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This publication yields an exclusive insight into the imprints of each 
draftsman. The sketchbooks have accompanied us all over the world through 
these last years. Nonetheless, every journey, regardless of its destination 
brought us back to the beginning. The return, although it feels different from 
the departure. Empty pages are filled as they evoke the question of what 
persists. These lasting reminiscences are direct expressions of personal 
experiences, which blur into intimate images. While drawing, a moment of 
observation in extreme concentration intensifies. It is deposited in various 
parts of the body, traced with the hand, memorized with the muscles.
The assemblage of diverse impressions shapes the recollection of a whole 
year. The Logbook is a summary of what has returned from abroad, as 
well as an inquiry into the manifold reasons to draw. The conversations 
complementing the many sketches are testimonies to forged connections 
and friendships. Thorough insights into many stances on drawing and 
different lines of thoughts denotes the diversity in these personal journeys.
It was our pleasure to have contributed to the creative element in the 
intersection between art and architecture, to exhibit the freedom one 
owns in depicting the experiences on paper. Looking at these sketches can 
reawaken stories, revive atmospheres and inspire to draw.

Logbook O6



DRAWING ABROAD   
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Levin Arnold: A highlight of the architectural program at TU Munich 
is the “Grand Tour”, a field trip for architectural drawing in Italy.  
Can you specify your general approach and idea about it? 

Uta Graff: The first drawing journey led by August Thiersch to Landshut took 
place in 1872. It later became a tradition of the drawing classes at this university. 
However, the term “Grand Tour” from French “the great journey” is to be seen with 
a wink: since the Renaissance it was a term for an obligatory journey, for the sons 
of the European nobles. It was an educational journey mostly to Italy and to the 
Holy Land. Art and architecture, buildings of antiquity and the Renaissance, have 
been studied. It was a leisurely form of traveling through picturesque landscapes. 
An important part of the journey was refining manners, expanding language skills, 
and generally acquiring a worldliness, as a final touch to their education. Today 
our tour hosts up to three hundred people, students and assistants, and therefore 
could easily be called a “Grand Tour”. This forms a unique momentum of shared 
experience during their studies, which not only serves to train drawing and bring 
attention to the study of buildings and cities, but it also unites all students as a 
group: The whole semester identifies with the place to which we are traveling 
together and I associate the respective semesters with the places we have traveled 
to and know the topics we have worked on in this context.

LA: What gives travelling significance in the context of drawing? 

Peter Schmid: When we travel to Italy, moving beyond the Alps, the environment 
quickly changes. The light is changing, the architectural typologies are different. 

EDGES, RIDGES AND LINES 



You are immersed in a new world that you grow into within a week. At the beginning 
you are new to the surrounding but you start to adapt to it and comprehend complex 
spatial compositions with the means of drawing. Many questions accompany this 
journey: Why does something look the way it was built? What are the historic 
configurations? And how do I perceive its structure? You end up knowing these 
cities incredibly well, and you will not forget them again. You will remember the 
structure, the architectural features, the typologies, or a certain grid format on 
which the city is built. 

UG: Analyzing new conditions helps to sharpen the eye for ones own context. 
Every year, the tour takes place in a different city of an apprehensible size, in 
which you do not get lost. We mostly choose to travel to cities of medieval or 
ancient Roman origin, which offer a high density and a spatial urban potential.
 

LA: In these occasions we apply a particular way of drawing, which is 
learned and exersised beforehand in Munich. What is the specificity 
of this drawing method and what approach does it require?

 
UG: With his doctorate „Architectural Drawing: “The Munich School”, Peter coined 
the term “Munich School”, which was developed by personalities such as August 
Thiersch or Hans Döllgast. The decisive factor of this method is to teach basic 
and skillful techniques and tools. It was essentially Hans Döllgast who made use 
and taught a trembling line. Nonetheless, the point is not to make drawings that 
correspond to this style, but to help each student develop their own way. Learning 
to draw and to develop a certain skillfulness and craftsmanship in drawing, is tied 
to a change of how one perceives the world: In order to draw it, the given situation 
needs to be observed very closely. Paying attention to the details without losing the 
awareness of the overall situation is one of the most crucial aspects and yet one of 
the major learnings in architecture education.

PS: An important aspect to this method is, that we never only rely on our own 
perception when we draw. Of course, it is important to find a convenient position 
and draw a pedestrian perspective realistically. But the students should be able 
to construct in a spatially plausible way. Even if they could never take certain 
positions, such as a bird‘s eye view, they should still be able to imagine that spatiality 
as a projection. Typically, an architect, who becomes the inventor of the space, 
examines everything through spatial thinking. Learning about the systematic of 
perspective drawing, the variation of architectural elements and details depending 
on their distance to my standpoint, the cast of light and shadow, and many more, 
are valuable aspects of architecture, we familiarize with through this technique of 
drawing. And yet they are also fundamentals of the palette of knowledge we draw 
from as designing architects.
 

LA: Does the act of drawing and style also shape the perception of 
what you draw?
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PS: In the technical literature, we speak of linear drawing, i.e., everything we see 
is rendered with simple lines. Edges and ridges become linear, everything else is 
left out. In our curriculum, the variety of drawing techniques does not play such 
a crucial role, because we study the possibilities of projection very deeply and 
concentrate on one single technique with which one can achieve real expertise. 
Nevertheless, it is up to every student, how they develop and refine their personal 
style and which inclinations they pursue.
 
UG: You never forget those places, where you sat down to draw. Although you do 
not record the sounds, the smells, or the temperature in your sketchbook,  these 
are still present, when you later look at your sketch. An important question to ask 
when approaching a spatial situation is: What do I want to study? Why am I sitting 
down here and what do I want to draw? Is it the proportion or the dimension 
of the space or is it the transitions between spaces, is it the light, the shadow, 
the atmosphere, or is it a detail?  You must be equipped technically to be able 
to capture the complexity of a situation that has high atmospheric density. You 
have to make choices, be clear about the priorities you attribute to certain aspects 
on which you focus and you need to make choices all the time, in order to do so. 
Drawing in a group even promotes concentration and not just distraction. You look 
at each other‘s books, and you are stimulated. This togetherness influences the 
atmosphere of drawing.
 

LA: Juhani Pallasma says “sketching and drawing are spatial and 
haptic exercises that unite the external reality of space and matter 
and the internal reality of perception, thought and mental images 
into a single, dialectical world”. How does drawing shape our haptic 
and sensory perceptions?

 
PS: Sensory perception is incredibly important, but it often lies beyond our 
conscious awareness and rather goes unnoticed in the moment of focus. It infuses 
our overall impression and thereby becomes integrated to our subconscious 
sensations of a place. We can use it to remember surfaces, spaces and distances 
and we can store these as a map in the back of our minds. But I do not think it 
is necessarily the case, that drawing is controlled by this memory and actively 
retrieves it. Drawing helps to sharpen and refine not only the eye‘s perception, 
but also how one interacts with space. Through drawing, I recognize the illusions 
I experience through my eyes and how space is distorted. Of course, it helps to 
have this memory of sensorimotor perception at hand. But I do not see a direct 
influence. 
 

LA: To perceive while drawing is therefore a path through the eye 
into the body and not vice versa ?

UG: I would absolutely see it that way because one follows sight with a physical 
movement and that is a tactile act. You even put aside certain knowledge that you 
have of things. Often when we are asked „what do you see“ we name the object we 



see as how we know it from knowledge, and we do not describe what we have in 
front of us. In drawing, it even helps to put aside this knowledge to fathom things 
with the eye and become aware of what we actually see – not in terms of sense-
making, but in shapes, forms, lines and edges, shades of colours, textures and 
structures, light and shadow, and many more.

Vitus Michel: I would say that abstraction plays a decisive role, when 
we speak of edges and ridges as lines. How does abstraction serve a 
good drawing, and how would you define a good drawing?

 
UG: There are a lot of drawings from the last few years that are still vividly present 
to me and I ask myself what distinguishes these drawings and why I remember 
them. It always has to do with a certain consciousness, whether one recognizes its 
intention, its concern, or its occasion. It also has to do with balancing the degree 
of elaboration, versus suggestions: Not everything has to be refined to the greatest 
detail, but the drawing lives of certain areas with high precision and others of vague 
hints and suggestions, which invite the viewer to draw their own conclusions and 
to mentally complete what they see. A good drawing is one that is remembered, it 
has open questions and hints, which stimulate the viewer‘s imagination. Looking 
at a drawing becomes the act of appropriation, and thus it remains in memory. 
 

VM: To what extent does being away for a short time contribute to 
drawing; the idea of time that is implied in traveling?

 
UG: This is about compression. It turns a week into an elixir. But it also has to do 
with the fact that one can be active on site, detached from all other obligations, and 
dedicate oneself to a single task.
  

Irem Doğa Akgül: A drawing is not only an atmospheric but also a 
temporal recording. You sit down in a place for hours and consciously 
decide when to stop drawing. When do you think a drawing is 
finished?

 
PS: It is always finished. For the draughtsman it is incredibly difficult to stop. 
Because you always think you can improve by being extra diligent. Leaving the 
potential of the omissions and the suggestion of what is already there as an open 
and lively white space in such a way, that the sketch still seems stimulating, is 
what makes a good drawing.
 

IDA: We have explicitly distinguished in the Logbook between 
drawings that show a detailed image and drawings that show quick 
impressions, movements or fleeing moments. How do you define a 
drawing‘s documentary value?

 
PS: Drawing, in our sense, on paper has been around for at least five hundred 
years. Sketchbooks are located in time. Not only because a date was noted, but also 
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because places change. It is therefore easy to determine the point in time when 
a sketch was made. If you visit a place again after a significant amount of time, 
you notice that something has changed. If a building has scaffolding, then I also 
draw the scaffolding because it was there at the time being. If there is a market, 
I also draw it, even if it will be gone tomorrow. Not everything is idealized, as in 
Romanticism, to only depict the perfect truth. Other than this rather historical 
dimension, there is also the fugitive, ephemeral aspect of time, you mentioned: 
When we capture a situation in a quick sketch or an elaborate drawing, we have 
the freedom to choose which aspects we take up on and what we preserve in our 
drawing: If we focus on light and shadow, on movements of people, on certain 
details contributing to the momentum in time, we experience, drawing allows us to 
mediate our very impression of a place in a specific moment of time. And I might 
return the next day or even only a couple of hours later and perceive it differently, 
which might be a good reason to make yet another drawing, varying from the one 
I did before.
 

VM: In some of the drawings we collected for Logbook, we 
noticed  that the spontaneous inspiration to put something seen or 
experienced on paper was certainly more pronounced abroad. What 
moments stand out to you in connection to drawing?

 
UG: For me, the moment of appropriation of drawing by the students, which 
becomes visible in the logbook, is something facilitating. The students have 
made drawing their own, detached themselves from the formative guidelines and 
developed their own ductus. In the first semesters we have a great responsibility 
to teach the basic knowledge and skills, but also to convey the meaningfulness and 
joy of drawing and to make it accessible as a tool. The moment of independence 
that becomes visible has something liberating.

Prof. Uta Graff studied architecture at the TU Braunschweig and the ETH Zurich 
in Switzerland.  She holds the Chair of Architectural Design and Conception at the 
TUM. After the employment at the offices of Peter Zumthor and gmp Architects, 
she worked as a freelance architect in Berlin. She was a visiting professor at the 
UdK Berlin and the China Academy of Art in Hangzhou and from 2010 to 2012 a 
professor at the University of applied sciences Würzburg. She is initiator and lead 
editor of the academic journal »Dimensions. Journal of Architectural Knowledge«. 

Dr. Peter Schmid  studied architecture at the TU Munich and the TU Prague. In 2014, 
he was introduced as Academic Councillor at the Chair of Architectural Design and 
Conception. He supervises the subjects architectural drawing and architectural 
aquarelle-drawing. In 2020, he completed his doctorate on the topic “Architectural 
Drawing: The Munich School.” The research work dealt with different pedagogical 
approaches to the teaching of drawing over a period of 150 years.



JOURNEY IN AN ARTIST‘S 
DREAMSCAPE 
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Vitus Michel: You are giving a drawing course at the USI Mendrisio 
called “Thinking with the hand”, a seminar in which we focussed on 
the manifold abilities to transfer ones mind to the paper. Could you 
explain this approach to drawing?

Stephan Zimmerli: Preparing this course, I wanted to foster an education that 
opens the eyes to perceive, rather more than teach a technique to draw. My father, 
who is an architect, taught me perspective drawing when I was about four years 
old. But it was just a technique. By the time I was 18 years old, drawing a lot every 
day, I encountered teachers who did the exact opposite. They told me to remove all 
my technique, to abandon it. At that time, I was too precise and too controlled. My 
own path was therefore about learning techniques, then unlearning them. The way 
I work and the way I wanted the course to be is defined by the constant going back 
and forth between drawing and the philosophical approach of why we perceive 
and how we perceive. One of the constants in what I do, -in music, in theater, 
in architecture, in drawing is letting the hands lead, actually thinking with the 
hands and relying on the organic intelligence of the body. Thinking and making; 
Thinking while doing; Thinking with the hand.
I‘ve built a lot of this course as a criticism towards the digital and the implied 
philosophy of the digital tools. In what ways the digital tools can be repositioned, 
so that they don‘t impose their own philosophy. Personally, I like to restrain my 
hours on the devices to regain hours of presence. A fundamental issue for me lies 
in the connecting of the mental world of absent things, memories and imaginations 
and using the hands to materialize it, to make it present, whether they are past, 
forgotten or imaginary.

REVIVING REMINISCENCE



VM: Could you describe how this influences your experience and 
how does your perspective changes during drawing? What is the 
process you‘re following inside yourself while drawing? 

SZ: The discipline of drawing every day is a practice of the eye, the spirit and 
the hand. Every time I draw, there is something going on in my brain and my 
presence. It feels like I am extremely connected to the world. In a good moment 
of drawing, I dissolve almost completely my sense of ego. It gives me the feeling 
of fusing with what I‘m observing. I draw without much of a concept or reflection. 
Whether in music, in theater, in architecture or in drawing, my ultimate goal is to 
work on the sentiment, on the emotion and on the feeling of presence.

VM: Is your presence in that moment between the two of you, the 
object and yourself? 

SZ: Completely. There are solitary moments of intense focus, that provide 
meditation moments where I don‘t feel, I forget about time. In these moments you 
can observe the character of your object. Whether it is a person, a dog or a building. 
A friend observing me once said: „When you draw, you change completely your 
facial expression. You‘re not yourself. You‘re mimicking. You start to have the 
expressions of the person you are drawing, like a mirror neurons effect. Some 
people have attention on their face. Some people have joy or maybe they look 
puzzled. If you internalize it, you can connect to it. Drawing is a moment of being 
an antenna grasping an emotion and letting it flow through your eyes, to your 
brain, to your nerve system and through your hand onto the paper. The best 
drawings are made when the process is really fluid.

VM: Pallasmaa in his book: “Thinking with the hand” speaks about 
two memories. One is the memory of the hand and the muscle and 
one is the more conscious one, the accumulated techniques you 
described. In this context could you describe your idea of memory.

SZ: The brain memory uses concepts, dates or numbers, but the hand memory 
doesn’t. The unconscious memory of the body is my main material. It is the clay, 
the ink. Like a mass of something that I sculpt with notes. It‘s fundamental for 
me. Especially reflections connected to the definition of reminiscence by Marcel 
Proust. It happens to you, triggered by smell, a vision, a faint glimmer of flights 
or color combinations. It comes from deep inside, and you cannot steer it. The 
subconscious and accidental memory is the treasurer material. As a kid, I’ve been 
haunted by these reminiscence memories that I had no clue where they came 
from. Atmospheres with a specific intensity, like present hallucination. The feeling 
of living in a moment of memory.



19

VM: Would you say those past memories are always connected to 
emotions and are these without a memory you can recall by yourself?  

SZ: They convey an emotion. Sometimes the emotion is banal. Some of my deep 
memories are really about boredom, but they‘re still intense, feelings. There are 
places that have been processed through dreams and stick in your mind, but in 
a subconscious way. Somehow they are triggered by chance or by works of art. 
In music, it happens. A series of chords, played instinctively by a friend and the 
connection of notes, the melody is triggering something. If it‘s powerful, you get 
shivers. I call it „playing with our presence in time“. 
I would like to use a word that is connected to Heideggers idea of „Da-sein“ and his 
phenomenological way of thinking. I call it „Wann-sein“, the art of being present in 
time. Not only in space and in body, but in time.

VM: Something connected to this concept of „Wann-sein“ are 
your memory drawings of concerts with your band; to catch the 
atmosphere of the past night . I was wondering if sketching a strong 
memory, actually consciously changed your emotional memory of 
the space.

SZ: If you have a reminiscence that is strong and you attempt to capture it, you 
might kill the memory. The act of drawing is quite dangerous that’s why I am 
careful about it. These drawings should be a bit false or with mistakes, because 
I don‘t want to kill the memory by capturing everything. It’s a bit paradoxical 
because I still strive for the maximum detail that I can remember. The pleasure is 
going back in time and reviving the moment. 
My band and I played a series of nine hundred concerts in the past decade. Even if 
some concerts were a bit tiring and boring and others were magical, I felt my life 
going through my fingers like sand. I realized that retaining time is a vain attempt. 
I tried to capture what I can of the time that is flying and escaping, dying every 
day, and to transfer it into something that keeps it alive. Music evaporates as soon 
as you play it. It’s very different from architecture.  

VM: The beauty of music is the temporal point of it. Engendered 
by its volatility. Are emotions triggered by buildings or spaces of a 
longer term? Does architecture embody memory?

SZ: Absolutely. Music is an antidote to architecture. I don‘t know if architecture 
is a poison that needs an antidote, but architecture has this intrinsic, duration and 
presence. If you speak about the fluidity of things, it’s a very solid state of matter. 
Even if you build temporary architecture, it is about solidity. Music is very close 
to the kind of lightest fluidity, you can handle. Music can make me cry or give me 
intense shivers in the spine, but the emotion gets washed away when the song is 
gone. Architecture can provide me with deep emotions, but I would not cry or have 
shivers on my hair and on my spine. The emotion is located somewhere deeper. 
It gets built over a lifetime, it builds memory.



VM: What would you say leaves a stronger memory for you, a place 
you observe or one from memory? 

SZ: A moment of emotion is imprinting; the moment of space-time in my mind. 
Drawing it from memory is an echo of that imprint. I also use the architectural plan 
and section that I do by memory to solidify and keep a bit more of that moment. 
It’s the understanding, by thickening an emotion, that will vanish by large parts.
What do you keep from a lived moment? You know only a vision is going to be left 
in a vague atmosphere and emotion in you. It is frustrating. I started doing little 
plans to solidify as much as I can before it flies away into oblivion. 
When I do a sketch, something is of the same order. If a moment of drawing is 
very powerful, i‘m going to miss my train, i‘m going to stay where I am and do 
this drawing. When you do it for one or two hours and the sun is setting, the night 
falls in and all the crowd changes, you’re like a recorder imprinting reality. The 
moment I lived has been intensified and as well it is somehow in my sketchbook. 
Intensified by making this trace, imposing on yourself to stay there for a longer 
moment.

VM: It is connected to Heideggers “Da-sein” again, of a person being 
part of the world, “in-der-Welt-sein”. You are not passive but an 
active part in the whole. For some period of time, you‘re actually 
part of this place. 

SZ: You are fusing, you‘re completely dissolving at that moment. Whether it‘s 
raining, it‘s cold, or you’re tired, it doesn’t matter because you are the wall and you 
are the light on the wall that you are observing. These moments are tattooed in 
my brain and body. I can still feel the coldness of the stone I was sitting on in the 
night drawing.

VM: Pallassma for example speaks a lot about vagueness in drawing. 
Because you are not pinpointing anything down to the exact. 

SZ: I tend to say pinpointing is a fetishistic impulse. If the light on a specific detail 
is especially beautiful, you have the impulse, and you have the technique to do 
it, you want to do it. But if you do it for the whole drawing, it‘s an overkill. It’s 
detrimental to the power of a work of art. You need to retain vagueness in some 
areas. Actually in my sketchbook, I showed you here, I did not have time to go 
beyond vagueness and I was frustrated by it. Looking at it a few days later, I think 
I will just keep it vague because that‘s what that moment was about. One exercise 
I do as a game is to draw plans of cities by memory. I start from a spot in the 
city that I know, and I go along the road and rebuild as much as I can of the city, 
walking mentally through the streets.  I have done this with Paris already three or 
four times. That‘s interesting to juxtapose. To see how your brain is processing the 
geography. The Process is the pleasure in doing it.
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VM: Is it because you like to imagine yourself walking through the 
streets or because of how the memory works. Don’t you instantly try 
to redraw the map you did already? Also there‘s this connection to 
the French situationists.

SZ: Of course I have a graphic vision in my inner eye of what the plan of Paris 
looks like. I can start from that as a basic template, but then I will inevitably have 
to close my eyes and see myself walking through the streets. I have to go to the 
experiential point of view to see if my inner memory of walking through the 
streets can recover something. The French situationists probably did this kind 
of game in reverse because they consciously walked through the city. In a way 
walking through memory in reality.

VM: Is it also connected to you personally, being trained to take a 
very precise perception of the places around you. 

SZ: I guess this kind of game is a crossbreed of being an architect and a drawer and 
an avid city walker. There are people who can do it much better than me. People 
that are mnemonics, having hypermnesia. 
I discovered a book by Alexander Lurija‘s about the prodigious memory from 
the 1920s or 30’s. The Russian psychologist studied hypermnesia patients. One of 
them could memorize hundreds of numbers in any given order and repeat them 
without failure. Lurija discovered that the guy memorized fully automatically. He 
used an ancient art of memory used by the Greeks and the Romans.

VM: Platon spoke about this imprint in memory. A profund and vital 
way to memorize. 

SZ: Yes, the mental mapping. This practice was very crucial 2000 or 3000 years 
ago. There is a very distinct lineage between this very ancient way of being in 
the world from the aboriginals memorizing their place in the world through art 
and stories to the ancient Greeks, building mental palaces, mental architectures to 
memorize stuff, and you walk through it in your brain.
The hypermnesia guy found that by accident. Since he was a kid, he memorized 
the way from his home to his school. It was a long path through Moscow. Every 
corner of every street, every door, because as a kid, you take time, you play, you 
notice more things. Whenever he had to memorize something, his brain would 
write unconsciously the numbers on each door and each window in a specific 
order. Because the things have been ordered in space, the memories could be in 
a correct order. This kind of passion about materializing memories and using the 
hand to do it is crucial in a way to be in the world through memory and to actually 
do it with our bodies, not with computers and Google maps or external means. I 
really believe in the power and pleasure of still training our minds to do it.
There was just one instance where the guy made a mistake. He had to repeat long 
sequences of numbers that are extremely hard to remember because they are just 
abstract numbers.



One day the guy was telling numbers like 16, 30 to 42, 106, 3, 5, and then Luria 
stopped him and told him, “wait, you made a mistake.” It‘s the first time you made 
a mistake. You said three, but on the list you had to memorize another number.“
And the guy was like, „oh, I‘m pretty sure it was three.“ And so the guy went back 
in his mind, and, said, „oh yess it‘s eight. I was mistaken because when I drew 
the number, it was drawn in chalk on the door. But the door was deep and had a 
shadow. And half of the eight was in the shadow.“

It is impressive, creating an inner visual world strong enough to trick yourself by 
a problem of light and shadow. How far can one go with his inner vision?
That‘s one of my motivations and I‘m troubled by the digital and external memory 
culture and technology. I feel how much my memory is weakening when I deliver 
it to the external systems. I‘m not saying we should ban computers, but let‘s realize 
what we are losing here. 

VM: But it’s a conscious position of yours opposing it. You have a 
motivation for it. I am not sure if many people really have this idea 
even of memory captured external of our body. Because for them 
it‘s just a way of memorizing; externalizing the triggers to their own 
mind.

SZ: Absolutely. And I would say, even using paper is already part of this process. 
That‘s why it‘s just a long sequence. Technology, whether we want it or not, is 
taking away things from us, and we willingly deliver it. We cannot really go back, 
but it‘s interesting to see how we can embrace it.

Stephan Zimmerli is an architect, musician, scenographer and visual 
artist. Constantly crossing disciplinary boundaries, his work focuses on the 
interplay between these realms, with an emphasis on the themes of temporality, 
memory and reminiscence. After finishing his degree project in Peter Zumthor’s 
Atelier at the Accademia di Architettura di Mendrisio (CH) in 2003, and graduating 
from the school of Paris-Belleville, Stephan Zimmerli started working as an 
architect. Since 1999, he’s also collaborated with scenographer, author and stage 
director Marc Lainé, within their Paris-based studio, La Boutique Obscure. 
In 1995, with fellow musicians Arthur Gillette, Thomas Puechavy & Charles 
Carmignac, he founded the folk-rock band Moriarty, as a double-bass player & 
guitarist. He is currently teaching in Paris and Mendrisio.
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Irem Doğa Akgül:  You have lived and taught in several countries 
so far. How was your experience working and teaching in different 
contexts? What differences and constants do you see?

Bruno Sève: The difference among universities in Europe is remarkable. For 
instance, in Madrid, the architectural drawing is related to ideation: they are 
more abstract and conceptual drawings to develop the project.  It is the legacy of 
Javier Segui, who wanted to see a change in the perception of the architectural 
drawing, as only an academic or aesthetical product like in beaux arts, but as 
something which serves the creative process. Today, figures as Prof. Atxu Amann 
investigates architectural expression through a hyper-medial vision. It is different 
here in Barcelona, where free hand drawing serves the architectural project. It is  
an evolution of the technical drawing. I believe drawing is much more than this. 
Its strength lies in the process more than in its result. It is a process to observe, 
to analyse our urban and natural environment and to create after learning from 
these realities. It is a practice to think on the architectural project. Drawing serves 
the communication; with others and with one ‘s own self. It is the extension of „la 
tête pensante“.

IDA: In your text “Urban co-creation” you wrote about participation 
and tools for architectural participation. What is participation and 
how would you describe drawing as a participatory tool? How does 
sketching become a social practice when it is in its nature a personal 
process?

PROCESSES AND RESULTS



BS: First of all, it is important to first explain what participation and co-creation 
are. Co-creation means collective creation. It includes the vision of the local 
population, along with minorities and excluded groups of the society to transform 
our cities in a fairer, more inclusive and ecological way. In architecture, there are 
different kinds of genuine participation actions that can serve the co-creation: 
self-building, tactical urbanism, surveys, collective mapping,  murals.
Drawing in this context is a more than 17,000 years old way of communication. But 
recently its aesthetical purpose has been much more emphasised than its essence 
to communicate something that cannot be explained through words. 
Until recently, architectural competitions for public projects presented realistic 
renders where everything seems decided: the program, the concept of the 
architecture, the atmosphere, the materials, the vegetation. If you arrive with a 
very realistic render to the local community, you dictate in a way what this space 
should look like, there is no co-creation. Recently, there has been a tendency to 
change this modus operandi. We see a paradigm shift in European countries where 
urban projects become more complex. In this context, realistic renders are the 
very last step. It comes after speaking with the people and including them in the 
process. 
Giancarlo de Carlo defines the architectural project as a process to understand the 
needs of the people. Drawing is a fantastic practice and media to do so. It starts 
with an early minimalist sketch to debate with the people. It is an open process 
through which the project is constantly getting adapted. This is where drawing 
serves the process of participation.
Drawing itself, in onsite drawing, is personal. It is a cognitive and mindful way 
of understanding a space. But it can be included in other dynamics into a more 
participatory process: promenades in the neighbourhood, interactions with the 
local community... These create new discussions and debates.

IDA:  Giancarlo de Carlo affirms that participation arises through 
street demonstrations. Does drawing manifest in your opinion as a 
demonstration?

BS:  Drawing is certainly a demonstration.  It is a form of communication. Street art, 
graffities and murals related to gentrification, massive tourism, social exclusions 
also communicate or revendicate something. “Tourists go home!” „Tourism kills 
the neighbourhood“, „love Barcelona, hate racism!“,„FeministSelf defence!“... 
Drawing can also be a revendication, and a way of building community. Finally, the 
act of drawing in the urban space is a form of appropriation and demonstration: 
by drawing onsite, you claim that there is something important happening there.

Vitus Michel:  You spoke about murals and graffities in the street. 
In this regard, how would you define architectural drawing. What is 
your idea of architectural drawing in opposition or in differentiation 
to other artistic expressions?
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BS: For every step of the project, architectural drawing could be reinterpreted. Is 
it about concept, abstraction, or just observation?
The paintings of RCR are early watercolours that instigates emotions and 
atmospheres for the future project. It is art, and a process to collect all the emotions 
to start and develop the project. It is a way of self-expression.
When you are drawing on the street, you put your emotions into the form of a 
drawing. That is something completely different to taking a photo. It is a cognitive 
experience, where you dedicate hours to do something, to understand the space 
and the environment. It is the idea of a process and not a result.

IDA: You are also an artist working with different mediums. 
How would you define the relationship between the medium of 
representation and the content?

BS: It would be about the purpose you give to a drawing. When you start a drawing, 
you should know its purpose and why you are interested in it. 
Perhaps, you are going through the Pyrenees and suddenly you are part of a desert, 
and you want to register the surface and the layers of colours with watercolours. In 
the city, you want to express the static in the architecture through fine liner, or you 
want to capture the movement of the people, so it has to be quick.

IDA: How does the personal style contribute to this way of 
communication? How do you encourage your students to develop 
their own styles?

BS: Today everything is accessible and social media platforms like Instagram 
play a big role in the distribution of information and production in the artistic 
community. Working with references could help develop one ‘s own style. It is 
through copying because everything has been invented. But it can and should 
be reinterpreted. Through copying, you also understand drawing and you start 
adding to this. Little by little you begin developing your own style. What worked 
for me was traveling and drawing. I was fascinated by the feeling of drawing. One 
hour of drawing in Istanbul, in Paris, anywhere around the world, or just catching 
the moment with a quick sketch.... When you are travelling you are limited to what 
you carry with you. If you only have a fine liner and a sketchbook, it means you 
are doing lines and hatches. 

IDA: You wrote about Kevin Lynch and his theory on the image of the 
city being a personal one. Does the image of a city change through 
the process of drawing? 

BS: A drawing in Marià Aguiló, a historical street in Poble Nou, Barcelona.  The 
street is completely calm and silent, when you get there in the morning. It seems 
like there is no life. Suddenly there is a store opening and the atmosphere starts to 
change drastically. People from the floral shops put the plants on the street, slowly 
the smell of coffee fills the street, you hear the people walking and at noon the kids 



come out of school shouting and screaming. The street revives.
Taking a photo you would focus on the spatiality of a nice street, a momentary 
snapshot, but through the act of drawing you discover the urban detail in all of its 
intangible assets.  The image of the city changes completely when you draw.

IDA: You were talking about a paradigm shift in urban creation and 
in architecture. Do you see this change happening in architecture 
schools? How do you think it could reflect on the culture of teaching?

BS: We are in an age of constant and quick changes. But if you look at a university, 
the adaptation to the change is happening very slowly. We live in a dramatic 
moment, with a climate crisis, wars, a big gap between social classes…. These are 
well-known emergencies, and we have to act immediately and directly in order 
to see a faster change. We have to come up with new ways of thinking. We talked 
about Giancarlo de Carlo, Jane Jacobs, Lewis Mumford and many others who have 
worked to build a fair and inclusive city. Today we have practices like Lacol Roans 
Publiques and Muf who work for the same cause. 
We are obsessively speaking about functionalism and modern architecture, about 
the doctrines of le Corbusier and the importance of the modern legacy. It is 
interesting and necessary. But now we have to start to talk also about degrowth, 
sustainability, creating with the people. In architectural schools before all, we 
should be able to do more for the community and for the environment through 
direct actions. It is important to teach about Le Corbusier and Mies van der 
Rohe, but it is equally important to teach about Jane Jacobs, transversal visions, 
gender perspectives, and inclusion. The paradigm change starts within the vision 
of our own student. Who is an architect? What are their social and ecological 
responsibilities?

Bruno Sève is a PhD Architect, landscape architect, urban planner, and artist. 
Currently, he is an associate professor, and researcher at the Higher Technical 
School of Architecture of Barcelona in the Department of Architectural and Urban 
Representation. He works and researches on the application of drawing into 
practical aspects of architecture, especially into urbanism.
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Levin Arnold: You are a professor for architectural design at the 
University of Porto. The Faculty is known to offer a compulsory, 
intensive and challenging drawing class for all aspiring architects. 
Why do you consider it to be so important? 

Adalberto Dias: In the 19th century the school used to be a school of drawing 
following the tradition of Beaux Arts, Escola Superior de Belas Artes. After the 
Portuguese revolution and the restructuring of all faculties, the university was 
divided into two faculties: the faculty of architecture and the faculty of Beaux 
arts. The former school provided courses in painting, sculpture and architecture. 
Back then, these three courses were strongly connected. To be accepted at the 
university, one had to pass a drawing exam. Everybody was drawing, painting, and 
sculpting. Architects later married sculptors or painters and vice versa. 
In addition to the artistic connection, there was a personal one. In my father‘s 
time, who was also a Beaux arts architect, there was a principle that every finished 
project by an architect had to involve a work of art, a sculpture or at least a painting.
It was a symbiosis.  But the drawing courses provided were not strict or rigorous 
about composition. There was no technical perfection like in drawings of greats 
artists such as Rodin, Michelangelo or Leonardo da Vinci. The students were 
taught to draw in a free way: how they saw and what they saw. Later on professors 
like Fernando Távora or Álvaro Siza Vieira taught us to draw beyond the reality.

LA: How does this way of drawing differ from the previous one? 
Did the favored way of drawing develop to be more explanatory than 
descriptive? 

THE TRANSFORMATIVE PROCESS OF DRAWING 



AD: I call it drawing with the idea of transformation. A superposition of what is 
important on the site. If there is a rock, I draw a rock. Not the shadow or the shape 
of the rock. We begin to understand the site simultaneously to the project. We 
combine all important aspects. It’s an exploration in different ways, to imagine the 
project drawing, but in a free and transformative way. 

LA: How do these two types, the realistic approach of technical 
ability and the transformative drawing within the framework of an 
architectural project influence each other? 

AD: In his early works, the Spanish painter Pablo Picasso was a very precise 
artist. He painted like a photograph. After several years of practice, he started to 
draw beyond what he saw. In architecture, it is similar. You must learn to draw, 
understand the proportions, the shape and the shadow. You must learn to see and 
to think. It’s a process that transforms into architecture. 

LA: Would you say your own design process is a transformative 
process of drawing? 

AD: I continue to do as I am used to. Without defending an aesthetic consideration 
of architecture, following an idea or a pre-established language of form, program 
or material, or even a concept so in vogue nowadays. 
Everything starts with a streak, a habit I have never lost since the early years of 
university. The line that multiplies and mixes with others to meet the need, the 
sign and sense of transformation. Lines that support each other, change, eliminate 
and compose and order themselves; for a representation of form, content, and 
meaning; until the final trace, which it will never be.
I can start in a lot of ways, but what i‘m doing is not easy. You can easily lose 
the strong idea. To avoid it, you must draw badly, or simple. Drawing for us is 
to understand the site, and to gain awareness about its history. When you see a 
fragment of a wall, and you draw it, you start to think about it. Why is it here? 
What was it there for? What existed here? What was the reason to build the wall? 
Later on, you will remind yourself about it and see how it influenced the project. 

Vitus Michel: Is drawing therefore a possibility of remembering? 

AD: If we build in a city, we have a lot of shapes, a lot of layers, a lot of different 
cities on top of each other. A history of different cities. We must draw badly. We 
must be impressed by one, two or three most important things. And perhaps, one of 
them could serve as the main idea. Everybody imagines a project from a different 
point of view. When we begin to draw, we start to include elements. We include 
ideas about the program, the materials, the color and the shape into the drawing. 
Alvaro Siza Vieira for example designs very well, but he designs also very simple 
in the way, that he uses his pencil freely. Perhaps he is drawing unconsciously. But 
meanwhile, he thinks about the project. 
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I have an interpretation of the design process of the curved roof for the Portuguese 
pavilion in Lisbon. I believe that Siza wanted to draw a very big covered place, but 
his pencil designed badly, and he drew a curve instead of a line. I spoke with him 
about it, and he denied everything. So I don’t know if it’s true, but perhaps I am 
100% sure. 

LA:  Many interpretations saw the thin concrete canopy, draped 
effortlessly between two mighty porticoes, as a reference to 
the framed waterfront in it. In which way would you say the site 
influences the drawing? 

AD: The first visit of a site is always different from what one expects, even with 
previous images. The camera lens never corresponds to our ocular lens and the 
scale is always different, and even if it is a territory already known, the reading 
is different; it is necessarily loaded with a desire or a sign of transformation. We 
imagine a place or territory, that is always more favorable than what is shown; 
our lines paradoxically want the place to be adapted to the project and to facilitate 
it, whether by its surroundings or topography, by the discovery of predictable 
references, by its color or materials. Through the ambiguity of what we desire and 
what it actually is, and what we would like it to be, other lines are born: the idea. 

VM: Is sketching therefore a way of gaining knowledge or more 
likely a way to communicate an idea?

AD: It’s a way to know, to think and to transform. When I draw in the office, I give 
the sketch to my collaborators and they know what to do. 
 

VM: In another interview, Aldo Aymonino talked about the practice 
of Aldo Rossi. Aldo Rossi always gave very bad sketches to his 
collaborators. Sometimes they were not sure what the sketch meant 
so they just started from what they personally saw in it or what they 
thought it meant. There was this transformative process from what 
Aldo Rossi thought while sketching to what his coworkers thought 
what he could have meant. 

AD: Aldo Rossi had a small range of symbols in his architecture. He used mainly 
the same forms and combinations like a child. He was obsessed by the permanent 
shapes and forms of history. Everybody could understand what he wanted to 
communicate. I could imagine that his collaborators wanted to change some things 
from time to time. 



LA: But do drawings have an openness for you? A possibility for 
interpretation?

AD: I’m not sure. Let me be clear. There is no bad drawing. There is only an 
insignificant drawing. In drawing there are diffuse but open lines. There are 
no certainties, beyond some signs of shape, size and a possible programmatic 
response. We continue to draw purposefully to free our imagination and memory, 
to experiment what might correspond to the specificity of our desire. 

VM: Does it gain importance, if the drawing serves an idea beyond 
itself? 

AD: Let me say it is not a bad drawing, but an unfinished sketch. The unfinished 
sketch is a learning process itself. The moment you start to draw, you are initially 
following the process of the project and beyond. 

LA: Do you believe the transformative potential of drawing influenced 
your personal practice? Your approach of strictness, clarity and 
essence?

AD: Drawing is a filter about everything you know, you like, and you are impressed 
by. Besides the analysis of the space, there are as well all the other things in our 
mind that influence the architecture. We reflect on ourselves while drawing. We 
are always influenced.  It’s a mental construction. Drawing gives us the opportunity 
to use this tool in two directions. We can construct or be informed by mental 
deconstruction in our design process. It’s a way of different thinking.
Some years ago, the American architect Frank Gehry had an exhibition about the 
design process of the Guggenheim Museum in Bilbao. You could see a variation, 
combination and a differentiation of hundred and hundreds of model studies until 
one last piece. The process itself was a logical way of thinking. When he finished it, 
he began to deconstruct like a bomb. He thought about materiality and space like 
a sculptor. The moment he understood what he wanted to do as a project through 
the model studies, he started to go backwards. When you are not able to develop 
the project, any further, you have to destroy.  This moment of deconstruction 
coincides with the discourse of discovery. The line is no longer free but directed, 
and becomes more and more rigorous. It is supported by models, improvised or 
precise, with the materials and instruments available. It helps to create a principle, 
a direction and a path. Order comes later.

LA: While making this publication, we constantly asked ourselves, 
whether the act of drawing is redundant? 

AD: Nowadays, with the change of the instruments, we lose the support for the 
drawing. In maybe 20 years, we will have lost this option. But I don‘t think so. I 
can’t do a project without drawing. Rossi thought along the history of the city, Siza 
sketches and Frank Gehry uses model-making to build the concept of the project.
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Using the working tools gives us the sense of proportion, the detail, the verification 
of design decisions, the relationship between the part and the whole, the relationship 
between the site and the project, between the project and the space, between the 
space and the construction. It helps to create the necessary overlapping and 
coincidences, the discovery of the principle of evidence and synthesis. It helps to 
create architecture.

LA: How do you think the architecture will change, if we lose the act 
of freehand drawing in the architectural practice?

AD: It will be the same architecture that you see in the global world today. More 
fresh, more superficial. For this type of architecture, most important is the image. 
I would call it „Party Architecture“. It is quite interesting that the new Pritzker - 
Price winner, Francis Kéré, has developed an architecture against all the globalized 
world which goes back to its roots. You must go away from the temptation of the 
party architecture. You must look into the site and inside the city. Nowadays we 
face an urge of new spaces. Perhaps we need to communicate more with each 
other. We start to have new relationships. We must use the possibilities of new 
technologies in the best way. But it changes the spaces radically. Our cities are 
not prepared for this explosion of using the open space. You must be true with 
yourself. We have to find our own truths. We must lose the not essential and use 
only, what is essential in our profession and our lives.

Adalberto Dias graduated as an architect from Escola Superior de Belas Artes do 
Porto. Between 1971 and 1977 he worked in the office of Álvaro Siza Vieira with 
whom he continued to collaborate after, when he founded his own office in 1977. 
He has been a visiting professor in Lausanne, Venice, Bologna, Milano and Napels. 
He was awarded with the National Prize of Urban Regeneration in 2015 for the 
rehabilitation of the Capital of Culture in 2001, Porto. He is a professor at the 
Faculty of architecture at the University of Porto. 
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Selin Doğaner: You work as an exhibition architect and designer at 
the intersection of various disciplines. We are interested in what you 
write and teach from this multi-disciplinary perspective, especially 
about finding narratives in design and drawings. Could you introduce 
us briefly to how you work with this term?

Aslı Çiçek: When I work on an exhibition, I receive a story defined by the curator 
about the content of the exhibition. I place the architectural space within that story, 
with the idea of what has to be understood from the exhibition, and that I call, the 
narrative. If I design exhibition architecture, I would not be of any use if I just 
tell how to hang the paintings or to put the sculptures in the right spots. I try to 
support an exhibition with another layer. That is the key for me to start with the 
design. It is also about analogies. For the Fernand Léger Exhibition in Brussels 
in 2018 for example, Jurgen Persijn and I thought that the title of the exhibition 
„Beauty Is Everywhere“ was very inspiring for our design. It defined our use of 
the yellow acrylic plates because we imagined how Léger was moving in the world 
between two world wars: Almost as if he was holding a yellow foil or a filter, that 
you put in front of the camera, to see things warmer, nicer, he would try to look 
for beauty in between all these troubling moments.  In other designs, I try to find a 
story that I can tell. For exemple, I found it always fascinating that a cathedral was 
made to make people feel a certain „Macht.“ There is a sovereignty, a power that 
you must feel as soon as you enter the space. And to me, this is also a narrative 
of an invisible idea, of an idea of a God, that is controlling everything: and that 
is translated into the space. These things are very abstract, but in my practice, 
I use the story to give a direction to the design. Often, I take references from 
literary works where the narrative is the base of everything. In that regard the 

FINDING NARRATIVES



most inspiring literary genre for me is ‚Stream of Consciousness‘ where the story 
has a rhythm, it is an uninterrupted flow of thoughts and does not have a stop or 
an end. This is remarkably similar to space because the space does not have a 
front or a backside. There are all sides to it. There is just the flow of the idea and 
its perception. 

SD: Do you think it is possible to find an architect‘s narrative within 
themselves and in their work through their means of representations 
and projects in a comparable way?

AÇ: There are many distinct aspects of such an approach because there is also 
„style“ included, in architecture or any creative production, which is different 
than the narrative. I very much admire Koolhaas‘ approach to this. Delirious New 
York, an incredible book, has defined a lot in the early work of OMA, in the first 
ten, fifteen years. What you would read in that book about the athletic clubs, the 
architectural gems, or the history of New York is very much overlapping with the 
imagery of OMA‘s early production. The collages and the paintings by Madelon 
Vriesendorp and Zoe Zenghelis illustrating Delirious New York started to influence 
the practical work, which came out of the Office of Metropolitan Architecture. 
But architects are also confronted with different programs. Therefore, to talk 
about the architects‘ narrative is for me one step too far, but there might be some 
overlaps between approach, interest, and style. This means that there is not always 
a coherent narrative; it has many other aspects to be considered. Each project 
might have a narrative if it also sums up to an anthology of the architect‘s work. 
Hans Hollein for instance had many interests, which he studied in different works 
through different decades. And maybe we can claim that they came eventually 
together in Abteiberg Museum. The walks through the city, the museums, the 
building, how you sit there, fixed furniture to watch artworks, materiality, the 
exuberance... With some architects we see all the interests, all the interesting 
narratives coming together in one building.

SD: You mentioned OMA‘s drawings and the influences these have 
on their practice. What has driven you to look at other artists‘ and 
architects‘ drawings closely in the first place? How is understanding 
the drawings valuable to perceive one‘s architecture better? 

AÇ: When I prepared with my co-editors the OASE 105 - Practices Of Drawing, 
my interest lay in analysing and seeing, or getting into the mind of an architect 
through drawing. I see this more as a dialogue with one‘s self. I think drawings 
give a glimpse into the methods or the thinking process of architects. To give an 
example: the thinking process becomes visible through the many lines in a sketch, 
and you can read the mind of the architect, including the doubt.
But eventually drawing involves a decision too; you have to define where you 
stand, where you look at something, you cannot turn it around like an architectural 
model. Drawing is not three-dimensional but tries to capture three-dimensionality. 
As an architect or as the person who is drawing, you make decisions already, you 
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give a certain view. That is when drawing for me, becomes a tool.

SD: In „Economy of Drawing“, together with Richard Hall, you talk 
about a shift from hyper-realistic representations of architecture 
to collages as representation methods. What gave rise to this shift, 
according to you? 

AÇ: The hyper-realistic renderings of the eighties, made with computer-aided 
design, were highly celebrated until the last ten, and fifteen years, and are used 
increasingly by property developers in commercial architecture. But it evoked 
a certain dissatisfaction among architects, who did not see the possibility of 
imagination through these images. You were asked and expected to show realities 
before the appearance of architecture. The collage came back as a counterreaction 
to these hyper-realistic renderings. But it did not return in the analog form, like 
the collages of Superstudio, Archi-zoom, or the photographic collages of Mies van 
der Rohe. It has become something you could produce in a short amount of time 
with the help of computer programs. This resulted in quick imagery, which we now 
see everywhere. The popularisation of image culture has also to do with the fast 
and easy distribution of images through social media platforms. And that causes a 
superficial reading of the imagery. When you see an image, you do not necessarily 
save it in your memory. But these shifts in representation techniques come in 
waves. It is not one singular move; one causes the other. The same dynamics 
can be observed also in fine arts: from the end of the sixties, there was a period 
in which installations and performances were much more dominant in artistic 
production. But about fifteen years ago, classical painting came back. This search 
for another language poses, very often a shift in the medium and the tools. We had 
it recently in architecture and I think that we will have it again.

 
Irem Doğa Akgül: It seems that in the last decade an interconnected 
web of practices emerged in Europe, which produces very similar 
architectural representations, following a specific style of imagery 
and visual appeal. Would you consider this a part of this movement?

AÇ: In the early 2000s practices like MVRDV, and UN Studio, were producing 
a different type of collage. There were layers of stacking, exaggerated colours 
and everything was very loud. The next generation then tried other methods 
to make different images to attract attention. Reacting to the Super Dutch, the 
images became much quieter. Here in Belgium, we have many practices which 
embrace calmer attitudes in representations, sometimes in a quite Baroque way; 
they keep on dancing between modernism and classicism, like in the works 
of Bovenbouw architects. Perhaps we can say that from the beginning of the 
Millennium, the same generation operating, especially in the UK and Belgium, 
but also in Central Europe, reintroduced a certain „new objectivity“ with their 
representations. The enormous historical knowledge all these architects have, had 
to be poured into a new contemporary language. The creation of the web you 
mentioned also has to do with moments of encounters, either in the same country, 



in the same region, or in the same schools to see and learn from each other, and 
to start a new wave of architecture. Maybe it was concerned less with urbanism 
and infrastructural projects than Super Dutch was. The most known projects of 
these offices representing the „new objectivity“ are buildings which manifest 
themselves almost as objects. Although these practices occasionally also work in 
urbanism projects (and they can do it very well) it is not what they are associated 
with. There is a ‚stepping back‘ to a more modest scale of architecture to create 
new spaces. The people in the interconnected web introduced a new, or a different 
type of architecture. There are right now descendants of that generation who are 
looking for a new language. In that sense, there is a generational aspect to it. 

Vitus Michel: How do you see the link between the representations 
and the physical work of these studios? Which came first? Did they 
use these representation methods as a design tool, or did they try to 
represent an already imagined architecture?

AÇ: At a certain moment, when an office gains international success, the imagery 
they make might dominate at first the perception. But the initial interest of these 
offices was trying to represent the architecture they wanted to build. And at the 
beginning, you do not build a lot. It is about convincing others of yourself, and 
of what you would like to build and to it in the most coherent, authentic way 
while staying honest to the architecture you imagine. I think that is how all these 
images you refer to were created. And then within time, these offices could build 
more and could prove, that what they could build is the architecture they promise 
through the images. It is again, something that the client or the commissioner 
might want to see, but in all these projects, there is programmatic and technical 
thinking involved. The early projects such as the master plan proposal for a 
new administrative capital for South Korea or both „Border crossing“ projects in 
Mexico or Ceuta by Office Kersten Geers David van Severen were about creating a 
certain atmosphere and space. They always defined a frame, borders within which 
things could happen. There is an enormous attention to the architectural elements, 
they put a lot of energy into creating or defining these borders very sharply, and 
then they let it loose; so that life could enter. I consider this important in the 
understanding of these offices: though not dogmatic in approach, but the proposals 
in terms of architecture were thoroughly conceived and represented accordingly. 
We cannot say that they made the project and afterward the representation of it 
to communicate, or to sell it. It might be that today the imagery goes before or 
precedes everything else, and sometimes becomes a marketing tool, but the core 
is about trying to make the architecture understood.

IDA: In „Wasting Time with Drawings“, the conversation you had 
with Helen Thomas and Bart Decroos, you mention the manufacture 
of drawings and the over-consumption of imagery through social 
media. In this context, you introduce the term „self-producing.“ 
Regarding this, how does using similar means of representation and 
over-imagery influence the architecture scene?



101

AÇ: For OASE 105 I wrote a short piece about Livio Vacchini‘s architecture and 
drawings, looking at the rationality of structure which could be reached by equal 
elements. These drawings are very aesthetic and very appealing, but the interest of 
Vacchini lay not necessarily in aesthetics. These drawings had to be made that way 
to communicate how the building had to be built. This attitude is a very healthy 
way of producing images. But if representation methods serve only reaching a 
style that has to be connected to the practice, it becomes difficult or problematic. 
Nowadays there are very often illustrators, who are hired to make images for an 
office. Also earlier, there have been painters and photographers contributing to 
collages of practices‘ works. For Delirious New York, for example, Rem Koolhaas 
did not paint the famous paintings in the book. They were made by the artists 
Madelon Vriesendorp and Zoe Zenghelis, yet in that case, the images are clearly 
considered as part of both artists‘ oeuvre, and it was a collaboration between the 
architects and the artists. But for me, the notion of ‚outsourcing‘ part of your 
profession is very peculiar. All representation is inherent to the architectural 
practice, it has always been. To commission illustrators or architects specialised 
in illustration, is a strange movement. Today, in some of the over-production, we 
see a self-fulfilling prophecy of how we want to look like to fit into certain trends. 
Sometimes one cannot associate the drawing with the office it comes from. When 
modernism went into internationalist style, which Phillip Johnson advocated, you 
would find a modernist internationalist style building from the fifties and sixties 
everywhere around the world, but you would not know who built it. I do not want 
to narrow this imagery problem or the issues of trends to our period. But today, 
the communication and the circulation of images occur very fast and therefore 
they get quickly consumed but not really processed. You make your own image, 
and you do not have to build anything, but it is very easy to release it to the world. 
It does not have to be questioned if the promised architecture is good or not. It is 
rather a marketing tool. It is not a design tool. When the drawing becomes that, 
then I think it misses its target.

Aslı Çiçek is an architect with a practice based in Brussels. She is an associate 
professor at Hasselt University and a guest professor at Ghent University. She 
regularly contributes to publications on architecture and art, was the co-editor 
of the 11th Flemish Architectural Review and is member of the editorial board of 
OASE architecture journal.
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Friedrich Mönninger: Yon have been in practice and academy for a 
long time. Whilst you developed your own style in architecture and 
in drawing, has anyone influenced you on the process? You worked 
for example for Aldo Rossi and Carlo Aymonino for a while, did these 
figures play a part?

Aldo Aymonino: The sketches and the technical drawings that I did for my studies 
and in the first 15 years of my professional career were handmade. It was the 
same manner to draw as you would in the 16th century. We changed the drawing 
technique completely in the last 30 years. We are in a time of transition, going 
from one point to the other, we are exactly in the middle, and we do not know what 
can happen in the next 20 years. 

Before I was in Aldo Rossi’s Office, I worked for my father Carlo Aymonino. He 
used very exact geometric measures whether it would be a technical drawing or a 
masterplan. Aldo Rossi did only free hand sketches and let others develop it in plans 
or in sections, and controlled what his collaborators did afterwords, It is a different 
approach to responsability and development of the project. The intermediate 
process between the first sketch and the plans depends on the person who draws 
them. That can be daring and very scary. There are a lot of intermediate steps 
between the freehand sketches and the constructional drawings. That has changed 
drastically over the course of the last 30 years, the constructional drawings of then 
and now are very different. The first project I did, a public space inside a square in 
a pre-existing neighborhood, was built with 135 drawings. The building Aldo Rossi 
designed in Gallaratese Complex was built with 25 drawings, or even less. There is 
a disproportion of what was done before the digital age and today.

DRAWING IN THE EXPRESSION OF THEORY 



Irem Doga Akgül: In that sense, how do digitalisation and computered 
drawings function in architectural production? Do digital drawings 
gives the architect the freedom that comes with the intuitive 
sketches?

AA: I am not against the digital age, but I love to have a critical approach towards 
it. Some of the shapes in architecture today could only be developed in strong 
depths with the digital aids. If you go to the Olympic stadium done by Kenzo 
Tange in Tokyo in 1964, or you look at Hans Scharoun’s Philharmonie in Berlin, 
you cannot understand how they have made these projects without 3D models. 
Instead, they worked with physical models. The freehand sketches catch the idea, 
as a starting point, as a trigger. I do not think that you can start a project with a 
digital drawing. Nothing can be imagined without plans, sections, perspectives, 
and freehand sketches.

FM: Nowadays, a lot of architects seem to have subordinated the 
drawings. They simplify difficult questions into diagrams rather 
than into atmospheric and observational drawings. Has the diagram 
overcome the freehand drawing as an atmospheric mediator? 

AA: The diagram is one of the best medias to communicate ideas. I am talking 
about architectonic diagrams, not theoretical diagrams. They remind me of 
Bernard Tschumi’s Cultural Centre in Tourcoing. It appears as a quick sketch that 
mediates the idea of the project better than 15 pages of writing. In Italy, we have 
some fantastic drawers like Franco Purini, Francesco Cellini, people who really 
express their ideas through drawings instead of writings, manifests, or hearings. 
It gives us the capability to express ourselves by hand. When somebody cannot 
express themselves, they use their body. It is all involved in the expression of the 
ideas.

Vitus Michel: Would you consider Archizoom’s No-Stop City as a 
diagram, or is it a drawing for you?

AA:  It is a drawing, but it was very helpful for understanding that theory. They used 
a different medium of drawing, which included the two mirrors that multiplied to 
infinity, the idea of space gives you the image of a drawing, of a different medium. 
All the radicals, the Super Studio, Continuous Moment or Archizoom’s No-Stop 
City, they imitate the perforated sheets of the computer. Super Studio treats 
drawing as an enigmatic object, like a computer drawing. When I asked Cristiano 
Toraldo di Francia how he draws, he replied “We were very poor artisans.” But 
their representation was very physical because these are collages made of different 
parts. It is exactly the opposite of what they want to express.
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FM: You studied at a time when it was more common, to mediate 
ideas through writing. What was the role of writing in your studies? 
Was the drawing still the mediator rather than the written word? 

AA:  I always think of how Lúcio Costa won the competition for Brasília with 24 
A4 sheets where he drew and wrote about his ideas on the new capital. Theory 
was and still is a very strong weapon because it reveals immediately to everybody 
your intention and your ideas. The theory that I know better from my studies was 
La Tendenza, which tries to substitute the materiality of architecture with ideas. 
And that is a bit too ideological, because the architecture is a very tactile practice. 
It is wonderful to touch architecture. It is like touching somebody that you love. To 
substitue practice through ideas does not work. 
In complete oposition was the urgency of the 20s and the 30s to give a decent 
house to everybody. It means that you must resolve only practical problems or 
practical needs. But I think that good architecture is a balance between the two. 
Manifestos and utopias are really necessary to architecture because it maintains 
your imagination. The everyday world needs something which is less ideological 
and more focused on the community and the need for a better environment, also, 
in terms of beauty, happiness and joy. 

VM: Do you think Aldo Rossi giving only hand sketches was solely 
about the idea and not about the tactile? Was the practicality lost in 
the mediation while his ideas were all about the idea, which could 
have been captured only in quick sketches?

AA: No, Aldo Rossi was interested in the idea and in a result which resembled the 
starting idea. That obliges you to be very ideological and focused on the way to 
build, which tends more towards the idea instead of the technicality of construction.
The building Aldo Rossi designed in the Gallaratese Complex has one true, one 
false repetitive pillars that carry the building‘s weight. I always considered that as 
“almost“ decoration. In the same way, the main elevations of the Looshaus in the 
St. Michael Square in Vienna contain a lie. The weight of the building is sustained 
only by the iron bar that runs above the columns. The columns were put there at 
the end of the construction, and we cannot say that it is not a beautiful example 
of architecture and composition. The idea obliges to build something false. It is 
against construction but it underlines your intention.

FM: You talked about the changes in the last thirty years in drawing. 
Has it affected your generation‘s working manner in a noticeable 
way?



AA: There are things that make the steps of production longer or shorter. I met 
Enric Miralles in 1988 and we were close friends until his death in 2000. When I 
visited Miralles and Carmen Pinos while they were working on the construction of 
the Igualada Cemeteries, he was standing in front of a huge collage of photocopies. 
He told me that before the invention of the photocopy machine, that enlarges the 
drawing, that type of architecture was impossible to do. Because when you draw 
such big plans, you put your wrist on the drawing, and you lean on your arm, so 
you are not able to control everything about the drawing anymore. If you only use 
your wrist, you do not lose any control. So he did the drawing as big as he could 
control it, and then he enlarged it with the copy machine.

FM: Do you know any architect that rejects drawing? 

AA: Well, I know very few sketches of Kenzo Tange. If you build as much as Kenzo 
Tange did, sketches fall in the background. On the other hand, we know a lot of 
buildings done by Oscar Niemeyer, yet we are invaded by drawings of him. It is 
hard to separate the drawings of Le Corbusier from his buildings. The interior 
drawings of Jörn Utzon made for the Sydney Opera House are tomographic 
sections. They are like lithography. It is very interesting how a drawing that is 
closely related to the geometry and mathematics results in a piece of art. 

Levin Arnold: You mean Kenzo Tange lets the work speak for itself. 
How do you think the imagery produced by the architect influences 
the way the architecture is perceived?

AA: Some of the architecture that I have in my personal archive, I have never 
visited. So I learn to love them through pictures and drawings. But when I visit 
them, I always discover something that I did not know. 30 years ago I wrote a short 
book about Luis Kahn and the Yale Centre of British Art and by then, I had not 
seen anything by him. So, I did a critic based on what I studied and interpreted. I 
wrote two pages about the fact that the last floor of the Yale Centre of British Art is 
painted in white. It is white stucco, and everything else is in white oak and when I 
finally saw building, I discovered that what I defined as white stucco was a heavy 
sewed white cotton. 

FM: Something we learn a lot in our studies is drawing existing 
buildings to understand them. When you are studying a building and 
you are standing in front of it, do you also draw it by yourself? Do 
you see sketching as a useful tool of learning?
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AA: Rarely. When I was a young student, we considered the freehand sketching 
a lie, as a pure reproduction and we fought against the teachers to abolish this 
horrible and fascist practice to have something more critical and intellectual. This 
resulted in Italian students who cannot draw and it is a disaster. Le Corbusier, said 
that the camera killed the drawing. I dont think it is true. Sketching is still very 
useful.  In IUAV for example, the drawing courses teach you how to draw your 
portrait in anamorphosis, but you do not learn how to draw a stair. I think you need 
a good balance, to experiment with the practice. 

FM: In one of your lectures you said that you do not want to see 
good intentions, but drawings. Because the students overloaded their 
drawings, in a way, with words. What do you mean by that?

AA: There was an age in which words were more important than lines. When 
you use theory, you have to express it through drawing. That is a crucial point in 
architecture because, with words you can overpass some obstacles. When you see 
architecture, you do not necessarily have the architect speaking in your ear. You 
first look at the building and if you like it you read what the architect has written 
about it. Some great architects have written very few about their architecture. 
James Stirling, Ignazio Gardella, Kenzo Tange, Alvar Aalto…It is their work that 
speaks for them. 

Aldo Aymonino graduated in Architectural Design in Rome in 1980. Currently he is 
full professor and chair holder for architectural and urban design at the Università 
Iuav di Venezia and a design consultant for the realization of a moving barrier 
system for the protection of the Venice lagoon (Project MOSE).
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Selin Doğaner:  Since 2020 you contribute to „Drawing Matter“as 
a writer and you have been working on various topics from Tony 
Fretton‘s drawings to Hans van der Heijden‘s diagrams. Could you 
tell us what „Drawing Matter“ is? 

Richard Hall: It is an archive in the middle of the countryside in Somerset, 
Southwest England. It is run by Niall Hobhouse, an art collector who later started 
to collect drawings of architects. They have some amazing things: Le Corbusier, 
Mies van der Rohe, Florian Beigel, OMA and so on. One can visit the archive, 
but the main public resource is online. It is divided into two websites; one mostly 
dedicated to publishing texts about drawings and one where you can access all of 
the drawings in the archive in digital format. 

SD: You studied and taught architecture in different schools. Now 
you are in practice, and you write about drawings. How is it different 
to see a drawing from the perspective of a student that is drawing it 
and from the perspective of someone that analyses it? 

RH: Analysing drawings is different to making them. But so is making drawings 
in an academy compared to in practice. The drawings in university are made in a 
didactic context serving a special role, but with a hermetic audience. In practice, 
they have more audiences. One still makes drawings for oneself, for the process 
of design, but also for discussion with people who might have different agendas.
But every drawing contains ideas. If you are looking at a built project, it will contain 
ideas, but they will typically be implicit. Whereas the drawings want to convey an 
idea. They become more explicit, more legible. I do not think that changes very 

THE ECONOMY OF DRAWING



much, whether you are a student, or you are writing while you are working. If you 
are thinking like an architect, you are looking at architectural drawings and you 
are extracting ideas from them. 

SD: What is the difference between architectural drawings and other 
types of drawings for you? Where does the difference lie in analysing 
different types of drawings?

RH: I have to be honest; I only really analyse architectural drawings. In architecture 
drawing is a device. The range of different kinds of drawings and projections we 
make and communicate through is huge. You make choices about how to draw, 
what to draw, what scale, what medium, how much content, how little content… I 
think that Is really fascinating. When you are practicing, drawings are often not the 
main product, they are the means on the way to getting a project built. Obviously, 
when you are a student, they are all that you have: drawings and models. So, the 
capacity to utilise this range is even more important.

SD:  What led you to start writing about drawings? 

RH: Writing about architectural drawings is a strange thing. You do not even 
write about architecture; you write about drawings about architecture. That is 
already two steps removed from the end result. Initially, the reason why I wanted 
to look at Tony Fretton’s drawings was because you could always identify the 
intentions behind what is built. His drawings are an emblem of what is essential 
to his architecture, they tend to be confidently simple rather than about trying to 
hide behind complexity. I have this kind of obsession with the idea of economy in 
drawing. I am sceptical about over-complication as a kind of smokescreen. I am 
always very attracted to very limited drawings that seem to capture an idea in 
a precise way. The project that I‘m just starting now is about OMA in the 1980s. 
Drawings are an interesting kind of vehicle for this because, if you ever look at that 
work, the precision of matching a drawing type to an idea is totally remarkable. 
Their ability to pick exactly the right way of saying what they want to say is 
outstanding. Also, there is no clear authorship which is connected to why the 
drawings are able to be so specific. It was about a group of people trying to find 
the best ideas and to match the best representations to them. This interest has 
partly to do with an attitude towards practice, that accepts that it is a quite messy, 
heterogeneous process, where lots of people are contributing, but where there is 
the possibility of nevertheless extracting conceptual clarity.

SD: You mentioned, the economy of drawing. Could you elaborate 
on it?

RH: I have been working on the idea of economy, not just in terms of economy of 
drawing, but also economy of architecture for a few years. It has to do with choice 
management. It is about deciding what it is you want to do and using the right 
method for it. An office that I really like; Office Kersten Geers David van Severen, 
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have a Photoshop collage technique that they have been doing since they started. I 
would argue that their architecture is a direct result of this technique – and vice-
versa. When you look at the early versions of those projects, you see that these 
collages are incredibly essential. They are typically very limited in their content, 
and they convey an idea in a straightforward way. Consequently, that is realised in 
their buildings. These collages inform subsequent design choices.

SD: How does the idea of an economical drawing reflect on your 
relationship with the students? What do you expect them to convey 
with their drawings? 

RH: In this context an example of economy would be, not drawing something 
which could be captured in photographs, but editing down and trying to find out 
precisely what you are looking at. When you are using just one pen, like 0.5mm 
black pen, you can only use lines and hatches. Compositional relationships will 
be obtained in a particular way as you are looking for shapes and figures, and not 
necessarily at shadow or depth. But when you use just charcoal, the opposite might 
be true. It is really important to emphasise that such drawings are not the only 
method that we use when teaching. It is dependent on having other tools at one’s 
disposal. When you try to compose a space in a drawing, you are using a particular 
set of compositional devices. The way you draw light and shadow compared to 
what you would achieve in a model with a lamp is inimitable.

Vitus Michel:  Could we say that the difference between models and 
images is that models are more precise in what they want to convey, 
while drawings are open to interpretation?

RH: I’m not sure if one is more-or-less precise than the other, but they are both 
potentially more precise than the final building. It is possible to argue that in an 
architectural drawing, or in a representation of a space, one tends to reduce the 
ambiguities to communicate precisely. Buildings, in a positive sense, tend to be 
more ambiguous, more open to interpretation. This happens in the design process 
too of course. We work together and have different ideas and interpretations. 
Having an ambiguity is quite valuable. One of the brilliant things about drawing 
is that they allow various precise interpretations to be identified within that 
ambiguity.

SD: Regarding mediums and how to convey ideas in an economical 
way what would you say is a bad medium to do so?

RH: It has to do with trying to align the medium with the intention. Really, it is 
about, not overworking things, not trying to add complexity for its own sake, to 
understand when to stop. It is relatable to music, that has been over produced, 
and it all feels too glossy, and its energy is dissipated. In almost all human activity 
there is a certain point in which there is a rawness or immediacy, where things are 
at their most exciting and most vital. Perversely to find that point, you sometimes 



have to do the same thing several times, to teach yourself to stop at the right point. 
You quite often find out that you have to go backwards. It is very exciting when 
you get the sense that the thing that you actually end up with lands in this place 
and that is totally subjective.

Levin Arnold: We are talking about the wrongness or even the 
spontaneity of a drawing, how is this different for drawing compared 
to any other medium? 

RH: I can’t really comment on rightness or wrongness, but what tends to give the 
most unpredictable results are collages and models. When you draw, you tend to 
have a picture in your mind about where you are going to start and where you are 
hoping to end. When you have pieces of paper or material and you are putting 
them together, you get relationships that you might have never anticipated. You 
suddenly realise it is even more exciting than you imagined, or it is kind of terrible. 
In the end, we should use everything at our disposal for what it is useful for and 
not be too strict about it. 

Richard Hall is a senior associate at East in London, where he has practiced since 
2008. His work encompasses a breadth of design projects and research activities 
concerned with architecture and urban space. He has taught at London Metropolitan 
University, lectured and led workshops at the Umeå School of Architecture in 
Sweden and Escola da Cidade in São Paulo, and is an external assessor at the 
Welsh School of Architecture in Cardiff. He has had articles published in various 
international journals and currently holds an editorial position at Drawing Matter. 
He was educated at the Leicester School of Architecture, London Metropolitan 
University and the AA, and previously worked at OMA in Rotterdam.
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groups who have started such an exceptional project and continued for 
seven years. We want to show our appreciation, particularly to all the 
fellow students taking part in this publication with genuine enthusiasm 
and sharing their impressions from abroad. Completing this book would 
have not been possible without the contribution and insight of the 
teachers from our partner universities. The talks and discussions we held 
influenced the depth the book has reached. Our thanks belong to Sylvia 
Lerch for providing us with informations and ideas, always being available 
to answer our manifold questions and for enabling a great collaboration. 
We want to express deeply our gratitude to Professor Uta Graff and Dr. 
Peter Schmid for beneficial conversations about the book and especially 
for their insights into drawing. Our greatest recognition is due to our 
sponsors for providing financial, material, and professional support to 
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