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Background of design and stance to 
architecture

a+u: When private houses were needed 
to be rebuilt after the World War 2, 
Belgian citizens generally preferred traditi-
onal dwellings in terms of design. The 
architectural education at Sint-Lucas 
School of Architecture in Ghent that you 
received was based on Neo-Gothic, and 
you designed traditional houses after you 
started you career. Could you tell us the 
process to House Juliaan Lampens-Van-
hove (1960) that is called turning point?

Juliaan Lampens: My own house is 
“extraordinary ordinary” because it is 
the result of an architect who appropria-
tely studied architectural technique in the 
golden era of traditional houses. As it was a 
catholic school, studying religious buildings 
such as churches or community halls was 
the main subject. The students had two 
choices between Neo-Gothic design and 
contemporary design. I chose both and 
therefore I mastered the techniques of both. 

For a while after I started my career as an 
architect in 1950, I designed traditional 
houses, which was much in demand, for 
my living. When designing traditional 
houses, I always paid attention to the 
proportion and details due to the influ-
ence from my father who was a carpenter. 
If I had persisted in designing traditional 
ones as my clients wished I would have 
become rich, but gradually I made up 
my mind to shift into a different direc-
tion. I was aware of the change and I was 
convinced of my direction by 1960. 

Although I could very well consider my 
shift in direction in the time preceding it, it 
could not be an immediate and  

THE ESSENCE OF  
ARCHITECTURE  
IN DETAILS
Juliaan Lampens

October 24th, 2013 

House Juliaan Lampens - Van Hove

Juliaan Lampens taking 
the interview. Photo by 
Dieter Lampens.



6 7

complete shift because I had responsibil-
ity for my family with the children and it 
was an era when traditional houses and 
contemporary houses were mixed together. 
Traditional houses became gradually old 
fashioned and it was high time for teaching 
students contemporary architecture when 
I taught architectural design at school. 
From then on, it became possible to fully 
focus on contemporary architecture.

a+u: You were influenced by Le Corbusier 
and Mies van der Rohe most. How 
do you evaluate these architects?

Lampens: Other architects who influenced 
me were Marcel Breuer, Alvar Aalto, Oscar 
Niemeyer, Eero Saarinen. Mies and Le 
Corbusier gave me the strongest influence. 
Le Corbusier was an artist and he fascina-
ted me very much. On the other hand, Mies 
was not an artist but an engineer if you 
ask me. He is not so bad as an architect. 
“Architect” is just one aspect of Mies. 
Although some columns of his works are 
well calculated and look slim, he handled 
his works by adding something for optical 
effect’s sake. As a well-known example, 
some columns of the Barcelona pavilion are 
just for the optical effect. Mies played with 
columns to give architecture “body” and as 
a result his architecture , not to say about 
the Barcelona pavilion, became too sharp 
and lost something human. That’s one of 
the reasons why I cannot regard him highly. 

But it was true that Mies had fascinated 
me as he completed the Seagram Building 
in New York at a time when there were 
no high-rise buildings in Europe, and as 
a young architect I adored his architec-
tural concept, especially the systematic 
aspect of it. Gradually my eyes shifted 
to Le Corbusier, not because I got disap-
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a+u: Could you tell us your 
policy on materiality?

Lampens: Feature of the material itself 
determines. For example, as it is nonsense 
to make cantilever structures with brick 
and pour concrete later, I immediately make 
it with concrete and leave the concrete 
exposed. On the contrary it is nonsense to 
make an arch with concrete as it should 
be made of brick. Brick is very excellent 
as material and old existing bridges made 
of bricks are the best evidence. Because 
wood gives people a warm impressi-
on, I use wood for parts where people 
touch, for example entrance and door.

Sometimes my clients wished to control 
the choice of mterials. They could not find 
the meeting point with me and therefore 
some projects were not carried out. Even if 
my client found this difference in opinions 
merely trifling, it could be fatal. Basical-
ly I would not like to say “no”. When 
I understood that we could not find the 
meeting point or compromise after mak-
ing a serious effort I declined the offer. 

I remember one example; at a meeting I 
wanted concrete for the basement and the 
constructor insisted on brick. The meet-
ing went on, but I felt that this meeting 
might go out of control and I decided to 
quit this project. I have chosen the way 
to quit rather than keeping this project 
within the framework of a negative com-
promise. I cannot agree to stay in a pro-
ject when someone has a frustration.

pointed with Mies, but because I could 
not find emotional aspects in his works.

a+u: It is very well-known that you 
keep your distance from the media. 
Could you tell us your reason?

“I DON’T WANT TO SEE 
SOMEBODY PUT LABELS 
ON ME AND MY WORKS”

Lampens: I have never been interested in 
exposing myself to the media like architec-
tural magazines and never felt it necessity. 
I won’t do it in the future, either, but this 
time is the only exception. The main reason 
was that I did not want to be compared 
to other architects. I don’t want to see 
somebody put labels on me and my works, 
like I am better or worse than this or that 
architect, because architecture itself is very 
pure and touches our heart. Even if only 
my works are compared to each other, 
each architecture is different in terms of 
function, purpose or condition, so they 
should not be labeled better or worse.

a+u: You have known well about 
modernism through architectural 
magazines such as Bauen+Wohnen in 
Germany, L’Architecture d’aujourd’hui 
in France, domus in Italy, but you have 
never been a member of modernism or 
brutalism. But your architecture was often 
categorized as modernism or brutalism. 
Do you have any opinion on this?

Lampens: I never felt that I belonged to a 
certain “ism”, like Modernism, but I would 
say it might be Brutalism, high-level precise 
Brutalism and not dirty Brutalism like Le 
Corbusier who neglected precise details. 

I  mean, my “Brutalism” that shows 
material itself has precisely calcula-
ted elements and has no brutality. 

Focusing on material of Brutalism, this is 
the archetypal scene that has influenced 
my mind so much. The Belgian army built 
concrete bunkers against bombing raids by 
the German army soon after the beginning 
of the war, and they tried to hide those 
bunkers by coveing them with traditional 
houses in brick that were built around and 
on top of them. After the war, those houses 
were taken apart and the bricks were 
reused for the post war reconstrcution, and 
those naked concrete bunkers were just left. 
What I saw, constructing and taking apart 
during ten years, gave me a strong impressi-
on in terms of materiality of Brutalism.
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a+u: Could you tell us the quality of space 
given by openness and the “absence of” 
boundaries between inside and outside?

Lampens: Of course, everyone would like 
to live in beautiful landscape if he / she has 
a choice. I created an internal landscape 
in House Van Wassenhove because there 
was no dignifying landscape outside. The 
house was folded inwards, creating the 
inner landscape in its own right, formed 
by a dramatic difference in floor levels, the 
choreography of the surfaces of the roof, 
the intimacy of the sleeping cylinder, the 
elevated workspace that provided with an 
overview upon the whole spatial configu-
ration of the inner landscape of the house. 

The landscape is introverted. On the other 
hand, House Vandenhaute-Kiebooms is 
extroverted. This house was carefully made 
as a part of the landscape by making it very 
open so as to omit every boundary between 
inside and outside. A house and a garden 
must complete each other. Architect is not 
allowed to make architecture predominant. 
I think of garden as an orchard and a vege-
table garden, and therefore we cannot allow 

ourselves to make mere decorative gardens 
forgetting the quintessential needs of food 
and protection. It is just like that. We 
should not build inappropriate things and 
add something to show off in the landscape. 
Originally a house is subservient, which is 
rather absent than present in the landscape. 
And its primary aim is that it should not 
disturb the landscape. The landscape is 
the first commissioner and the last coop-
erator when one is making architecture. 

Kerselare Chapel is the best example to 
explain this stance. There are old farms 
around the chapel and the landlords pro-
tected the landscape and wished that their 
farms were meticulously inserted into the 
sensitive topography. The space around 
farms was used as orchard, vegetable 
gardens, pasture with poultry and sheep, 
and contributed to the daily demands of 
the people. These farms formed careful 
horizontal interventions in the topography, 
whereas the great residence of the land-
lord had to be a vertical accent as a sign 
of power. This chapel was placed in the 
landscape, but not on the top of it in order 
to avoid disturbance of the landscape.

The house Derwael- 
Thienpont by Lampens.  
Photo Filip Dujardin.

Kerselare Chapel

Photo:VZW Lampens
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“OUR HAND AND BRAIN HAVE INFINITE 
POSSIBILITIES. COMPUTER IS A VERY 
USEFUL TOOL AS A PART OF AN 
ARCHITECTURAL PROCESS, BUT WE 
SHOULD RELY ON OUR OWN HAND AND 
BRAIN AT THE BEGINNING AND ALSO AT 
THE END OF DESIGNING.”

Possibilities of designing by hand

a+u: You painted an enormous number 
of paintings. Does painting just 
accompany your architectural activity, 
or is it completely independent?

Lampens: Drawing and painting for me are 
a means to introduce my concept and to 
carry it out. I had wanted to be a professi-
onal painter, but I was very busy as an 
architect, which was my profession, and 
did not have enough time to paint. As I 
was fond of looking at the masterpieces of 
Rembrandt and Rubens in my childhood, 
it was very natural for me to paint. 

I wished to work on painting on a big 
scale after my retiring, but now I cannot 
paint anymore because of a problem with 
the hamstring of my arm caused by my 
advanced age. This frustrates me most.

a+u: How do you think of 
young architects of today?

Lampens: If I may start with criticizing 
them, they are computerized too much. 
They cannot make drawings like we did 
every day. Because they cannot draw, they 
rely on computer software and as a result 
their sense of proportion is lacking in their 
ability. We can train this sense for ourselves 
by drawing. Using a metaphor, the unifica-
tion of our spirit is not the reality. Many 
young architects can’t apply the unification 
of spirits to real architecture. The balance 
between this unification and the spirit is 
against the unification of the reality. The 
mental “switch”, which changes from mind  
to reality, gives life to architecture. 

Young architects may believe that they 
have such a “switch”, but actually they 
deceive themselves. We have to be aware 
of the details from the very beginning of 
the design process as details are essential to 
complete architecture. It might be very easy 
to work out good concepts, but we have 
to complete beautiful details at the early 
design stage to actually build architecture. 

This “switch” can be cultivated by repeat-
ed experiences, and one of the experiences 
is drawing. I think young people want 
to avoid drawing if possible because of 
its hardness. I drew tons of drawings 
and sketches, kept good ones and threw 
away not so good ones. I made the best 
ones after repeated trial and error. We 
can find the solution from unsolved ones. 
In the present, time and speed are the 
major premises, but young architects are 
losing many possibilities due to com-
puters, too much developed technolo-
gies and too scarcely developed skills. 

Although they believe that they can control 
computers, the software has limits to its 
ability. Computer software is controlling 
them and the creation process they are 
going through. Our hand and brain have 
infinite possibilities. Computer is a very 
useful tool as a part of an architectural 
process, but we should rely on our own 
hand and brain at the beginning and also 
at the end of designing. I believe that the 
essence of architecture exists neither in 
completed architecture nor in the pho-
tos, but in the manifold of difficulties and 
trials that happened until the completion.
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Diane Lampens House, 
View from the Garden. 
Photo: Filip Dujardin

DIANE 
LAMPENS  
HOUSE 
Semmerzake 
(designed 1964, built 1968)

In 1964 Juliaan Lampens designs 
a house for his sister, down on the 

side of the winter bed of the river 
Scheldt in Semmerzake. The floor plan 
is in the shape of a snail’s shell and 
in many ways it corresponds with the 
house he built for himself in 1960.

As the building plot is situated in a rib-
bon development along a fairly busy 
road, Lampens does not come up with an 
outwardly directed design of the living 
area, in contrast with his own home. 

The plan of the entire ground floor is 
related to the compact model home of 
Eduard Ludwig - pupil and collabo-
rator of Mies - , which was shown at 
the 1985 Expo in Brussels. As a whole, 
its characteristics could be considered 
a transcription of Le Corbusier’s Hei-
di Weber Museum in Zurich (1960).

C R E D I T S  A N D  D A T A 

Project title: House Diane Lampens 

Client: Diane Lampens 

Location: Semmerzake, Gavere 

Program: House 

Completion: 1968 

Architect: Juliaan Lampens 

Structure: Steel columns and wooden roof structure 

Building area: 236.32 m2 

Floor area, gross: 120.51 m2
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Diane Lampens House. 
View in the bathroom. 
Photo: Filip Dujardin

Like Ludwig, Lampens encloses all inner 
spaces and a patio with a ca 2m high 

wall and he arranges the living functions 
in an oblong space under one single roof, 
following the open plan principle. The 
walling is interrupted only at the point 
of entrance, which is also the carport. All 
day functions connect with the south-ori-
ented inner garden through a long glass 
wall, which dissolves the border between 
inside and outside. Rather than for cool 
objectivity, Lampens opts for an interior 
in which warm shades of wood, sisal and 
field bricks dominate. The living room, 
which is centrally located, is flanked 
by the study and the dining room.

The bedroom, the bath cabinet and the 
kitchen lie against the northern wall in 
the form of a second narrower lane and, 
like the day function spaces, they are 
interlinked. The built-in cupboards and 
a ash wood dividing panel of the same 
height as the brick wall, create a merely 
visual division of the space. This division 
yields a compact plan of 83m2 surface. 

The joint between the butterfly roof and 
the wall is in glass that is directly set into 
the construction. As only the opening 
parts are articulated, the experience of 
living under a roof within walls is empha-
sized. The sheltering and the sheltered 
are unequivocally distinguished and thus 
reinforce each other. In this house Lamp-
ens returns to the clear and controlled 
construction and the open plan as prac-
tised by Mies, together with the sculptur-
al aspect as devised by Le Corbusier.

The form of the roof - from the inside 
it feels like the keel of a boat - is low 
and intimate in the middle and opens 
up towards the light that pours in from 
the sides. As seen from the outside the 
roof has a diamond shaped profile. It 
is Lampens’ reply to the local building 
regulations that, in common with those 
in so many Flemish developments, 
impose a sloped roof on all buildings.

Sloped roofs and modern houses have never 
made a good match. In the course of his 
career Juliaan Lampens had often been 
challenged to find an architectural solution 
to this. The Van Wassenhove House in 
Sint Martens Latem is the prime example. 
Also the houses that Lampens built for 
his sister and for Dr Claus in Etikhove, 
following the same principle, meet this 
challenge and even manage to sublimate it.
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Floorplan, Diane Lam-
pens House. 
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first ‘tent’, whereas the Kerselare Chapel 
(1966) is the first ‘grotto’ that connects 
the universe with the depth of the Earth1. 
Consequently, these basic stances have been 
further developed in the other projects.

In the slipstream of a series of traditional 
houses designed and built in the 1950’s, 
in which the architect could mature and 
absorb the skills of the master builder, it 
appeared to be time to apply these skills 
to serve a higher purpose which is the 
fundamental stance of the architect about 
‘landscape’ House Lampens-Vanhove 
(1960), which is Lampens’ own house, 
emerged and occupies a strategic place at 
that moment of change in the career of the 
architect, which is the reason to present 
it first. Then, the Kerselare Chapel (1966) 
will be reviewed in the issue. It is the basic 
‘grotto’ in the oeuvre.  Subsequently, all 
the other projects selected for this issue 
will appear in a chronological order. 

The later work is more complex, neither ex-
plicitly ‘tent’ nor ‘grotto’, rather a nuanced 
and balanced fusion of both. The matu-
red architect is becoming of age by then, 
slowly abandoning the young man’s ferm 
stances perhaps. As such, in the National 
Boerenkrijgmuseum (1979), Sint-Lucas 
Secondary Art School (1981), and House 
Velghe-Vanderlinden (2002) the afore-
mentioned fundamental typologies result 
in more complex and intertwining spatial 
configurations. The architect has become 
less austere, gazing at different sides of 
the spectrum of life at the same time.

Jo Van Den Berghe

“The landscape is the 
first commissioner and 
the last cooperator”

The Landscape – The Tent And The Grotto

This is a quote by Juliaan Lampens, 
fully accepting the powerful 

characteristics of the landscape as 
a given that suggests how the basic 
architectural gestures should be.

Either Lampens recognises the spatial 
play of the landscape when he builds 
the archetype of the tent, of which the 
interior participates in the undulating 
flow of the surrounding scenery. Or he 
explicitly withdraws from the landscape 
when he creates an inner landscape within 
the material enclosure of the architec-
ture. Then, the architecture becomes 
very anchored and resistant through 
the massive archetype of the grotto. 

The fundamental design choice between 
these typologies is always based on a full 
acknowledgement of the landscape, coming 
forth from a meticulous analysis of it. Lam-
pens appears to master the basic typologies 
of ‘tent’ and ‘grotto’ brilliantly as they seem 

to carry a body of work. The suggestion 
here is to first look closely at two dwellings 
to better understand this basic attitude: 
House Vandenhaute-Kiebooms (1967), and 
House Van Wassenhove (1974). These hou-
ses are, so to speak, each others opposites 
based on both their characteristic ‘liaisons’ 
with their surrounding landscapes. This 
may also suggest different ways of reading 
this issue: either it can be studied chronolo-
gically, or the selected projects can be read 
in different sequences, e.a. starting with 
the above mentioned exemplary dwellings.

House Vandenhaute-Kiebooms epitomi-
ses the archetype of the tent. House Van 
Wassenhove embodies the archetype of 
the grotto. Although one might say that 
both these houses incorporate the matured 
stances of the architect with respect to the 
tent and the grotto in ‘his’ landscape, the 
themes of ‘tent’ and ‘grotto’ have emerged 
earlier in Lampens’ career. House Lam-
pens-Vanhove (1960) has been Lampens’ 
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Floorplan Sint-Lucas 
Secondary Art School. 
By Juliaan Lampens.

SINT-LUCAS SECONDARY 
ART SCHOOL (COMPETITION)
GHENT, BELGIUM 1981 (UNBUILT)

The design for the school has been was 
made for a competition that has been 

was won by Juliaan Lampens. The school is 
situated in the fringe of the historic heart of 
the Medieval city of Ghent in Belgium. An 
existing building in the middle is integrated 
and connected with a series of new concrete 
volumes at the street side, and with a new 
gymnastics hall in the back. A narrow 
secondary street runs all along the school.
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Scale models of the 
Sint-Lucas Secondary 
Art School.  
By Juliaan Lampens.

The Medieval city centre of Ghent is 
more a string of squares that flow 

into one another, than it is a rigid grid of 
streets. In a bourgeois street, Lampens 
opens up an existing building block to 
add another square to the play of city 
squares. There the public space of the street 
expands and imbricates with the newly 
conceived concrete volumes of the school: 

firstly, at the corner, a massive concrete 
volume frontally bashes forwards perpen-
dicularly to the street and overarches a 
sharp glass piyramid that casts daylight 
into the sketching class underneath. 

Secondly, a concrete structure of open 
external evacuation stairs contrasts with the 
massivity of the former concrete volume. 

Thirdly, a massive elevator shaft rises ver-
tically from the surface of the square and 
in its turn alternates the openness of the 
aforme-mentioned evacuation stairs. Final-
ly, on the left, another concrete volume 
laterally – —and perpendicular to the fron-
tal bashing volume at the corner— – looks 
into the square so as to keep an eye on it. 
Through the interstices of these concrete 
volumes the public space seamlessly pene-
trates the ground floor of the school, where 
an inner square further invites the urban 
public into a vivid cultural interplay with 
the exhibitions and activities of the art stu-
dents. A metropolitan atmosphere emerges.

Unfortunately, and very late in the 
process, the further execution of the 
project has been abandoned.

Jo Van Den Berghe
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60s

House Coreman  
Location: De Pinte 
Year: 1958

The European House: 
Competition 
Location: S.1. 
Year: 1960

House Lampens - 
Van Hove 
Location: Nazareth-Eke 
Year: 1960

House Delbeke - 
Bourgeois 
Location: Kortrijk- 

Marke 

Year: 1962

Communal Credit of 
Belgium:  
Competition 
Location: S.1. 
Year: 1960

Kerselare Chappel:  
Competition 
Location: Oudernaarde 
Year: 1961

Opera House Madrid:  
Competition 
Location: Madrid 
Year: 1964

REALISATIES PER DECENIUM 
1950:  4 
1960: 14 
1970: 18 
1980: 3 
1990: 4 
2000: 5

JULIAAN  
LAMPENS 
A 70 year retrospective

50s

Clothes Store Van 
Hove: Rebuilding 
Location: Nazareth-Eke  
Year: 1951

House Vermaerke 
Location: Nazareth-Eke  
Year: 1953

The Modern 
Ardennes house: 
competiotion 
Location: S.1.  
Year: 1957

House Dhondt - Sux 
Location: Oosterzele 

Year: 1966

House Vandenhoute 
- Kiebooms 
Location: Zingem 
Year: 1967

House Vierstraete 
Location: Gent 

Year: 1967

House Claus 
Location: Maarkedal 

Year: 1968
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70s

80s

Country house Claus 
Location: Maarkedal 

Year: 1971

Antwerp University: 
Competition  
Location: Wilrijk  

Year: 1972 

Public Library 
Location: Nazareth-Eke 

Year: 1970

House Derwael - 
Thienpont 
Location: Gavere 
Year: 1973

House Loft-Lauwers 
Location: Nazareth-Eke 
Year: 1979

House Vandenhoute 
Location: Zingem 

Year: 1970

Toerist Office 
Location: Blankenberge 

Year: 1972

National Boerenkrijg 
Museum 
Location: Overmere 

Year: 1979

House Claus 
Location: Nazareth-Eke 

Year: 1973

House Mercaert 
Location: Geraards-

bergen 

Year: 1979

House De Vos - 
Smesman  
Location: Nazareth-Eke 
Year: 1969 

House Bauters 
Location: Maarkedal 

Year: 1973

House De Meyere - 
Dhondt 
Location: Merelbeke 

Year: 1978

House Diane  
Lampens 
Location: Gavere 
Year: 1967

House Libeert 
Location: Komen 

Year: 1975

House Vandenhoute 
Location: De Pinte 

Year: 1976

Summer-residence 
Saint-André 
Location: Koksijde 

Year: 1969

House Van 
Wassenhove 
Location: Sint-Mar-

tens-Latem 

Year: 1974

Library: Design for 
competition 
Location: Pahlavi,Iran 

Year: 1976

Sint-Kruis-Male 
church 
Location: Sint-Kruis 

Year: 1968

Town hall and 
adminisrative center 
Location: Lokeren 

Year: 1975

Artist Residence 
Wallaert 
Location: Kruishoutem 

Year: 1976
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90s

Monument E17 
Location: Nazareth-Eke 

Year: 2012

Social Housing 
Stawon 
Location: Amsterdam 

Year: 1983

Sint-Lucas 
Secondary Art 
School 
Location: Gent 

Year: 1981

House De La Ruelle - 
Van Moffaert 
Location: Deurle 

Year: 1988

Crypl Prelimianry 
Design  
Location: Gent 

Year: 2013

2000

House Lampens - 
Dierick 
Location: Gavere 

Year: 1990

Sumer-residence 
Vandenhoute 
Location: Koksijde 

Year: 1997

House Vandenhoute 
- Van Eylen 
Location: Leuven 

Year: 2003

House Lampens - 
Hartmann 
Location: Gavere 

Year: 1992

House Russo 
Location: Ukkel 

Year: 2012

Jyvaskyla music and 
art center: 
competition 
Location: Finland 

Year: 1997

House Velghe - 
Vanderlinden 
Location: Astene 

Year: 2002
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WIDO
Ghent

This small-scale renovation project in 
the center of Ghent comprises 4 lofts 

and a parking space. The pronounced 
characteristics of the plot, located on a 
narrow street in the historic heart of Ghent, 
with a concrete skeleton and an inner area, 
lead to a logical analysis and design.

The existing concrete skeleton determines 
the rhythm and limitation of the buildings. 
The new circulation core is deliberately 
situated to combine an optimal sense of 
space, a logical orientation and a cost-ef-
fective parking facility. Each floor at the 
back is deeper than the lower floor, with a 
distinction between the respective loft types 
as a result. This emphasizes the individual 

unique characters and possibilities and 
contributes to the strength of the building.

The narrow street with a charming row 
of façades on the opposite side gives the 
houses an authentic, intimate atmosphere. 
The rear facade provides a lot of light and 
a sense of space due to the orientation and 
openness to the patio behind. This patio 
is designed as a garden where trees and 
rising greenery also form a green facade for 
the upper apartments and their terraces.

The roof pavilion is completely focused 
on the nearby Gravensteen and combines 
the beautiful view of this monument 
with an outdoor space and green roof.
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The Guislain Institute was built in the 
mid-19th century on the periphery of 

Ghent as a modern psychiatric hospital, 
once revolutionary in vision and character. 
Guislain translated his vision not only 
into the location of the building, but 
also into the architecture inspired by 
him and designed by Alphonse Pauli. 
Pauli conceived his buildings as a sort 
of monastery complex with military 
allure. Recognizable but also sufficiently 
distant and safe from the environment. 
Overview and hygiene were the key.
The patients were classified according 
to their clinical picture, which formed 
the basis for the characteristic plan.

The complex was then still outside the city 
for the sake of tranquility, control and the 
rural environment. But slowly the build-

ing was surrounded by the 19th-century 
expansion of the city. Everything is silted 
up around the Guislain complex. This 
also fundamentally changed the atmos-
phere, from the calmness of the rural 
environment to the hustle and bustle of 
an urban working-class neighborhood. 

On the 12-hectare site, Guislain and Pauli 
designated no less than eight hectares 
for arable farming. A very conscious and 
generous approach to occupational ther-
apy. But as the city grew close, the center 
became completely isolated and Guislain’s 
model was long gone. This element has 
strongly and necessarily determined the lat-
er welfare care of the center. The nationally 
located institution evolved into an enclosed 
hospital. After the Second World War, the 
architectural chaos became complete.

Psychiatrisch 
Centrum Dr. 
Guislain 
Restauratieopdracht, Gent, 2000
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A change came under brother Réné 
Stockman. The construction on the cam-
pus was stopped and space was once 
again created between the buildings.

In 1998 we started a master plan in con-
sultation with the institute’s board and 
the town planning and monument care 
services of the city to refocus and redesign 
the future of the site. Our master plan was 
rather an action plan, based on the policy 
option that a psychiatric center should 
be able to guide and accommodate both 
passers-by and residents. Not only short-
term care and care, but also permanent 
accommodation for chronic patients.

It was decided to house the chronically 
ill as much as possible outside the insti-
tution, in the peripheral working-class 
neighborhood, and to offer them a new 
safe living environment with sufficient 
freedom of movement. A front door on the 
street and a back door on the campus.

At the same time we are restoring the 
original Guislain site that is protected as a 
monument. Because that part must also be 
able to evolve in new, adapted functions. In 
the master plan we offer the training center, 
the Guislain Museum and the adminis-
tration the opportunity for step-by-step 
development. And new architecture also 
has a place within the historical context.




