold, cre-
ative, and expressive image of technology, while respecting 
general local non-industrial architectural frames of refer-
ence. In short, it was a venture intended to bring what is 
generally considered “low art,” or low architecture for that 
matter, up to the level of “high art” or high-end architec-
ture. It was about expressing (in language preference and in 
historical reference) a reverence for Architecture in the do-
main of industry, a domain that is concurrently hostile and 
volatile (yet very fertile) in relation to the field of architec-
ture. It was also (as I would like to term it) about finding a 
way out of the vicious dichotomy and binary opposition be-
tween the “fast pace” and the “past face” of this building 
type in Syria.

Design philosophy- conceptual design strategy
The philosophical intentions behind the design strategy I 
have adopted for these two projects are centered on several 
factors, articulated as follows:

Glorifying and dignifying the concepts of “work” and 
“work value” by creating motivating work environments and 
quality architecture, thereby contributing to the well-being 
of the workers and improving their overall efficiency and pro-
ductivity.

Using architecture as a promotional and branding tool, 
thereby contributing to the commercial and personalized 
ambitions of this enterprise (including the client’s “ego-fac-
tor”), but only in the positive and profound meaning of the 
words branding and promotion.

Elevating the architectural, intellectual, cultural, and so-
cial status of this “low” building type or low-end building 

genre into a privileged and prestigious “high-end” type 
through a process of ennoblement and enablement that goes 
beyond mere formalism.

Aestheticizing industry and synthesizing it with poetry 
and artistic imagery, thereby giving it a glorious and theatri-
cally-festive, as well as seductive image full of aesthetic lure 
and pictorial appeal. This involved raising it, in effect, to a 
humanist (as well as) humane level as an “art form” rather 
than maintaining its status as merely a “technical form.” This 
was to be achieved by endowing its otherwise banal image 
with social, artistic, and architectural dignity.

Improving the buildings’ urban and environmental con-
texts by engaging and positively impacting the surroundings 
and their inhabitants on the tangible economic levels and al-
so at more intangible levels, as with providing a source of 
civic pride and identity as well as a positive sense of belong-
ing.

General formal design strategy
In these two projects (as in most of my other projects), the 
intention, first and foremost, is to escape the growing di-
chotomy in Syria between “past face” and “fast pace” archi-
tectural practices. But the direct intention (as expressed in 
both the syntax and vocabularies of the employed formal 
language of these two particular buildings) is to produce 
forms in tension that are meant to project a dynamic image 
of crumbling and crumpling elements played off against stat-
ic masses, and expressed into planar and spatial representa-
tions through different mediums and sensibilities. Industrial 
and vernacular tectonics, semantics, as well as contemporary 
formal syntactic tactics, such as skewed and intersecting ge-
ometries, diagrid structures, and forms of dynamic character 
that result from multiple skews, shifts, tilts, and folds in sec-
tion, plan, and elevation are all used. They bring together 
high breeds of hybrids of opposites in order to forge a harmo-
ny and marriage between traditional and modern languages. 
This is achieved through introducing Classical design princi-
ples, such as incorporating dramatic axes with strong termi-
nations and clear hierarchies from minor to major forms, in-
to an otherwise completely modern design. In the process, 
eternal principles of design are emphasized, and forms that 
are both old and new are used to achieve an architecture that 
provides an interface between the modern and the Classical. 
This design methodology also aims at addressing the inherent 
contradiction between the local and the global or universal 
as well as the temporal and the eternal, creating a place 
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where the platonic is combined with the tectonic, and poet-
ry is intertwined with geometry.

As such, the two projects featured in this essay comple-
ment each other since they share a common ideology and 
philosophical grounding as well as a similar architectural 
language (in terms of both semantics and syntax). Yet, as ap-
plications they differ in terms of their implications, primarily 
in their relationship to the levels and character of surround-
ing urbanization. The following will provide a relatively de-
tailed discussion of the first project, the Chocolate Factory, 
and a brief overview of the second, the JG BLDG, since it rep-
resents, for the most part, a variation on themes and inten-
tions already expressed in the first project.

First, the Chocolate Factory, designed and built between 
2000 and early 2004, is a multiple-building ensemble built 
on a one-acre plot located south of Damascus, off the road 
leading to the city’s airport (figs. 1-13). The project’s total 
built area is about 4,000 square meters distributed on two 
floors. It is a semi-urban project that represents a collective, 
or group form, scheme. It is an ensemble that is composed of 
several interrelated and interconnected components dis-
posed along a long central binding axis that ties the compo-
sition to its surroundings. It is also an isolated and far-re-
moved entity within a defined and delineated precinct situ-
ated in the surreal and calm landscape of escape at the edge 
of sub-urbanity, in the southern part of the historical and 
lush rural zone surrounding Damascus.

Second, the JG BLDG, designed and built between 2004 
and 2007, is—in contrast to the Chocolate Factory—a single 
architectural construct in terms of its massing and composi-
tion, despite its overall compositional complexity and formal 
multiplicity (figs. 14-29). It is situated in much closer prox-
imity to Damascus, in the so-called “rurban” zone, which is 
neither fully urban nor rural. This zone represents the land-
scape of informality, sprawl, and poverty located at the city’s 
eastern edge. It is a generally rundown, ignored, marginal-
ized, and unprivileged part of the city that has become a cen-
ter for its lumber, carpentry, and furniture industries.

The Chocolate Factory therefore is removed from the city 
in terms of its geographic and physical environment, but the 
JG BLDG boldly engages it at its edge and entangles with the 
urban fabric of its outskirts, constituting an integral, yet 
highly-differentiated part of its setting.

Finally, it is imperative to assert that these two projects 
have to a great extent satisfied their intention of positively 
impacting social, economic, and environmental conditions, 

both inside and outside their premises. For this reason, they 
bear great implications for issues including land use, land 
value, natural and physical environments, as well as com-
mercial branding and promotional needs. Since its opening 
about five years ago, the price of land around the Chocolate 
Factory has risen more than tenfold. The project itself has 
turned into a major attraction, becoming the nucleus and 
catalyst for mixed-use developments that include both in-
dustrial and residential complexes. It has attracted a major 
international industrial corporation to build its regional 
plant nearby. It has brought life back to an otherwise desert-
ed area neglected by the city’s municipality. It also has con-
tributed greatly to improving the physical infrastructure in 
the vicinity, specifically, its road and sanitary networks. Fur-
thermore, the project has provided sustained and dignified 
work opportunities for the residents—mostly female—of 
nearby village communities, who had not been exposed be-
fore to such modern industrial labor systems. Finally, it is in-
teresting to note that the Chocolate Factory has been used 
on a number of occasions as a backdrop and setting for tele-
vision productions due to its “theatricality and its spatio-vi-
sual scenographic splendor,” according to one Syrian televi-
sion director.

The Chocolate Factory

General description
The intention behind the design of this complex was for it to 
react elegantly to its open site; to reside comfortably at the 
edge of a marginalized, unprivileged suburbia; to claim a 
place in the surreal and calm landscape of escape outside the 
city with festive luster and positive bluster; and to respond, 
in a complex, sculptural way, to its roadway-dominated en-
vironment. It is a highly-orchestrated project that consists of 
an ensemble of forms featuring three successive buildings 
(one rectangular and two segmental complementary compo-
nents) disposed along a long central binding axis that repre-
sents the formal and experiential backbone of the composi-
tion. These components add up to and—through pairing—al-
so cohere into a sensible and intelligible whole that is bound 
by formal and visual structures.

The basic (and largest) part of this overall composition 
consists of a rectangular structure housing the main produc-
tion hall. This is fronted by a spacious area in which is locat-
ed a circle, segmented diagonally to accommodate a pair of 
buildings. One of the buildings is “internal,” housing admin-
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Fig. 1: Damascus, the Chocolate Factory, Sinan Hassan, 2000-2004; two 
aerial views showing new development around the Chocolate Factory in the 

span of the five years since its completion.

Fig. 2: The Chocolate Factory, site plan.

Fig. 3: The Chocolate Factory, conceptual composite (section/perspectival projection) drawing.

Fig. 4: The 
Chocolate Factory, 

main (north) 
elevation.
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Fig. 5: The Chocolate Factory, frontal (north) view illustrating the succession of the project’s components along its axial spine.

Fig. 6: The Chocolate Factory, view from the west showing the administrative building in the middle fronting the production hall to the right and facing the 
outbuilding to the left.

Fig. 7: The Chocolate Factory, general view from the east showing the central courtyard as a point of conversion connecting all components of the project. 
The production hall to the left is presented as if encased with a semi-flipped-over chocolate box.
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Fig. 8: The Chocolate Factory, panoramic view from the west showing the lush landscape and the dynamic profiles of the project components converging, 
diverging, and fanning out in different directions.

Fig. 9: The Chocolate Factory, close-up view of the slanted garden pavilion dramatically emerging from the ground and fronting the administration building, 
which in turn is foregrounded by the production hall in the background. The garden pavilion, which is roofed by a fountain channel, is suggestively oriented 

to align with the electricity power tower in the distance.

Fig. 10: The Chocolate Factory, detailed view from inside the central court, along the experiential spinal pedestrian path that penetrates the administration 
building’s lower floor to terminate in the innermost section of the production hall.
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Fig. 11: The Chocolate Factory, view of the circular 
central court with its garden pavilion and the two 
segmental buildings to its right and left.

Fig. 12: The Chocolate 
Factory, interior view of the 
administration building.

Fig. 13: The Chocolate Factory, interior view of the production hall’s central atrium showing the 
circular window that opens onto the production line. The window represents the termination of the 
journey along the project’s axial compositional and experiential spine.
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Fig. 14: Damascus, the JG 
BLDG, Sinan Hassan, 2004-

2007; aerial view showing the 
site context. The project acts 
as urban hinge or anchor and 
as an architectural hybrid at 
the point of intersection and 

collision between different 
grids and conditions.

Fig. 15: The JG BLDG, a three-dimensional 
diagrammatic projection showing the 
formal interplay between the alternating, 
interpenetrating, and rotating (in section 
and plan) cubic components making up the 
administration and showroom spaces. This 
formal composition registers on the street 
front in the form of multiple concentric 
enframements as the cubes intersect with the 
building’s cylindrical segment and project out 
of it.

Fig. 16: The JG BLDG, 
composite image showing plan 

superimprosed on the frontal 
perspective.
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Fig. 17: The JG BLDG, general view from the north.

Fig. 18: The JG BLDG, general view from the west.

Fig. 19: The JG BLDG, street-front (north) view with the general manager’s office projecting from the center of the concentric enframements.



SİNAN HASSAN 121

Fig. 20: The JG BLDG, street view showing the articulation of the building mass into its two main interconnected parts: the administrative offices and 
showrooms in the cylindrical segment to the right, and the warehouses in the rectangular part to the left.

Fig. 21: The JG BLDG, general view from the east.
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Fig. 22: The JG BLDG, view from the south showing the interlocking articulation and 
interconnection between the storage section to the right and the offices to the left.

Fig. 24: The JG BLDG, view of the main lobby showing the anchoring curved wall of the cylindrical segment, which acts as a referential element of 
orientation due to its dominant presence on all floors and along both the building’s interior and exterior. It also uses the same cladding on both its exterior 
and interior sections, which serves to exteriorize the interior and interiorize the exterior.

Fig. 23: The JG BLDG, detailed 
view from the west showing 

the main entrance.
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Fig. 25: The JG BLDG, view of 
the segmented showroom on 

the first floor.

Fig. 26: The JG BLDG, view showing 
the slanted fenestration system, which 
contributes to the building’s spatially 

dynamic and experiential effects.

Fig. 27: The JG BLDG, view 
illustrating the spatial intersection 
and interpenetration between 
the interior’s cubic components, 
with the clerestory openings 
heightening and highlighting 
the dynamic effects of the 
arrangement.
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Fig. 28: The JG BLDG, 
view of an office 

space.

Fig. 29: The JG BLDG, 
view of an office space 
with unconventional 
sculpturally-arranged 
windows.
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istrative offices, and the other “external,” featuring the proj-
ect gateway (a sort of initiatory structure or out-building), 
with an asymmetrical pyramidical / prismatic garden pavilion 
located between the two that is intended for leisure purpos-
es and for receptions. The complex in effect is a suburban in-
dustrial park or a corporate campus turned into a spectacle 
by means of engagingly-sculpted forms and a state-of-the-
art facility for an ambitious local chocolate manufacturer, 
Choco D’or.

Acknowledging the significance of branding and adver-
tising promotion in such a commercial enterprise, and of us-
ing architecture to shape its brand, this local company is 
both very keen about, and fully aware of, the significance and 
implications of architectural design. Moreover, the area in 
which the project is located had been intended as the nucle-
us for a speculative development of light and clean mixed in-
dustries as well as single-family residences (with partial in-
volvement by the factory owners). Notions of monumentali-
ty (iconic or otherwise), pictoriality, and theatricality, as well 
as sentimentality based on thematically-relevant metaphors 
(as shall be elaborated upon in the description of the project 
components) were incorporated as points of departure for 
devising this project’s design strategy.

This strategy aims at investing in a seductive image—as 
stated in the introduction—that symbolizes Syria’s new era 
of modernization and industrialization. Beyond the merely 
functional, this project is intended as part of a representa-
tional scheme that is expressive of a contemporary aspiring 
industrial culture, and hence encompasses what is far more 
than a brand statement for a readily-identifiable image or 
an example of eye-catching corporate-signature architec-
ture. It is intended as a lyrical and visionary statement of po-
etic and artistic imagery with a profound and multi-layered 
content. Such an intention entailed incorporating several 
poetic analogies and paradoxes, opting for obvious opposi-
tions rather than understated differentiation, and bringing 
together opposites usually held apart. The difficult pairing 
and reconciling of these contrasting opposites was intended 
to establish a dialectical dialogue between different archi-
tectural sensibilities and manifestations. These include the 
curvilinear vs. the rectilinear, hard-edged, and angular; for-
mality vs. soft informality or roundedness; frontality vs. 
obliqueness; mantling or wrapping vs. dismantling or un-
wrapping; rationality vs. irrationality; and simplicity vs. 
complexity and multiple axiality that is conflicting and in-
flecting inside out—and outside in—to reflect external and 

internal dynamics and conditions. By combining powerful 
frontality, dynamic obliqueness, angularity, and sensuous 
curvature, this scheme aims at generating a rich and com-
plex set of spatial experiences out of simple geometries and 
also out of hybridity, as with contrasting and combining 
cubism with expressionism by introducing lyrical curves into 
a skewed angular geometry.

Finally, this project is purposefully governed by a deft 
sense of form based on intersecting geometries with a dis-
tinct modern bent, producing an immersing visual experience 
full of conflicting vistas in several directional pulls oriented 
mostly towards entrances. The overall effect is intended to be 
complex yet clear, whereby external spatial complexity 
smoothly gives way to internal lucidity in order to facilitate 
functional efficiency.

Detailed description / project components

A / B- The outer and middle buildings
Starting with the outer building, which includes the main 
gateway housing the security checkpoint and the reception 
office, and moving to the middle building that houses the 
main administration and executive offices, and then to the 
innermost building, which takes on a rectangular shape, al-
luding to a box of chocolates, and houses the main produc-
tion hall, these buildings increase in size and significance in 
a clear, Classically-inspired, hierarchical order, and in a care-
fully-orchestrated procession of spaces and masses. The out-
er and middle buildings, connected through an axial path, are 
bound by their shared belonging as complemental segmental 
parts to one circular whole placed in front of the rectangular 
production hall. Set at an angle to each other and cut out of 
one circle, these two buildings define an open court space. A 
vehicular circular route forms a continuous ring that sur-
rounds the two buildings and passes between the middle 
building and the production hall, moving below the overhead 
walkway that connects the two buildings and also acts as an 
entrance canopy for the production building, thus accentuat-
ing the axial spine of the project.

The middle building acts both as a formal and functional 
hinge connecting the outer building at the front to the pro-
duction building at the rear, not only by being literally placed 
in the center of the complex, but also by visually comple-
menting one and physically as well as functionally connect-
ing to the other. In that, it links to, yet clearly sets itself apart 
from, the other two components of the complex.
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The interior of this building reads like a series of rooms 
connected by a sensuously-rounded corridor whereby green-
ish reflective glass framed with golden frames, silver alumi-
num composite panels, and dark brown oak woodwork form 
a rich palette of materials. Muted chocolate brown and gold-
en paint dominate the carefully-devised color scheme, occu-
pying the two principal curving walls of the interior in order 
to literally denote the name of the brand: Choco D’or (Gold-
en Chocolate).

C- The open court space
Entering the open court space, one is confronted by oppos-
ing, complex three-dimensional visual forces at work, as with 
the visual interplay of backgrounding and foregrounding. The 
administrative building’s curving wall drops and wraps be-
hind a façade of strongly-delineated and tilted structural 
members that modulate a glazed, reflective façade, thus in-
tensifying the experiential and visual effect of the court by 
acting as a mirror. It is a calculated spatial drama that draws 
away from the primary entrance in multiple directions along 
opposing and conflicting angles created by the garden pavil-
ion’s angular geometry, and also the tilted prismatic object 
engaging the administration building’s front and roof, as well 
as its structural elements.

A visual fabric or spatial system that is intermeshed with 
the above-mentioned elements fanning out in several direc-
tions is produced and intensified by the fact that the outer 
building collides with an open-lattice structure intended as a 
pergola, or a green cage, and by the prismatic object of the 
garden pavilion inclining dynamically into the open court 
space, signaling the entrance to the administrative building. 
Defining and framing an arrival plaza, the outlines of this 
court coordinate and accommodate all arrivals to the site. 
They define vehicular entry and exit by means of the outer 
building’s convex front, and define a pedestrian entrance by 
means of a portal that punctuates its middle part.

D- The garden pavilion
Layered grids (or geometric organizational systems) resulting 
from the geometry of tilting and sliding spaces crisscross the 
courtyard and keep the eye in constant motion. This notion of 
motion is best expressed by the presence of the garden pavil-
ion at the very heart of the open court space, where the proj-
ect’s utmost complexity lies. Open to all sides, the pavilion is 
a glass and steel skeletal structure of a luminous silvery qual-
ity, seemingly projecting downward from the tilting part of 

the administration building’s front façade , but also emerging 
from and erupting out of the ground as a form of built land-
scape that represents a dynamic diagonal (in both plan and 
in section) as it is set at an angle to the main pathway. This 
delicate steel structure is intended to work in crisp counter-
point to the imposing bulk of the other buildings, helping, in 
effect, to heighten and intensify the project’s complex visual 
drama. In terms of function, it may be best described as a hy-
brid folly in the form of a canopy, an elevated fountain with 
water channeled through the roof, and a transparent room 
for receptions and leisure activities. It is an aluminum-clad 
steel and glass pavilion-like structure that emphasizes per-
meability so as not to block views, but to veil and overlay 
them. It also further accentuates the modernity of the struc-
ture and signifies technology. This notion is alluded to by the 
pavilion’s orientation—almost in a spiritual and religious 
manner—towards a nearby electrical power tower that seems 
to assume the symbolic traditional role of the bell tower in 
the medieval city.

E- The production hall
In this modernized and industrialized version of the Classical 
tradition, one finds a tripartite basilica plan consisting of a 
nave and two aisles that conveys the feeling one gets inside 
monastic halls and temples. One side bay is allocated to ad-
ministrative offices and employee services (on two floors), 
and the other to the production line.

Encased in a shell that is intended to allude to an opened 
box, the exterior of this hall is a kind of multiple foil. The de-
sign of the production hall façades in fact is meant to em-
body in building form the process of opening a chocolate box 
and exposing the wrapping foil, peeling off and peering be-
tween layers that are the wrapping of the building, providing 
a multiple skin. The arrangement provides the impression 
that the skins are pulled apart, and the stone box is slipped 
away and flipped over in order to reveal an inner chocolate 
foil layer, rendering the skin of the building akin to chocolate 
skin.

A rustic and organic charm provided by the textured 
stone and planting is combined with a high-tech industrial 
aesthetic to harmonize the production hall with the rest of 
the complex. The panelization of outer skins is part of a strat-
egy of modulating surfaces and creating conflicting and dy-
namically-patterned façade surfaces that incorporate tiling 
and scaled-down glazing, thus mitigating boxiness and mas-
siveness.
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F- The path / spine (from the entrance building to the 
production hall through the middle building)
Creating a forced perspective that directs views, this princi-
pal organizational element axially connects the open court 
and buildings, rendering them a continuous and successive 
line of pylons. It extends the project outwards and heightens 
a grand sense of arrival, whereby the act of entering takes on 
semi-ritualistic implications. It also renders the project a pro-
nounced articulation of the whole as parts arranged in a se-
quencing of different spaces and places along a long axis. 
This axis acts as both a formal spine and a line of events that 
presents a linear experiential narrative as opposed to the 
more complex and cyclic reading provided by the site’s 
curved vehicular route.

As a linear, spine-like path traversing the space with the 
attenuated grace of a thin passageway, this access promises 
new experiences as the buildings prompt one to journey not 
only through them, but also around them. It offers a rich va-
riety of experiences with its unfolding array of surprises, both 
indoor and outdoor. In its journey, the path counters the ri-
gidity implied in its geometry. It also initiates highly-orches-
trated circulation patterns and a far-reaching visual range 
via an elongated expansive line that stretches the visual 
reach of the project outward, constituting an entry sequence 
and a series of happenings or events along a long procession-
al journey through successive thresholds marked by the se-
quence of buildings. As a result, an atmosphere of festivity 
and theatricality is created whereby architecture itself is 
staged as an event, not only as a stage for an event.

Representing an extension to the street and creating a 
controlled vista that works in both directions (inside-out and 
outside-in), this path penetrates the project right to the very 
center of the production hall building. It acts not only as the 
composition’s formal backbone, but also as the experiential 
unifying axial force and the dynamic directional pull towards 
the production hall through the project’s various elements. It 
is also manifested as an internalized street, which terminates 
in a dramatic and emblematic finale, marked horizontally by a 
circular window that further signifies and dignifies industry 
by offering a framed glimpse of the production line at work, 
and vertically by a circular stairway that spirals upward with-
in a double-height lobby capped by a tilted prismatic skylight.

Materials and construction systems
Combining handicraft with mechanized construction, and a 
partially steel skeletal structure with a mostly-conventional 

concrete block infill system, this project tests the limits of the 
local construction industry, creating a structure that is part-
ly high-tech and partly low-tech. It incorporates building 
systems that represent “local versions” of modern production 
and construction technologies, expressed in a synthesis of 
the architecture of compression (stone masses) and that of 
tension (steel and glass structures).

The making of every square meter of this project had to be 
extensively thought through and carefully managed to achieve 
a high level of craftsmanship and a quality of construction un-
usual in local industrial buildings. The administration building’s 
front façade incorporates structural glazing, and its reflective 
façade of greenish glass combined with golden frames tends to 
intensify the effect of the lush green landscape. The back of 
this building, like the front of the outer building, is clad with 
local roughly-textured stone of light brownish tone. The inte-
rior surfaces are clad with silver composite aluminum panels, 
dark brown oak woodwork, and natural granite. Muted choco-
late brown and golden paint dominate the carefully-devised 
color scheme, especially in the administration building.

The main production building is encased in a sliding stone 
skin. The exterior of this hall presents a hybrid of natural and 
industrial materials producing a textural variety that con-
trasts the rough with the smooth, achieved through a rich 
and varied palette of materials that combines greenish re-
flective glass with silvery and golden aluminum frames, beige 
local stone, gray ceramic tiles, and metallic lining. The ce-
ramic and metallic skin forms the building’s visual foil, and 
the juxtapositioning of ceramic and metallic veneers with lo-
cal stone helps combine an intended rusticity with a high-
tech industrial aesthetic.

The interior flooring features imported granite and local 
marble for offices, and local ceramic tiles for the production 
hall. The exterior floor paving mostly consists of stamped col-
ored concrete. Special attention was paid to the electro-me-
chanical systems, insulation, and sanitary works to enhance 
sustainability and environmental performance, following 
strict measures imposed by the manufacturers of the line of 
production.

The JG BLDG
The JG BLDG is a relatively low-cost four-story single build-
ing constructed on a 2,000-square-meter plot with a total 
built area of around 4,000 square meters. It includes storage 
space, showrooms, and offices for the local J.G. Company, 
which trades in lumber and related products.
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Conceptually, this building carries on a number of the 
same themes developed in the Chocolate Factory, but with 
stronger overtones, not only formally, but, more importantly, 
on the socio-cultural level. This project is not an isolated ob-
ject, but one that engages with and is entangled in the sur-
rounding urban fabric and social tissues. As such, this build-
ing has aimed at providing the residents of the surrounding 
low-income area with a work of signature design that func-
tions as a source of civic pride with which they can identify. 
In addition, it is intended as a positive impetus and catalyst 
for urban regeneration and development—which is desper-
ately needed in such rundown areas—by providing a positive 
and motivating example in a strategic location, at a major 
traffic intersection.

Physically and tectonically, the JG BLDG is a complex of 
layered and peeled skins of artificial stone cladding, tile ve-
neering, glass curtain walls, and structural glazing. Formally, 

it is composed of a semi-cylindrical segment fronting the 
street, anchored at its corner and positioned like a hinging 
pivot that acts as a center of horizontal and vertical motion 
for a series of interlocked and interpenetrating cubes. These 
cubes house offices and showrooms that simultaneously ro-
tate in plan and in section. They project out of the cylindrical 
segment—which houses the main administrative offices—
forming a series of square concentric enframements around 
them. The overall form reads architecturally as an intricate, 
complex, and interconnected single construct of wedged, 
squeezed, and rotated hard-edged forms. On the urban level, 
it reads as a place of interface, convergence, and divergence 
in relation to the conflicting and inflecting surrounding ur-
ban conditions, converging and diverging, as well as meeting 
and colliding in one construct. It therefore represents an ur-
ban and architectural hybrid that functions on both the mi-
cro (architectural) and the macro (urban) scales.




