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MODEL MAKING

By Philip Groeneveld & Dario Sposini

When  referring  to  an  architectural  model,  it  is  common  to  consider  

them  as  a  three  dimensional  representation  of  the  actual  design.  

However  models  can  be  useful  tools  to  investigate,  analyse  and  

research  a  building  or  a  design  process.  Within  the  process  of  the  

analysis  and  investigation  of  their  respective  buildings,  a  common  

assignment  carried  out  by  studio  was  the  recreation  of  a  picture  of  

the  interior  through  a  model.  The  quest  of  this  assignment  was  to  

understand  in-depth  the  various  aspects  that  make  up  the  interior  

as  captured  in  the  picture. The  first  stage  was  the  selection  of  the  

interior  view  of  the  building  to  reproduce.  The  final  goal  was  not  

the  model  itself  but  a  picture  of  it  that  will  be  comparable  to  the  

original  image    of  the  building’s  interior.  Therefore  relevant  attention  

was  devoted  to  the  process  of  selection  of  the  picture  as  it  should  

be  able  to  express  the  peculiar  characteristic  of  that  interior.  A  wide  

angled  picture  will  definitely  provide  a  vast  amount  of  information  

about  the  space  but  will  be  lacking  in  specificity  towards  aspects  that  

add  character  to  the  space.  On  the  other  hand  a  zoomed  view,  will  

focus  too  much  attention  to  specific  elements  that  the  larger  picture  

is  missed.  Therefore  a  proper  framing  will  be  the  one  that  focuses  on  

the  key  characteristics  of  the  building  where  distractions  are  reduced  

to  the  essential. 

However  a  question  can  be  raised  about  the  necessity  of  reproducing  

a  picture  of  a  building  by  the  means  of  a  model.    This  question  has  

been  argued  during  the  tutorials  and  the  answer  has  been  found,  

mostly,  only  during  the  realization  of  the  model  itself  or  after  its  

conclusion.  The  creation  of  a  model  has  some  relevant  implications  

that  has  been,  somehow,  discovered  during  the  process  itself. 

First  of  all,  in  order  to  reproduce  a  photo  it  is  fundamental  to  have  

a  proper  knowledge  of  the  geometry  of  the  building.  Therefore,  since  

the  early  stages,  we  began  to  generate  a  series  of  questions  upon  the  
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building  and  its  materialization.    Question  that  can  hardly  be  answered  

only  by  looking  at  the  selected  picture.  Therefore  the  photograph  

become  only  a  reference  and  different  sources  of  information  were  

researched,  such  as:  extensive  descriptions,  reproduction  of  original  

drawings  and  experience  of  the  real  space.  By  doing  so,  we  started  

to  enrich  the  picture  with  meanings  and  information,  combining  what  

was  seen  in  the  picture  with  the  knowledge  gathered  from  different  

sources.    It  is  through  this  process  of  observation,  analysis  and  

synthesis  that  we  began  to  develop  an  extensive  understanding  of  the  

building  as  whole. In  effect,  the  analysis  of  the  picture  with  the  motive  

of  recreating  the  same  through  a  model  served  as  a  gateway  to  the  

study  of  the  building  at  hand. 

The  research  and  analysis  of  the  actual  building  in  its  manifestations  

of  material,  detail,  proportion  provided  sufficient  information  for  the  

faithful  reproduction  of  the  original  image.

The  process  of  the  photo‘s  recreation

In  order  to  create  a  clear  idea  about  how  an  images  can  be  

reproduced  by  the  means  of  a  model,  it  is  important  to  introduce  

the  differed  layers  or  elements  that  compose  the  photograph.    Some  

of  the  layers  that  have  been  recognized  within  the  photos  and  

then  investigated  in  the  models  are:  proportion,  material,  detail  and  

light.  By  isolating  these  layers  from  the  others,  we  could  identify  a  

general  approach  on  how  the  models  have  been  built  and  describe  a  

framework  in  order  to  compare  those  models.

Firstly  by  analyzing  the  images  it  is  possible  to  recognize  the  picture  

as  a  composition    of  elements.  These  elements  can  vary  greatly  from  

furniture,  walls,  floors,  columns  structural  elements.    They  differ  from  

each  other  in  scale,  size  and  role  within  the  composition.  They  will  

form  the  fundamental  of  the  images  that  we  are  going  to  reproduce  
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affecting  the  final  composition  picture.  The  reproduction  of  an  images  

through  models,  requires  us  to  possess  a  clear  understanding  of  the  

space  and  the  spatial  relationship  between  those  elements  and  how  

they  appear  within  the  composition.    A  proper  understanding  about  

how  sizes  and  dimensions  define  the  real  space,  will  enables  us  to  

create  a  correct  understanding  of  the  composition  of  the  image.  The  

example  of  the  building  realized  by  Auguste  Perret  (Edifício  25  bis  

Rue  Franklin,  Paris,  1903)    is  an  interesting  example  on  how  this  

analysis  of  elements  occur  in  the  model.  The  photo  of  the  apartment  

is  filled  with  different  typology  of  furniture.  In  order  to  create  a  

proper  reproduction  of  this  interior  it  was  relevant  to  faithful  create  

those  objects.  The  student  accomplished  this  by  creating  parts  of  

the  furniture  using  the  3D  printer  which  provides  a  precise  scaled  

rendering  of  the  original  objects,  which  then  has  been  carefully  put  

in  the  right  place.

The  second  layer  we  identify  is  the  one  referring  to  the  materialization.  

This  layer  concerns  everything  that  is  related  to  the  surface  of  the  

space,  from  color  to  texture.  In  reproducing  the  surfaces  as  seen  in  

the  actual  building  into  a  scaled  model,  it  was  not  the  materials  itself  

that  were  reproduced  but  the  materiality  that  the  original  materials  

effected.  While  in  some  cases  the  material  quality  was  reproduced  by  

emulating  the  production  of  the  actual  material,  in  yet  other  cases  

the  materiality  was  recreated  through  completely  different  media.  For  

example,  in  the  reproduction  of  the  images  of  the  Canova  Museum  

designed  by  Carlo  Scarpa,  the  student  tried  to  recreate  the  reflective  

materiality  of  the  marble  flooring  by  pouring  ceramic  within  a  glossy  

mold.  He  tested  different  mixture  of  powder  in  order  to  achieve  the  

proper  reflection  of  the  floor`s  marble.  On  the  other  hand  for  the  

realization  of  the  model  of  Villa  Moller  by  Adolf  Loos,  the  textures  

that  bound  the  surfaces  of  the  interior  were  recreated  through  prints  

of  the  textures  on  various  types  of  paper  which  in  their  final  effect  
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reflect  the  materiality  of  the  actual  materials.

Details  as  well,  were  fundamental  for  the  accurate  realization  of  the  

image.  This  could  be  accomplished,  for  example,  by  carefully  connecting  

the  different  materials,  by  placing  attention  to  small  details  such  

as  the  size  and  proportion  of  the  window  frame,  the  use  of  non-

architectonic  elements  that  make  up  the  composition  and  so  ¬¬looking  

at.  In  the  example  of  The  Daily  Express  Building  designed  by  Owen  

Williams,  the  central  composition  of  the  picture  was  occupied  by  a  

large  printing  press.  In  the  reproduction    of    the  image,  in  order  to  

create  an  proper  understanding  of  the  measurement  of  the  space,  

it  was  important  that  this  machine  was  reproduced  with  the  right  

level  of  detail.  This  printing  machine  gave  the  space  a  higher  level  of  

perceptive  reality.  The  last  layer  that  we  distinguished  in  reproducing  

the  picture  was  the  one  referring  to  the  light  quality  as  captured  in  

the  photograph.  This  layer  has  something  less  to  do  with  the  object  

that  has  been  explored,  but  more  with  bringing  together  of  all  the  

previous  layers  in  combination  with  light.  Finding  the  right  balance  

between  texture,  detail  and  shape  of  the  objects  that  occur  in  the  

picture  was  central  to  refi  ne  the  composition  of  the  image.  However  

by  achieving  the  right  balance  between  those  layers  and  light  will  

results  in  faithful  reproduction  of  the  original  photo.  

The  reproduction  of  the  image  is  not  the  reality  itself,  but  it  is  a  

picture  that  has  been  burden  with  much  more  meaning  and  knowledge  

by accomplishing  the  realization  of  the  three-dimensional  model.  It  

helps  us  to  understand  the  spatial  quality  of  that  specific  observed    

interiors,  yet  provide  information  of  the  entire  architecture.  The  

analysis  accomplished  wasn’t  an  abstract  exploration  of  an  architecture  

but  a  tangible  experience  of  the  space.  The  assignment  developed  

within  the  domain  of  the  actual  conditions  such  as  light,  materiality,  

vantage  points  etc.  that  define  an  architectural  experience.
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From  the  beginning  of  the  Masterly  Apprentice  II  studio  we  are  

confronted  with  time  in  architecture.  All  our  learning  objects  are  

objects  from  the  past.  The  appreciation  of  the  building  that  each  

student  picked,  can  never  be  valued  on  their  own.  In  order  to  do  so  

we  need  to  place  the  building  in  a  complex  framework  of  references  

and  relations  created  throughout  time.  Thus,  we  need  to  concern  

ourselves  with  the  specific  time  span  that  the  building  was  built  in.  The  

building  and  its  architect  were,  like  we  are  now,  inspired  by  cultural  

happenings,  technological  breakthroughs  and  prevailing  societal  spirit  of  

that  time.  We  soon  came  to  the  understanding  that  in  order  to  learn  

from  a  specific  building,  there  is  a  necessity  to  grasp  the  process  of  

the  development  of  ideas.

Recollection  of  the  past

We  like  to  think  of  ourselves  as  truly  original  designers.  Though,  in  

contrary  to  the  common  sense  of  the  word,  “original”  already  suggests  

an  origin  of  the  design  or  idea  we  often  like  to  point  out  the  fact  

how  architects  distinguish  themselves  from  one  another  and  try  to  be,  

as  independent  as  possible  from  our  predecessors.  But  if  we  take  a  

closer  look  at  the  master  architects  which  are  chosen  for  this  studio,  

the  relevance  to  each  other  cannot  be  unseen:  The  Hedmark  museum  

by  Sverre  Fehn  being  greatly  inspired  by  Carlo  Scarpa’s  Castelvecchio  
[1]  or,  Le  Cobusier’s  Plan  Libre  ideas  that  originates  from  Auguste  

Perret’s  concrete  structure  [2]  just  to  name  a  few.  Moreover,  as  T.  S.  

Eliot  writes:  

 ‘[...]  if  we  approach  a  poet  without  this  prejudice    

 we  shall  often  find  that  not  only  the  best,  but    

 the  most  individual  parts  of  his  work  may  be  those in   

 which  the  dead  poets,  his  ancestors,  assert  their   

immortality  most  vigorously.’    [3]

BUILDING IN TIME

By Kristina  Buzaityte & Milan  Meeuse
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That  proves  that  none  of  our  designs  are  completely  new  ideas  in  

architecture.  We  learn  from  collective  memories  and  we  pass  our  

knowledge  to  future  generations.  So  called  ‘new  creations’  are  actually  

a  careful  compilation  of  ideas  or  a  mutation  of  concepts  from  past  

architecture.  The  best  ideas  survived  through  time  and  were  applied  

in  multiple  buildings  each  time  a  bit  changed  and  altered.  R.  Dawkins  

introduced  us  with  the  name  for  this  phenomena  -  a  meme  -  an  

idea,  behavior,  or  style  that  spreads  from  person  to  person  within  a  

culture.[4]

‘Examples  of  memes  are  tunes,  ideas,  catch-phrases,  clothes  fashions,  

ways  of  making  pots  or  of  building  arches.  Just  as  genes  propagate  

themselves  in  the  gene  pool  by  leaping  from  body  to  body  via  sperm  

or  eggs,  so  memes  propagate  themselves  in  the  meme  pool  by  leaping  

from  brain  to  brain  via  process  which,  in  the  broad  sense,  can  be  

called  imitation.’[5]

Here,  Dawkins  shows  a  Darwinistic  approach  to  cultural  development  

which  could  be  brought  into  relation  with  the  birth  of,  for  instance,  

new  styles  within  art  and  architecture.  Cultural  beliefs,  like  organisms,  

evolve  according  to  the  survival  of  the  fittest.  The  objects  and  theories  

society  remembers  have  proven  to  be  the  strongest  memes,  while  the  

lesser  ones  did  not  withstand  time  and  were  forgotten.  Like  genes,  

memes  survive  through  mutation  and  alteration,  each  time  a  meme  

Fig. 1. Scheme of reflection on the past objects.



16 Auditorium Theatre

is  used  by  a  successor,  the  idea  or  belief  is  reinterpreted  to  the  

needs  of  the  new  object.  Let’s  take  for  example  Roman  architecture  

which  was  greatly  influenced  by  Ancient  Greek  buildings  and  was  later  

rediscovered  in  Renaissance  and  neoclassical  styles.  Each  forming  a  

reflection  and  interpretation  of  the  previous  one.  This  is  illustrated  in  

Fig.1.  Let’s  take  a  building  A,  which  is  interpreted  by  building  B,  thus  

B  forming  A1.  By  the  time  that  B  is  formed  A  is  no  longer  perceived  

in  the  same  manner,  and  becomes  A1.  Building  C  is  again  a  successor  

of  B,  and  therefore  reflecting  B  and  A  in  a  new  way:  B1  and  A2.  This  

eventually  makes  C  a  combination  of  alternated  beliefs  of  B  and  A.

So,  learning  from  a  building  never  involves  learning  only  from  one  

building  in  particular.  The  analysis  of  the  buildings  portray  not  merely  

the  ideas  of  the  buildings  themselves,  but  an  intricate  network  of  

references  to  past  concepts.  However,  one  is  not  capable  to  cover  this  

whole  spectrum  of  predecessors  and  successors,  it  is  simply  too  vast  

to  examine.  Therefore,  we  make  choices  according  to  our  individual  

experiences  and  prior  knowledge.  So  in  fact,  we  choose  what  we  want  

to  learn  from  a  building.  

Applying  interpretations

It  is  evident  that  we  are  learning  through  researching  and  applying.  

We  research  our  selected  buildings  and  conclude  relevant  findings,  

which  are  open  to  our  personalized  interpretation.  During  the  design  

process  we  take  these  interpretations  from  the  analyzed  building  and  

use  them  as  a  starting  point  for  a  concept.  We  then  enrich  them  with  

ideas  drawn  from  prior  experiences  and  coincidental  encounters  with  

other  projects  which  elude  our  interest.  We  develop  our  designs  while  

applying  these  interpretations  in  a  concrete  and  physical  form.  In  doing  

so  we  derive  a  compilation  of  reflections  drawn  from  the  building  we  

analyzed  and  its  connected  network.
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A  schematic  representation  of  this  process  is  shown  in  Fig.  2.  In  

this  scheme  we  take  E  as  the  building  we  analyzed.  A  and  B  are  a  

part  of  E’s  network  (past  references),  so  E  is  a  compilation  of  the  

reflections  of  A  and  B,  making  E  consist  of  A1  and  B1.  E  greatly  

influences  our  design,  and  in  doing  so  giving  us  a  new  interpretation  

of  E  and  its  network.  C  forms  an  outside  influence  which  is  seemingly  

disconnected  from  E.  Nonetheless,  we  find  this  reference  interesting  

and  relevant  to  our  design.  Therefore  G  becomes  a  compilation  of  

both  the  interpretation  of  C,  E,  A1  and  B1.  Through  collective  work  

and  similar  interests  within  the  Masterly  Apprentice  II  studio,  our  

designed  projects  might  be  influential  for  designs  within  the  studio.  This  

complex  process  can  be  expanded,  and  becomes  even  more  intricate  

the  more  it  progresses.

Our  designs  are  unique  objects,  but  they  are  not  original.  Through  the  

choices  we  make  in  the  analyzed  building  and  it’s  network  we  derive  

with  our  individual  concepts.  However  they  are  the  combination  of  

ongoing  collective  architecture  memory.    This  makes  learning  from  the  

past  evident  in  each  of  our  designs.  Thus,  learning  is  a  recombination  

of  past  ideas  compiled  in  a  personal  way.

Fig. 2. Scheme of design process.
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Using references - Learning from Miroslav Šik

The graduation studio Masterly Apprentice focuses on how we learn from 

and relate to other buildings and architects. The studio is on one hand an 

investigation into building culture, on the other – an investigation into our 

individual and collective learning processes. It is about the way we build 

upon the work of others, how we use and contribute to the architecture 

gene pool. 

In order to become a better designer you have to reflect upon your own 

work. Thinking about how you learned from others can be very helpful 

in doing this. We are able to look critically at what we are doing. Part of 

learning from a building is referencing. The graduation studio starts with an 

exploration into what referencing is about. Learning about how others use 

references and learn from buildings will guide us in our own learning process. 

Our graduation studio explored the theory of Miroslav Šik, a swiss architect 

and professor at the ETH Zürich, and how in his studio the students use 

references as an important part of their design method. In relation to this 

we will elaborate upon the learning process in our own studio and how 

references are involved in this. A personal reflection on what researching Šik 

teached us will be the conclusion of the essay.

Theory 

This way of “relating to” and designing with a reference is evident in the 

theory of Miroslav Šik. Therefore the collective research about learning from 

a building, starts with exploring his ideas. He explicitly talks about referencing 

in his theories and isn’t afraid of showing his inspirations. Šik’s ideas are part 

of the postmodern tradition: learning from previous generations, rather than 

a denial of the past. Šik names it “reform” architecture, as striving to bring 

change by reform. This process is evolutionary rather than revolutionary. 

There is no rejection of the past, no “tabula rasa” of the urban setting and 

the buildings we encounter. There have been architects before us, as well as 

vernacular architecture, that we will have to deal with and can learn from 

REFERENCE AS A DESIGN METHOD

By Vera Awadis, Simone Creemers and Ieva Mileika
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(b. 1 & 2). 

After his studies at the ETH Zürich under professor Aldo Rossi, Šik formed 

his own approach in the 80’s, developing a method he would call “dirty 

realism”. This method would study the surroundings to the smallest detail, 

starting the design concept with a careful pencil hand perspective, where 

everything, even the mud, would be seen. It required Šik and his students to 

pay a lot of attention to detail and profoundly comprehend the environment. 

Drawing in detail compels us to observe the object in a critical manner. This 

way differs from the common way of scrolling through a pinterest page and 

looking at reference buildings. A fast look at references can be superficial 

and oblivious to the surroundings and argumentation behind the images we 

see. We tend to forget that they are the final result of a process and part of 

a context (b.3). 

Way of working

Miroslav Šik’s current method consists of two parts: first, finding a place 

within a “family tree” of his architectural fathers: architects whose standpoint 

he finds applicable to his own designs, and from whom he would loan formal 

means of expression. He tries to find how he fits in the general tradition of 

architecture. Secondly it is Miroslav Šik’s ambition to see the potential of the 

environment and design upon this. He is not trying to do this by intruding 

the context with a large gesture and striking up a fight. He in fact is trying 

Image I: hand perspective drawing of Miroslav Šik, St. Antonius parish center in Egg, Zurich, 1997
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to eliminate the contrast between the existing urban environment and the 

new building. His own design needs to carefully merge into the surroundings 

(b. 4).

The context we encounter most often is not spectacular, but we still should 

respect it and respond to it in a dignified manner. Most surroundings are 

ordinary and are not ready for radical architecture. The manner described 

by Šik is about engaging in a dialog with the surroundings, introducing a 

collage of outside references and blending this into a harmonious ensemble. 

Somehow the building should help to reveal the quality of the surroundings 

and bring forward the poetics of the everyday life. Within the constraints of 

the context he tries to develop his own creativity (b. 5).  

Using this method, Šik arrives at an “empirical stylistic mixture” of a building, 

which shapes his design. This mixture has traces of the general tradition of 

architecture and includes specific formal references, it takes account of the 

specific context, but is also rooted in his personal taste. The new building is 

something of a collage in itself (b. 6). 

Whether this in some cases stays at the ‘trying on a dress’ level, is for us 

to judge. Some of Šik’s own work appears to be more concerned with the 

mood and the first impression one gets from the facade than the wellbeing of 

residents using the building. For example the facade of the Musikerwohnhaus 

in Bienenstrasse in Zürich (1992-1998) conveys a mood relating to the 

environment and has design elements referring to the surrounding buildings, 

but little attention seems to be spend on the quality of the apartments 

which all are very noisy; as we experienced ourselves during the study trip 

to Switzerland, exploring the building and talking to its residents. When 

just looking at the facade the mixture is a harmonious ensemble like Šik’s 

intention, observing it closely will reveal how the building relates to the 

environment and uncover all the little references present in the design. The 

more you look, the more you will see how it relates to the surroundings.
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Teaching & studio - how do Šik’s students learn

Professor Šik uses a similar method in the master studio he supervises: 

starting the design with composing a collage of a particular mood, using a 

reference project. It is a tool to visualise which mood the student wants to 

investigate in relation to a real location and program. This one image is the 

leading concept for the whole design. The students focus on how they can 

translate the qualities of this first image, an abstract mood into a building, a 

concrete design. They all work on the same site and in the end submit their 

work in a format prescribed by Šik. The reference collage becomes the main 

measure to judge the project by. Judgement of the success of the selection 

and application of this reference would be entirely under Šik’s authority (b. 

2).

Image II: visit and interview with Miroslav Šik at the ETH Zürich, 28 november 2017
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The method seems liberating and restricting at the same time. Liberating, 

since it focuses on one expression, which becomes the main theme of the 

design. A collage of mood and formal means to elaborate on in detail and 

give the atmosphere a real form. Giving a name to fascinations, making them 

very explicit. Focussing on one reference frees the student from all other 

possible intrusions. At the same time it would mean restraining oneself to 

a single reference and acting within this boundary. It would teach students 

discipline and ask for modesty in expressing their own ego: it focuses on 

the actual creation of the building by bringing the selected mood to life by 

spatial and technical means rather than the wish to create great architecture. 

A careful selection of a reference picture is critical since the entire design 

is based on it, thus the quality of this choice determines for a large part the 

quality of the project. For a student the reference offers guidance along the 

path of exploration and experimentation while not interfering with their 

own creativity, as creativity is born out of restriction as well. 

Our studio - how do we learn

In the studio Masterly Apprentice we work with a similar method as Šik’s, 

choosing one reference as the base for our complete graduation research 

and design. Different to Šik’s studio is that in our studio not all students 

are at the same phase in their design process. Every quartile new students 

join the studio and others graduate, like this the composition of studio 

always changes. In addition to this we all have individual reference projects, 

locations and design questions instead of one same assignment. The joint 

theme however is how we learn from buildings. We feel at ease to discuss 

this theme with each other in relation to our own projects. It is not about 

competing to find the best solution for a particular design question and site, 

but about how we all deal with the question - how do we learn? Together 

we try to understand and describe the methods of exploring a reference 

building and learning from it. Talking about it and explaining what we do 

among our and other generations of students helps us to reflect upon our 

own designs. The collective essays of our ongoing studio serve as a collection 
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of elaborations of the various themes involved in this learning process.

The process starts with a fascination for a reference building. Inspired by the 

atmosphere, material qualities, details, light, construction and composition 

of the building, we start investigating every detail involved in creating it. By 

analysis and empirical engagement with the building we go in depth trying to 

grasp how the building is set up, finding out how the architect made certain 

design decisions and what he tried to achieve. Making analytical drawings 

and models helps us to explore the reference. The essay about redrawing 

illustrates that by gathering information necessary for this step, you come 

across inconsistencies. Researching these provides you with understanding 

of the design. Modeling in 3D helps to understand how the different 

elements relate to each other. Recreating the atmosphere of the building 

in a model gives the possibility to physically engage and experience what is 

involved in creating the atmosphere. In each step of the replication process 

you become familiar with a new layer like; the composition of elements, the 

material qualities, the details and the light conditions as mentioned in the 

essay on model making. We can observe the impact and expression of the 

design decisions made by the architect in the model and reflect upon them. 

Visiting the building and observing the model creates intimacy between the 

student and reference as mentioned in the essay about the methodology. 

From the reference research together with a site analysis and program 

compilation, we can deduce themes on which we can elaborate in our own 

designs. These themes would form our ambition and are the criteria against 

which we can test our design decisions. While trying to translate the themes 

into a physical building, we can always look at how the architect did this in 

the reference project. We can apply the references one on one, but also 

drift away from them in a quest to be original in our own design. During the 

entire design process, we have the reference building and location in mind 

and ask ourselves the question ‘how does what I do relate back to this’. We 

reason our own design decisions against the ones made in the reference 

project. We can ‘try on’ these decisions, almost as if it would be a piece of 
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clothing, to see their immediate impact and scale in relation to our own 

vision of a certain design problem. It assists in understanding the scale and 

complexity of ideas and problems we are trying to deal with. We look for 

elements in the reference that might be a solution to our design problems 

and for ways to apply them.

Just like in Šik’s studio the reference building keeps us constrained. It holds 

us up to its level of detail, intensity of experience, treatment of site and 

design concepts, yet liberates us to freely explore it to the bone and taking 

these explorations to our own design. It offers us guidance in bringing the 

design to life. A wisely chosen reference building can take our own design to 

a higher level and allows us to strive for achieving the same level of intensity 

and detail. Creating a perspective drawing or recreating the building through 

a model contributes to understanding and imagining the atmosphere. 

It contributes to the empirical form finding: based on experience and 

observations. It gives us the possibility to engage with and reflect upon the 

building.

Personal reflection

In the studio Matersly Apprentice we all explore the theme of how we learn 

from buildings. Together we try to unravel everything involved in the method. 

We all have our personal reflection upon what we can learn from Miroslav 

Šik, how he finds his way in our design process and how we can work with 

references. Tree of these personal reflections are described. 

Studying Miroslav Šik has been an open invitation to think of and not be 

ashamed of the ordinary context; to feel invited and needed in designing 

our everyday activities by giving them appropriate surroundings. It has been 

a reminder that we can see inspiration in many ordinary things if only we 

look hard. Working with references and naming them helps to follow the 

evolution of ideas, methods and tendencies in architecture. By looking at the 

one reference that has been the leading thread of the complete graduation 
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process, I have learned to see and start to understand influences on my own 

and other architect’s work, and naming them. Tracing this one reference, 

the work and ideas of Sigurd Lewerentz, throughout the contemporary 

work I encountered during my graduation, I begun to notice more and more 

architecture offices influenced by his work and naming Lewerentz as their 

inspiration. Without doubt, for these architects, as well as for Miroslav Šik, 

and for myself, there are many more architecture “fathers” to learn from, 

as all our ideas contribute to the architecture gene pool and return from 

there, matured, in our own designs and in the work of the others. Still one 

can see that in many cases architects do not name their reference sources, 

perhaps fearing to be compared to them or considering the reference to be 

an minor part of their design process, already so fussed there is no need to 

mention it. The work of Miroslav Šik and our graduations studio has taught 

me to be more aware and critical to references and their influence upon my 

work, bringing it to a higher level. The reference project is a good reminder 

of the human scale, and the level of detail we should strive for. Working with 

a digital mass model often misleads us scale wise, we tend to make things 

larger and more impressive, or smaller and squeezed in. The actual reference 

building, visiting and recreating it helps us to imagine our designs in reality 

and thus asks more responsibility from us to deal with these real, grey, and 

ordinary yet our surroundings.

Looking at the architecture of Miroslav Šik for the first time, its modesty didn’t 

generate immediate enthusiasm. Analysing the Burgerhuus in Haldenstein 

(2005), showed the layering of the design. It seems like Šik started with a 

basic volume and kept transforming it until it concealed itself among the 

other buildings in the small village. His designs are never on the foreground 

but observing them a little closer reveals the intriguing way how they interact 

with their environment. All kinds of small references can be traced back to 

the surroundings. The fact that not all buildings can be extraordinary and not 

all environments can absorb great architecture implies the necessity for Šik’s 

theory. His method shows responsibility for making design decisions that 
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benefit and contribute to a coherent urban structure and therefore the well 

being of its users. Šik understands the importance of the urban ensemble 

and feels that he should contribute to making it even more harmonious 

and exuding of its already present qualities. Studying Šik teached me that 

it is justified to make modest architecture and that it is a responsibility 

for designers to think about how what we do relates to the context. A 

building doesn’t need to be great to be special. Being able to see the need of 

small gestures and making them is in some cases just as important. Thinking 

about how we make use of references and learn from them gives us the 

opportunity to reflect upon our own designs. We become aware of how 

our own frame of reference and the collective architecture history we are 

part of, influence our design decisions and are part of our reasoning. It is 

sensible to always keep broadening your frame of reference. Investigating, 

understanding and learning from references broadens your architectural 

vocabulary and helps you to find solutions for your design questions. 

Not feeling ashamed by using ideas from others, but yet giving your own 

twist on that idea. By doing so, grasping your personal taste. Understanding 

what you like and dislike, while being critical during the learning process. At 

the same time giving the environment and the users what they call for. That 

is what Miroslav Šik got me to. Learning from the reference by tracing what 

intrigued me the most and using this as a base for my own design. What I 

learned from the building can be described in one word - atmosphere. I 

became intrigued how the atmosphere of the reference was formed, how 

the physical and psychological senses are contradictory. How every design 

decision is based on creating the atmosphere. And how this atmosphere 

fits into the users need. Having said that, I implemented this first idea of 

atmosphere, and relating back to it during every design decision. Before 

studying Šik it would probably feel as coping of stealing an idea, but using the 

idea and building upon this idea makes it still original. And after analyzing Šik’s 

theory and projects, it stood out how other architects built upon references 

as well in practice. 
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MEANINGFUL CONTINUITY 
Transforming the commonplace

by Rick de Vries & Jan Quinten Gijsbertsen

Articulating a stance on the relationship between old and new is a question 

every architect will face. Miroslav Šik describes the relationship he pursues 

as a “meaningful continuity” and defines it as follows: 

 “an ongoing renewal of the old, thus a sense of history   

 combined with an affirmation of numerous conventions   

 and common practices, and at the same time a clear “yes”   

 to moderate and reasonable renewal.” [1]

This definition sounds reasonable, but what does it exactly mean, and 

how do you put it into practice? The start of the explanation “an ongoing 

renewal of the old” could already mean many different things ranging from 

continuously destroying and rebuilding the urban fabric, to continuous 

renovation and musealization of a historic inner city. The “affirmation of 

numerous conventions and common practices” and “a yes to moderate 

and reasonable renewal” does give some sense of what it could mean 

in practice, but still does not cancel out any approach. In this essay, we 

would like to dive deeper in what it means to bring meaningful continuity 

into practice, and attempt to define guidelines for achieving a meaningful 

continuity in a new building design.

Understanding ‘meaningful continuity’

In order to get a better understanding of what Šik means with meaningful 

continuity, we will explore what the implications are of his definition. For 

example: notice how Šik says “a sense of history” and not “knowledge 

of history”.  This does not imply that an architect should know all of the 

historical context of a given plot, it implies that the architect should be able 

to sense and prioritize which aspects of history are important. Therefore, 

an architect should have empathy for the history of the plot he or she 

designs on, and should determine what is important to know, and what is 

not.
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The definition shows that “an affirmation of numerous conventions and 

common practices” is of importance when pursuing meaningful continuity. 

As conventions and common practices are ideas developed throughout 

history and are still present today, they depict the continuity to this day. 

Knowing how such common practices or conventions have changed over 

time reveals the core concept of such a practice or convention. The core 

concept is the idea behind the convention or practice that has remained 

unaltered. This gives insight into how an architect could transform 

these himself. These are the historical references that should become 

the foundation for a new design. “That is the principle of working with 

references. The more you know, the more you are able to transform it.” [2]

“At the same time a clear “yes” to moderate and reasonable renewal.” 

Moderation and reasonableness are words which are undefined in this 

context. These words leave a lot open to interpretation, which is probably 

done intentionally. In an interview in the magazine Werk, Bauen + Wohnen, 

Šik describes how he takes reference of das alltags (i.e. the commonplace) 

and das volkstümmliche (i.e. that what the people believe is true). He 

states: “Das Volkstümliche bedeutet für uns: was die Oma als Rot erkennt, 

ist rot, und nicht, was ich als Architekt oder als Bestandteil einer Gruppe 

definiere.” [3] Das volkstümmliche means for us: that what the grandmother 

believes is red, is red, and not what I as an architect or as part of any 

group define it to be. We can argue that moderate and reasonable 

renewal is defined by that what the people believe to be moderate and 

reasonable. It asks again for empathy from the architect, this time empathy 

for the people, so that even the layman can understand the design as a 

reinterpretation of common practices and building conventions.

Meaningful continuity put into practice

How do we put meaningful continuity into practice? Šik provides us 

with several tools and guidelines. The most important way to create a 

meaningful continuity is to get to know the context one works in. This can 
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be divided in two parts, site specific context and the frame of reference. 

Understanding both the context of the site and one’s personal frame 

of reference requires time and persistence, and is a continuous learning 

process. The more one understands his context the more one will be able 

to use and transform it. 

As Šik describes it: After observing one’s context for a while, something 

remarkable happens: 

 “The grey veil that usually envelops everyday life begins 

 to lift. The tiniest flower, the most insignificant weed that   

 we always overlooked because it was so unimportant,   

 suddenly reveals its beauty. As if the lingering gaze were 

 a magic wand, and ‘open sesame’ formula capable of   

 disclosing the splendour of anything and everything.” [4] 

Šik finds beauty in what is ordinary, which is usually overlooked. He does 

this through observing the specific context and trying to empathise with 

the surroundings, finding the most important characteristics that constitute 

the atmosphere. In this way he tries to capture the essence of the place. 

What are important aspects to consider, and what does this place 

specifically demand? In this way he obtains the knowledge he needs to 

contribute to a meaningful continuity.

Besides understanding the site, Šik has also build up a frame of reference 

throughout his life. A part of  Šik’s frame of reference is “his family”, which 

consists of all the architects he is personally interested in and analyzed 

closely. The ‘family’ of Šik, but also one’s own ‘family’, grows in time. Through 

the years one will understand the ‘family’ better and see more connections 

between the different ‘family’ members and one’s own ideas. Furthermore, 

during one’s life one acquires all sorts of knowledge based on interests and 

experiences. This family is important, as it will help to shape future designs. 

In choosing a reference from their ‘family’, one chooses which ideas are 
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worthwhile to be part of the continuity. Introducing foreign references into 

the design should be done consciously, as this choice determines which 

ideas are meaningful to continue.

After understanding the place and broadening one’s frame of reference 

one should be able to identify the core concepts, and choose one or more 

references in order to transform them. There is not one right reference, 

yet the selected reference will have a big impact on the design, so it should 

be selected carefully. The transformation of the core concept allows one 

to develop and integrate a new idea. With this, one enters into a dialogue 

with the core concept. This dialogue is a nuanced act of designing, it is a 

combination of one or more references with a core concept, where these 

references should not dominate the core concept.

In an interview Šik explains how he teaches his students to incorporate 

a reference into the design. He uses an example of the use of solar 

technology. Most of the students put them on the roof, but this does not 

necessarily create a meaningful continuity, as it is not incorporated into 

the design, but more a separate addition. It would be better if it were 

incorporated in a design element, for example in the facade configuration. 

In this way one can use solar technology as a force to change the tradition. 

This process of transforming and combining references will become easier 

the longer one works with it. “The liberty of transformation comes by 

time.” [5]

Conclusion

To conclude, Šik’s definition does not provide well defined conditions 

when a design adds to a meaningful continuity. Yet combining his definition 

of meaningful continuity and his theories, he does give guidelines how an 

architect should design in order to create a meaningful continuity. 

Firstly, it is important to acquire knowledge of the site to learn what the 
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common practices and conventions are. This is done through investing 

time to observe the site closely and trying to capture which elements 

are essential in the place. After determining the essential elements of the 

place it is important to consciously select one or more references. This 

is an important choice as it will determine which ideas will be part of the 

continuity. 

Secondly, these essential elements should be transformed using the 

selected reference by entering into a dialogue. This dialogue, an act of 

designing, wherein the knowledge of the core concepts is combined with 

personal references, might cause ones design to evolve in something that 

is meaningful. In the end it will be beneficial to spend as much time as 

possible to get to know one’s frame of reference and the site. This will help 

to become better at transforming and to create a meaningful continuity. 
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THE POSSIBILITIES OF ‘VERFREMDUNG’

by Zou Danfeng, Sjoerd Deckers & Wilbert de Rooij

“It’s about time that we understood urban architecture as a dialogue 

based, evolving, and collective artwork. Through its design, the mood it 

conveys, and its usage, every new building can strike up a dialogue with its 

local surroundings, no matter how much the structure might appear to be 

bursting with fragments both old and alien.’’ [1]

In his goal to create ensembles by means of his buildings, one of Sik’s main 

design tools is the concept of ‘Verfremdung’. The word ‘Verfremdung’ has 

no literal translation in the dictionary. Words that approach ‘Verfremdung’ 

the closest are ‘estrangement’ and ‘defamiliarization’ but they still do not 

grasp its full meaning. Therefore, this essay will explore the design tool 

‘Verfremdung’ in theory as well as practice. This will be done by means of 

the following research question: ‘What role does ‘Verfremdung’ play in the 

design process and what are its possibilities?’

First the essay will start by identifying the position of ‘Verfremdung’ in 

the design process. Subsequently the process of ‘Verfremdung’ in Sik’s 

Musikerwohnhaus will be described. In order to explore other interpretations 

of ‘Verfremdung’, the tool will be linked to multiple case studies to investigate 

its possibilities. The conclusion will offer a broad summary of the essay and 

answers the research question. 

Identification

Sik takes ‘Verfremdung’ as a design tool to achieve a certain ‘ensemble’. 

Different buildings in a city are like musicians with different musical 

instruments. “All inhabitants and designers play a dedicated and creative 

part.”[2] It means that different parts of the city can maintain their own 

uniqueness while meeting the same coherence.

 

In order to achieve an ‘ensemble’, designers look for references that match 

the context, and make a collage out of the selected references. The next 

step is to modify this collage in order to create a different expression 

Miroslav Sik
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which contributes to the ‘ensemble’. An important aspect of this process is 

that the modified product should create a coherence with the context. “If 

architectures merely collide and clash, the result is fragments and contrasts, 

but not urban architecture.”[3]  The transformation from collage to modified 

product can be described as ‘Verfremdung’. It can be understood as a 

process of defamiliarization that finally becomes a modified representation 

of the initial reference.

The designer’s approach to ‘Verfremdung’ is based on the most direct and 

subjective understanding for the sense of the place, instead of abstract 

diagrams and mapping. There is no absolute or universal method for 

‘Verfremdung’ which can be applied to all projects. Therefore, in the following 

parts, different kinds of ‘Verfremdung’ will be discussed by introducing a 

number of case studies. 

‘Verfremdung’ in Miroslav Sik’s Musikerwohnhaus

Miroslav Sik’s Musikerwohnhaus in Zürich is a clear example of a project 

where ‘Verfremdung’  was used. The building site is located in an industrial 

References Collage ‘Verfremdung’ Product

‘Verfremdung’ process
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part of the city, which mainly consists of large scale offices and warehouses. 

In this project Sik used ‘Verfremdung’ for the geometry of the building, the 

materialization, and specific design elements.

For the footprint Sik aligned the Musikerwohnhaus with the adjacent 

buildings, parallel to the street. The height of the building is mediating 

between the heights of the surrounding buildings. Also the materialization 

of the Musikerwohnhaus is inspired by its context. In this area of the city 

concrete is a widely used building material. Miroslav Sik responds to this 

context by applying grey stucco for the streetsides of the facades. For the 

facades at the courtyards Sik selected a warm yellowish stucco, to create a 

more cheerful experience. In this way Sik responds to the context, but at the 

same time dares to differ from it to create a more desirable experience for 

the specific function of the building.

Besides the geometry, and materialization, Miroslav Sik also uses context-

related elements as references for the ‘Verfremdung’. From the direct context 

Sik uses the geometry of the glass facades of the bus depot to create the 

staircases. An other reference he uses for his design are traditional French 

windows, which are commonly used in Zürich. In the staircases Miroslav Sik 

added decorative elements, which are derived from musical notes, in order 

to display the building’s function. The Musikerwohnhaus illustrates a broad 

range of references Miroslav Sik uses for ‘Verfremdung’, to make this building 

a coherent element in its context.

Same tool, different outcomes

Although Sik mentions the use of ‘Verfremdung’ very explicitly in his theories, 

it is not a tool only used by Sik. In fact, ‘Verfremdung’ is a tool used by most 

architects in a more or less explicit way. The outcome of the process of 

‘Verfremdung’ is highly dependant on the attitude and personal preferences 

of an architect. Even if the architects are using similar types of references, the 

Musikerwohnhaus

Decorative elements
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outcome can still differ a lot. A comparison between the Bürgerhuus by Sik 

and the auditorium theatre by Siza proves this phenomenon.

Both architects use the direct context of the design location as leading 

references for the shape and materialization of their buildings. However, 

the interpretations of these similar references are very different. Sik 

incorporates the fine grain size of the buildings surrounding the plot within 

the shape of his own building. Siza on the other hand relates the main shape 

of the theatre to the hills surrounding the village. Where Sik tries to mimic 

a natural stone by modifying the surface of the concrete he uses, Siza uses 

the most common local building material as cladding for his building. Also 

the influence of personal preferences, such as the italian balconies in Sik’s 

project as well as the promenade architecturale in Siza’s building, contribute 

significantly to the differences between the two eventual designs.

The comparison shows that both architects acquire references from 

local shapes, building materials and personal preferences. Both architects 

apply the tool ‘Verfremdung’ on their chosen references. However, the 

outcome of their designs is very different. This can be explained by two 

factors. The first one is the choice of references in which architects are 

free to chose the ones that suits them best. The other one is the degree 

of ‘Verfremdung’ an architect applies on a certain reference. The architect 

decides how far an element is estranged from its reference. Given these two 

arguments,‘Verfremdung’ is, quoting Miroslav Sik, a tool which can result in 

millions of possible outcomes.[4] 

Variations on the tool ‘Verfremdung’

Within ‘Verfremdung’ multiple variations can be identified. In some cases the 

‘Verfremdung’ is applied in such a way that it becomes questionable whether 

‘Verfremdung’ is the right word to explain it. Using ‘Gebouw A’ in Radio 

Kootwijk as reference project two variants are illustrated. 

Bürgerhuus

Auditorium theatre
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5

A variation of ‘Verfremdung’ is more of a typological ‘Verfremdung’. In this 

way of ‘Verfremdung’ not a specific building element is selected, but the 

final design resembles multiple characteristic elements of a certain building 

type. A nickname of ‘Gebouw A’ is ‘cathedral of the Veluwe’. Not only does 

the shape of the body and the tower show resemblance with a cathedral, 

also in the large hall a large balcony is present. In cathedrals these balconies 

are often used for the organ. In this case characteristic elements from a 

cathedral can be recognized in the building, but it lacks a certain precision 

to unambiguously state that the building is a direct product of ‘Verfremdung’. 

For the reference with a cathedral the word ‘analogy’ may be more suitable. 

Another variation of ‘Verfremdung’ illustrates the difference between 

‘Verfremdung’ and its English description ‘defamiliarization’. In this case 

the elements themselves are familiar elements. However the combination 

of these elements in a certain context, create an unfamiliar or unusual 

experience. In ‘Gebouw A’ tadelakt, an ancient lime plastering technique 

from Morocco, is used to cover the walls. Both the material itself and the 

production technique are applied in the traditional way. The defamiliarization 

arises when the Moroccan plaster is combined with tile patterns inspired 

by Persian carpets, and Amsterdam School style staircases, within the Dutch 

building tradition.

The different variations of ‘Verfremdung’ illustrate the ambiguity around 

the precise meaning of the concept. In other words, Miroslav Sik’s concept 

of ‘Verfremdung’ can’t be simply defined or translated into estrangement, 

defamiliarization, or analogy. 

Verfremdung over time

In the classic revival movement of the 19th century, eclecticism directly 

integrates the elements of ancient Rome and ancient Greek architecture 

without much transformation and interpretation, although its purpose was 

to create a new architectural style. 

Gebouw A

Staircase
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Nowadays, although historical architectural language appears in 

contemporary projects, most architects tend to not directly copy symbols 

from historical buildings anymore. On the contrary, architects often create 

new variations on old elements. For example, in the Tama Library, where the 

arch is no longer subject to structural requirements, but is transformed into 

a pure aesthetic element. The spatial sequence formed by continuous arches 

can also be seen in the Dragon Art Museum. Both of these buildings do not 

directly borrow historical elements, but instead use more subtle means to 

convert these historical elements into new expressions.

 

Some projects draw inspiration from engineering projects, for example the 

Steilneset Memorial of Peter Zumthor. The slender shape of the building 

mimics the construction of a ship in the shipyard. Another example is the 

Burgo Paper Mill which uses a concrete bridge structure, which lifts the 

concrete roof with steel cables, creating a large-span structure to suit the 

needs of the factory. Both buildings extract properties from references that 

meet the needs of the architect who subsequently re-interpret them. This 

illustrates that the scope of references is less limited to the architectural 

domain. It can be extended to anything in our everyday life, also resulting 

in different methods of ‘Verfremdung’. The result is the diversification of 

the contemporary architectural practice. We can learn from culture in 

the broadest sense and use ‘Verfremdung’ to form our own architectural 

language, which results in a wider variety of architectural designs.

Conclusion

Tama library & Dragon art museum

Steilneset Memorial & Burgo Paper Mill
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What role does ‘Verfremdung’ play in the design process and what are 

the possibilities? ‘Verfremdung’ is the part in the design process in which 

modification takes place. The way this ‘Verfremdung’ is executed is highly 

dependant on the approach and personal preferences of the architect. This 

becomes clear in the different case studies. They demonstrate that although 

the same tool is used, the way the tool is used differs, resulting in different 

outcomes.

‘Verfremdung’ can be compared to gene mutation. In gene mutation the 

original gene evolves into a new one. Sometimes this evolution is positive, 

sometimes it is negative. Nevertheless, the possible mutations are endless. 

For genes, natural selection makes sure that the positive mutations 

survive while the negative ones vanish. Natural selection is not available 

for ‘Verfremdung’. Instead, it is the architect who has the responsibility to 

decide whether a mutation is positive or negative based on his own personal 

preferences and experience.

References
[1] [2] [3]  ‘S. (2012). And now the ensemble! Ennetbaden: Lars Müller Verlag. 
[4] Sik, M. (2017, November 28). Interview with Miroslav Sik at the ETH 
Zürich [Personal interview].

Image: ‘Miroslav Sik’
Yavas, A. (2007). Miroslav Sik, Architekt, Zürich 2007 [Digital image]. Retrieved 
May 7, 2018, from http://ayseyavas.ch/files/gimgs/188_w24793920.jpg

Image: ‘Musikerwohnung’
Sik, M. (n.d.). Musikerwohnung Bienenstrasse, Zürich [Digital image]. 
Retrieved May 7, 2018, from http://www.miroslavsik.ch/website/var/tmp/
image-thumbnails/0/443/thumb__big-square/mwh-aussen-strasse.jpeg

Image: ‘Decorative elements’
Sik, M. (n.d.). Musikerwohnung Bienenstrasse, Zürich [Digital image]. 
Retrieved May 7, 2018, from hhttp://www.miroslavsik.ch/website/var/tmp/
image-thumbnails/0/439/thumb__big-square/mwh-treppe-aussen.jpeg

Image: Bürgerhuus
Sik, M. (n.d.). Wohnhaus Bürgerhuus, Haldenstein [Digital image]. Retrieved 
May 7, 2018, from http://www.miroslavsik.ch/website/var/tmp/image-
thumbnails/0/467/thumb__big-square/hal-oben.jpeg



43Masterly Apprentice 

Image: ‘Auditorium theatre’
Mairs, J. (2016, January 29). Álvaro Siza completes red brick theatre near 
Barcelona [Digital image]. Retrieved May 7, 2018, from https://static.dezeen.
com/uploads/2016/01/public-auditorium-llinars-del-valles-alvaro-siza-vieira-
catalonia-spain_dezeen_1568_13-1024x731.jpg

Image: ‘Gebouw A’
Staatsbosbeheer. Radio Kootwijk/Routes [Digital image]. Retrieved May 7, 
2018, from https://www.staatsbosbeheer.nl/-/media/radio-kootwijk/radio-
kootwijk-header-2.jpg

Image: ‘Staircase’
Monumenten.nl. Radioweg 3, Radio Kootwijk [Digital image]. Retrieved 
May 7, 2018, from https://www.monumenten.nl/files/styles/monument_
v isua l /publ ic /externals /7e4be60ea7381185b11b6f6629b1e2ad.
jpg?itok=bWrymL_N

Image: ‘Tama Library’
Tama Art University Library [The interior space of Tama Art University 
Library]. (2013, March 18). Retrieved May 7, 2018, from https://www.fanpage.
it/toyo-ito-vince-il-pritzker-prize-2013-il-nobel-dell-architettura/

Image: ‘Dragon Art Museum’
Shengliang, S. (2015, December 2). Dragon Art Museum [Digital image]. 
Retrieved May 7, 2018, from http://images.adsttc.com.qtlcn.com/media/
images/5433/6cb7/c07a/80cb/e800/00e6/slideshow/contemporary_art_
gallery_1st_floor_01.jpg?1412656289

Image: ‘Steilneset Memorial’
DArA. (2017, July 26). 26/07/2017 Una obra de Peter Zumthor : Steilneset 
[Digital image]. Retrieved May 7, 2018, from http://www.dara.org.ar/new/wp-
content/uploads/2017/07/peter-zumthor-andrew-meredith-steilneset-1.jpg

Image: ‘Burgo Paper Mill’
Cartiera Burgo, Mantova, 1961-1964 [Burgo Paper Mill]. (2012, October 
25). Retrieved May 7, 2018, from http://costruirecorrettamente.org/site/
approfondimento/informative_detail.php?doc_id=214



44 Auditorium Theatre

ŠIK’S THEORY IN PRACTICE: 
LA LONGERAIE
by Noor Al-Khayat & Soleiman Naderi

As was evident from the previous essays, the terms ‘continuity’, ‘ensemble’ 

and ‘estrangement’ run as constant, recurring themes in Miroslav Šik’s 

writings, lectures and public talks. With this essay, we first give an overview 

of these theories by doing a close reading of some of Šik’s publications 

where the terms are mentioned. The results of these readings and our 

critical interpretations of them will then be assessed in Šik’s practice by 

considering them in a realized project whose conception has allegedly (by 

Šik himself as well as other theorists) been rooted in these terms; the hotel 

complex La Longeraie in Morges, western Switzerland.

Terminology

On continuity, Šik writes: “Anyone who is fascinated by the variety of the 

city he lives in will be interested in its preservation and continuity. [...] By 

meaningful continuity, I mean an on-going renewal of the old...” [1]. Here, Šik 

defines continuity with the seemingly paradoxical phrase “ongoing renewal 

of the old”. He clarifies this further: “... thus a sense of history combined 

with an affirmation of numerous conventions and common practices, and 

at the same time a clear “yes” to moderate and reasonable renewal.”[1]. 

Šik uses the phrases ‘numerous conventions’ and ‘common practices’ fairly 

liberally, they are left subjective and open for interpretation. This vagueness 

somewhat typifies Šik’s tone. Concepts and ideas are kept ambiguous and 

only made specific as they are translated into practice. This also means that 

terms and definitions he uses might refer to slightly different things when 

describing different projects. Room is left out for particular, context- and 

project-specific solutions.

Another distinction of Šik’s writing is the fact that he often writes 

prescriptively; he frequently speaks of how things should be. To a certain 

extent, this is also true for his lecturing; the phrase “Every 
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building must have...” recurs often during his public talks and school lectures. 

This signifies Šik’s strong opinion and his passion for architecture. 

During a visit by the ‘Masterly Apprentice’ studio to the ETH, where Šik 

teaches, we witnessed how ruthlessly competitive his studios are. Šik 

employs a ranking system with a ‘winners’ and ‘losers’ wall for successful 

and less successful student project entries. However, we were also surprised 

by how open he was towards ideas that diverge from his own. He does not 

impose his views on his student nor does he expect them to agree with him. 

Which was evident from the wide variety of approaches and styles on the 

‘winners’ wall. 

With these observations in mind and looking back at the previous quote on 

‘continuity’, we can start observing this dual tone that is both indistinct and 

dictative. A crude interpretation of the quote would be: “One should, in one 

way or another, aspire to achieve continuity by combining existing historical 

elements with common practices and conventions”.

Regarding the notion of ensemble, Šik writes: “The ensemble in architecture 

is first of all not a composition. The complex blocks of buildings were not 

chiseled out by a single masterful hand, and the textures and details do 

not form a stylistic unity”[2]. This quote should be read with the premise 

that Šik sees the ensemble as something that architects should desire to 

achieve. In this excerpt, Šik states that an ensemble is not so much about 

elements being identical replicas of each other, but rather merely similar. He 

explains further: “If perchance we do take in several buildings at a sweeping 

glance that are grouped around an evidently collective spatial figure, while 

forming balanced volumes and a coherent mood, we can be sure that we are 

witnessing a typical Gesamtkunstwerk, or total work of art.”[2]. Elsewhere he 

writes: “If we understand identity within variety 
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to mean the marriage of adjacent buildings as it has evolved in some cases 

across several decades, we come closer to what we mean by ensemble”. In 

other words, an ensemble involves an (unspecified) intricate balance between 

variety and uniformity. In an urban context, both of these are accommodated 

by a ‘natural’ evolution throughout time. Uniformity is provided by the 

common, locale-specific architectural language (type) and variety by the 

specific influences of the architects of the individual buildings (model). The 

distinction made here between type and model is used as characterized 

by French theorist Quatremère de Quincy, namely that the type describes 

the general guidelines that can be followed and the model the result of a 

practical application of these guidelines.

The term variety in the earlier-mentioned phrase ‘identity within variety’ 

is defined by Šik as ‘estrangement’. It is often wrongly translated from the 

German ‘verfremdung’ into ‘alienation’. Indeed, the term ‘alienation’ carries 

a negative connotation that is undoubtedly not intended by Šik, whereas 

‘estrangement’ is more neutral in this sense. Estangment can be described 

as the process where new elements are made to clearly relate to existing 

ones while at the same time show visual divergences. According to Šik, 

applying estrangement correctly would result in a ‘dialogue’ which would 

otherwise not be there in a context where the elements perfectly imitate 

each other. To remain in the speech analogy, the latter would produce 

an echo chamber, where all participants are in complete agreement - by 

definition, an unproductive activity. Šik explains: “[...] neighboring buildings 

enter into a dialogue when they relate to one another by way of their color 

schemes, details, or volumes, but at the same time display other features that 

are different. If instead the buildings resembled one another in architectural 

expression and milieu, completely imitating each other, then we would have 

a pure stylistic analogy. And this, strictly speaking, does not constitute variety 

and is therefore not an ensemble.”[3]
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Now that a terminology with clear definitions is established, we can start 

evaluating the different concepts against Šik’s architecture, more specifically, 

La Longeraie hotel complex in western Switzerland.

La Longeraie

The hotel complex is a former early-20th century catholic boarding school 

which was expanded with a church and two adjacent buildings in the 1950’s 

and ‘60’s. These additions were designed by Swiss architect Pellegrino in so-

called Perret-style (images 1 and 2). 

In 1990, Miroslav Šik won a competition for the repurposing of the compound 

into a complex with multiple hotel wings, restaurants, a gymnasium and 

congress rooms. Šik’s competition entry consisted 

4. Chapelle de la Longeraie, 3. Palais d’Iéna, Paris , Auguste Perret

1. Mobilier National, Auguste Perret 2. Mobilier National, 
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of a redesign of all the façades except the church’s. He also added a new 

colonnade connecting the different buildings (images 5).

The main challenge was to maintain unity within the different buildings despite 

the vast differences in façade compositions and window types and sizes. Šik 

did this by preserving the Perret theme and expanding it to all buildings 

(until then, this was only the case in the Pellegrino additions). This Perret-

style is expressed in the window details, namely the protruding window and 

door frames and the horizontal bands that encircle the buildings. However, 

there where the this frame grid in a Perret façade is a direct expression of 

the load-bearing concrete structure, this is not the case in La Longeraie, as 

it is only used to ensure visual unity (see image 6 and 7).

The colonnade is another tool Šik uses to maintaining aesthetic coherence. 

Here, estrangement (which as we established earlier, was needed to create 

the ensemble) is achieved by using different types of columns which are 

employed to denote the different functions; the restaurant building is 

lined with unornamented rectangular columns and the hotel building with 

classically decorated ones (image 8). 

7. Elevation hotel wing6. Exploded view window 

5. Redesigned parts by Šik
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At the same time, both column types relate to each other by the fact that 

they form a continuous colonnade and that they are both occasionally 

positioned in pairs.

8. Column types

9. Window types
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Conclusion

Looking back at Šik’s approach for the redesign of La Longeraie and 

evaluating it against his (broad) theoretical views, we can safely say that Šik 

was successful in specifying and translating them into practice. 

Šik applies a single window type to create variations that fit the existing 

façade composition (image 9). Here, all windows ‘speak’ the same language 

but ‘say’ different things. A similar but different method is applied for the 

columns in the colonnade where one column type is a abstraction of the 

other. Šik defines these processes as ‘verfremdung’ or ‘estrangement’. This 

ensures what he calls ‘identity within variety’ which in turn would lead to an 

‘ensemble’, unifying the entire complex.
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This research booklet contains an analysis of the auditorium theatre in Llinars 

del Vallès by architect Alvaro Siza. This building is analyzed through different 

methods. These methods include a site visit, redrawing, model making, an 

interview with a partner architect and literature research. Each of these 

methods contributes to the understanding of the building. The execution of 

these methods leads to four main themes which are leading for this analysis. 

These themes are function, geometry, the promenade architecturale and 

detailing. Together they form the back bone for the design of the auditorium 

theatre. 

The analysis is conducted to find out where the sculptural qualities of the 

building come from and how movement through and around the building is 

so important for its understanding?

Before starting with the elaboration of the four themes, some pre-knowledge 

is needed about the architect, the building and my personal view on the 

building. Therefore, the analysis will start with some information about the 

professional life of Alvaro Siza. In particular his relation with other architects 

that served as his inspiration or that were inspired by him. Next, there will 

be a short introduction on the building itself and a chapter which contains 

my first encounter with the auditorium theatre. Subsequently, a chapter 

will explain the link between Sik and Siza and it will explain Siza’s view on 

vernacular architecture. This chapter also contains an interview with Manel 

Gonzalez which will explain how working with Siza is like. After that, the 

analysis continues with the four main themes that are mentioned before. The 

analysis concludes with a conclusion about this part of the research and the 

lessons learned from this building which will be used in the design for the 

museum of revolutions.

INTRODUCTION

Introducing the architect
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Before understanding a building it is important some basic knowledge is 

established about its architect. Álvaro Joaquim de Melo Siza Vieira was 

born on june 25, 1933 in the town Matosinhos in Portugal. He graduated in 

architecture in 1955 at the former School of Fine Arts of the University of 

Porto, the current FAUP. [1] After his graduation, Siza worked together with 

Portuguese architect Fernando Távora till 1958. Together with Fernando 

Távora, Siza travelled to Finland to meet Alvar Aalto, who would have a great 

influence on the later work of Siza. After his period with Fernando Távora, 

Siza continued with his own firm. Next to Távora, Siza also worked together 

with another famous Portuguese architect named, Eduardo Souto de Moura. 

One of the projects they worked on together was the Portugal’s flagship 

pavilions at Expo ‘98 in Lisbon [1].

Even though, Alvaro Siza is reputed to be an unassuming, reserved, retiring 

person and an irrational genius who is reticent [11], it is evident that he does 

not shy away from collaboration with other architects. Even now, after more 

than 60 years of working actively in the field of architecture as an architect 

and teacher. Even after winning multiple prizes for his work including the 

prestige Pritzker price in 1992, he still prefers to work together with 

partners for his projects abroad (Gonzalez, 2017).

What is most interesting, in regard to this graduation studio, the masterly 

apprentice, is which architects inspired Siza for his own work and which 

architects in their turn took inspiration from Siza’s work. Some of his 

“masters”, Alvar Aalto and Fernando Távora, are already mentioned just as 

one of his apprentices, Eduardo Souto de Moura, but of course there are 

many more that were an inspiration for or were inspired by the work of 

Alvaro Siza.

PERSONAL LIFE

Alvaro Siza
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Fig. 1 Alvaro Siza working on a drawing
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Figure 2 shows an overview of people that inspired and were inspired by 

Siza. For understanding his work the people that inspired him are in this 

analysis more important. In the work of each of these architects a link can be 

found with the following chapters that form the analysis of the auditorium 

theatre. In the following chapters, the theories and personal styles of some 

of the architects in figure 2 will also be detectable in the work of Alvaro Siza.   
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Fernando Távora Alvar Aalto Adolf Loos

Le Corbusier Luis Barragán

Eduardo Souto de 
Moura

Rafael Moneo

Álvaro Siza

Fig. 2 Alvaro Siza’s Familiy tree
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The auditorium theatre designed by Alvaro Siza in cooperation with local 

architectural firm ARESTA a+u is located in the town Llinars del Valles. This 

town is located to the north east of Barcalona in Catalonia, Spain. The town 

of Llinars del Valles has around 10.000 inhabitants and is very well accessible 

from the city of Barcelona. [9] In the town itself there is a large open green 

space reaching form its outskirts to the village center. This open green space 

is where the auditorium theatre is built.

The Theatre was part of a bigger plan called the Can Marques plan which 

involved the transformation of the Can Marquès agricultural house into a 

music school, the construction of an auditorium theatre, and an apartment 

complex. These buildings would all be surrounded by a park in which the 

ancient vegetation that was already present on the plot would be preserved. 

Together, the auditorium and the music school would become the cultural 

heart of Llinars del Vallès. The Theatre itself is already realized and the school 

is currently under construction. As for the apartment complex, that will 

probably not be built in the near future considering the current political 

situation in Catalonia.[2,3,6]

THE BUILDING

Auditorium theatre
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Fig. 3 Can Marques plan drawn by Siza
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Fig. 4a Ground floor plan of the auditorium theatre
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Fig. 4b First floor plan of the auditorium theatre
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Fig. 4c North elevation

Fig. 4d East elevation

Fig. 4e South elevation
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Fig. 4f West elevation

Fig. 4g Section of the main theatre space



66 Auditorium Theatre

The base for this analysis will be a story about my first encounter with 

the auditorium theatre. The Language of the story itself might be slightly 

informal and subjective, but in it the four main themes out of which this 

analysis it build up can already be found. 

“As I walk through the town Llinars del Valles I got the impression of 

wandering through a ghost town. There is hardly any life on the streets and 

squares during the day. As I continue my route towards the theatre the urban 

fabric is opening itself and makes room for the different colors of green of 

the trees and the grass. Through these green openings I can already see a 

glimpse of the theatre. After a short walk next to a busy road I find myself 

at a roundabout where I need to turn left. The noise of cars and trucks fills 

the air and there is also a small supermarket where people are strolling with 

their shopping trolleys. But once I am on the road that will lead me to the 

theatre, the noise of the cars starts to fade and the sounds of the birds in 

the woods starts to increase in intensity. On the left, I can see glimpses of 

the brick volumes through the trees. The closer I get the more imposing 

the building becomes. While I am standing here in front of the building my 

attention is immediately drawn to the big volume of the theatre space, which 

is also the main function of the building. The height of the theatre space is 

really impressive from up close but it somehow feels that it is not in contrast 

with its environment. The height of the roof of the lower volumes that look 

like they are folded around the main theatre space, seem to match with the 

height of the tree tops of the forest across the road.

As I walk around the building, the building reveals to be anything but 

simple. De main shapes that are used are simple geometrical shapes but the 

composition of the building surprises me with every step I take. With every 

step of my walk around the building, the building reveals something new 

about itself. Every meter I continue I want to make a new picture because 

the image I see is slightly different but as interesting or even more interesting 

than the previous one.

FIRST EXPERIENCE

Describing the building
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Fig. 5 Relation between the building and the mountains
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The building seems to be very closed but as I walk around it is reveals some 

parts of itself through the voids in and in between the main volumes, even 

though these glimpses are very minimum. It makes the building somewhat 

playful and makes me want to investigate it even more. 

At this moment the sun is not shining very bright which makes the game 

between light and shadow hard to detect but non the less the building keeps 

fascinating me.

I have walked up onto a small hill side to change my point of view. From 

here. The building seems to be pretty autonomous. It seems to have hardly 

any relation with the buildings nearby, which aren’t there that much, but it 

does not bother me. The building seems to have to find its own place in 

the environment. The red/orange color of the brickwork really works well 

with the green of the trees surrounding the building. The longer I am sitting 

here on this bench the more things I see in which I can see the color and 

grain size of the brickwork. The roof tiles on some of the houses nearby, a 

garden wall, the façade of a building. Maybe the building isn’t as autonomous 

as I thought. 

As I am sitting here the building becomes more and more like a hill in front 

of the hills in the background. They seem to complement each other.

The cubistic shapes of the building make it look like the building is continuing 

under the ground. That what I see now is just the tip of the ice berg. This 

whole building seems to play a game between volumes and cavities. Of 

Hiding and revealing.

On funny thing. There is this small chimney on top of the building. This little 

block intrigues me and it somehow bring a homely feeling with it.”
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Fig. 6 The little chimney on top of the building



70 Auditorium Theatre

An important link between the work of Miroslav Sik and Alvaro Siza can be 

found in their shared interest in the vernacular. Although both architects 

have quite similar thoughts about it, their final architectural language differs 

quite a bit. The reason for this can be found in the essay, ‘The possibilities 

of ‘Verfremdung’. The main points the essay mentions are the different 

references from the context they use, the degree in which they redesign 

these elements and their personal preferences. This chapter will contain a 

more elaborate analysis on what is so important about the vernacular for 

Siza and how he applies it.

To understand how the vernacular contributes to the work of Siza it is 

necessary to establish a clear definition of vernacular architecture. According 

to the Cambridge dictionary vernacular architecture is “a specialized 

architecture in architecture, a local style in which ordinary houses are built.”[14] If 

the architecture is left out of the equation the definition of vernacular is “the 

form of a language that a particular group of speakers use naturally, especially in 

informal situations.”[14] This ‘language’ could also be the architectural language.

These two definitions still give a very broad and abstract meaning of the 

word vernacular but there is more depth to it when relating the two different 

definitions to each other. If the two definitions are combined it becomes 

clear that the vernacular is an architectural language used by a particular 

group of people, characterized by their communal geological location, that 

defines the style of their everyday buildings, such as houses, agricultural 

buildings or small industrial buildings such as potteries. These buildings are 

often executed in well-tried building materials, shapes and techniques that 

have proven their value over time. [13] It shows that the vernacular is a very 

empirical form of architecture.

The question now is how the vernacular affects the work of Alvaro Siza and 

in particular his auditorium theatre in Llinars del Vallés?

In Portuguese architecture in general there is a certain admiration for 

VERNACULAR ARCHITECTURE

A link with Sik
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Fig. 7 Ceramic orange bricks on the facade of the auditorium theatre

Fig. 8 Creme colored natural stone tiles in the auditorium theatre
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tradition and craftsmanship in the build environment. The same goes for 

Siza as can be distilled out of the following quote when he talks about his 

experience in building in the Netherlands and Germay. “In Holland and in 

Germany I have learnt to appreciate my Portuguese doubts about materials; in 

a country where tradition is dying out and the contemporary is the future.” [11] 

In Siza’s work the vernacular will not be used as an architecture out of 

which he can copy the right solution for the problems that arise in his own 

projects. He states that “the buildings that try to copy the vernacular architecture 

are affected by the difficulty of using those same solutions under new conditions.” 
[11] For him, vernacular architecture is merely a source of inspiration in which 

he can find directions for solutions for his own buildings.

This last statement is also clearly visible in the auditorium theatre in Llinars 

del Valles. Especially in the choice of materials. Originally, the municipality was 

suggesting that a concrete materialization would look nice for the theatre 

building (Gonzalez, 2017). Siza however thought differently about that. He 

went for an orange ceramic brick that is commonly used as building material 

for most of the buildings in the area. Also for the interior he used tiles made 

out of a locally mined natural stone.

Until now it might seem as if vernacular architecture is something that 

is tested over a time span of centuries but that is something that can be 

argued. For Siza, the vernacular does not has to be a tradition that has been 

around for centuries. Also more recent innovations or buildings can inspire 

him in his own work. For a Housing project in Holland he incorporated the 

prefab construction technique, which is quite common in Dutch housing 

projects, into his own project. In his architectural school in Porto, Some 

apartment blocks from the ’50 behind the faculty were the inspiration for 

the building shape. This shows that for Siza vernacular architecture can also 

be a quite recent one. 

As stated before, Portuguese traditions and craftsmanship are well known by 



73Masterly Apprentice 

Siza. To establish this same pool of knowledge abroad, Siza always cooperates 

with a local firm when he takes on a project outside of Portugal (Gonzalez, 

2017). In the case of the theatre there was a cooperation with ARESTA 

a+u. This cooperation provides Siza with knowledge about local building 

legislation, building techniques and materials. 

From the above it can be concluded that the choice of materials and some of 

the used building techniques for the auditorium theatre can be related to the 

vernacular architecture of Catalonia. To get a more precise understanding of 

the application of these local customs into the theatre, an interview was 

conducted with one of the partner architects of ARESTA a+u. The interview 

provides more insight into the way of working of Siza and also provides 

some elements that play an important part in answering the main questions 

of this analysis.
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Interview with Manel Gonzalez

General

Q: What is your name and what is your function within ARESTA 

a+u?

A: I am Manel Gonzalez. I am a partner at the ARESTA a+u office. In all the 

projects we do with Siza it is important for him that all the partners are 

on the same line. This is necessary for making his projects work in another 

country. It is also necessary for him to understand local customs and he loves 

getting to understand them. This is the main reason for our cooperation.

Q: How did the cooperation between you and Alvaro Siza 

originated? It was through your partner, right? Is he a good friend 

of Siza?

A: Well, I don’t remember exactly. It’s was many years ago around the 1980’s. 

It was around 1979 when there was the first contact.

Q: What was your first project together?

The first project in my case was the university of Lleida in 2005.

Q: Our graduation studio is all about learning from masters. What 

would you say, are the most important aspects you learned from 

working with Alvaro Siza?

A: It is very difficult to explain this in one phrase. I think, after all the 

conversations we have had, I cannot do one abstraction of Siza. The most 

important thing for me is that I want to stay in permanent contact with 

the high architecture. All the aspects of his architecture show to me that 

he is one of the best architects in the world nowadays. His architecture 

is very important to me for many things. Firstly, the finding grounds for a 

project and for me it’s necessary to develop these grounds. One thing that 

is very important for the Siza’s projects is, I think it’s fantastic, that in the 

first drawings of the project in his notebook the project is already there. It 
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Fig. 9 Manel Gonzalez, Partner at ARESTA a+u
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is already there. Off course the project develops during the process but the 

essence of the project is already visible in the first sketch.

Through this cooperation I learned two things. One thing is that Siza is a 

Genius architect. The other is that I learned all the processes of the project. 

For me, that is very interesting. How to use materials? How do these 

materials express themselves to the people? For me, all of this is inside this 

project. For me, Siza is High architecture, something like Koolhaas, Foster or 

some other important architect. 

Q: What are the aspects in which your office differs from the way 

Alvaro Siza works?

A: Off course we make some projects other than the projects we do with 

Siza. What is different is hard to explain. It is the essential of the language 

of each architect. I learned many things. My journal acknowledgement, 

nowadays, drinks of the essence of Siza’s architecture. In all the projects it 

is possible that the form, the shapes, the solutions for many things are very 

different from the Siza ones, but in their essence they are the same. I think 

that in my projects I try to make all the people feel a certain calmness in the 

spaces. For them to feel good and calm. For me that is very important. More 

than other things. It is more important than the program, the use of the 

Fig. 10a Sketch from the auditorium theatre in its context made by Siza
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Fig. 10a Sketch from the auditorium theatre in its context made by Siza

building, the form, the materials or the colors. The essence of architecture 

is the program and that everybody feels great in all the buildings and spaces. 

For me, that’s the most important thing. That and, if it is possible, beauty. That 

is also important

Q: What was the main inspiration source for the auditorium 

theatre?

A: I think in this case, there are three things. One is the environment, the 

place. I am sure this was very important. The second is the program. It is the 

function of the building which in this case it is a theatre. The last one is the 

relation with the Catalan culture. These are the three important factors. So, 

the environment with its colors, the trees and other vegetation, the cottages 

close to the buiding. These trees, these tropical trees around the building are 

important for Siza. It is necessary for you as a visitor to experience them. 

The other thing is the culture and the other is the program. I believe these 

are the three main things to work with in this project. I am sure.

Fig. 10b Sketches of the main theatre space made by Siza
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Q: Both in the theory about Siza and in this design, the relation 

between the building and the context is a well-covered topic. How 

would you say, is this link between building and context created in 

this project?

A: For me this is a very important thing. Some people tell me that this 

building is like a jail, it’s all closed. They say that the first time. And I think one 

of the most important things in Siza’s architecture is that he simulates all the 

natural elements, the place and the environment of, in this case, Llinars del 

Vallès. All the buildings in this context are made out of the same bricks used 

in this building, the ceramic brick. This material is very commonly used in 

Catalonia. The president of the city hall said in the first days of this project, 

“well I prefer if this theatre is a white concrete building because it will look like 

a very monumental building.” And Siza replied that that is not necessary for 

this place. Concrete would make it very hard to make the building one its 

environment. The material and the forms, I think, are the main features of the 

building in this place. I think this building means to stay in this specific place.

Q: I believe in a lot of traditional Spanish buildings the masonry 

is covered by paint or plaster. Why did you chose the material red 

brick for the facade?

Fig. 11a Main theatre space
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Fig. 11a Main theatre space

A: In Catalonia, this isn’t the case at all. Here there are many kinds of facades. 

In Portugal you have stucco which also serves as an isolation layer. The 

façades of this building are built up out of an concrete inside wall, then a 

ventilated space with isolation and an isolated support structure for the 

outside brickwork. In Catalonia in villages like Llinars del Vallès they usually 

work with this kind of brick but in the city it is less usual. In the city it’s more 

concrete, stone, plaster or paint. Siza always uses the materials of the region. 

Stone of the region, marble of the region, wood, if possible, from the region. 

He wants to unify his buildings with the context this way.

Q: The interior of this building is quite similar to some other 

Siza buildings. Why did you chose for this type of interior and not 

something else which is more typical for the region it was built in? 

(for instance in the use of materials.)

A: I don’t exactly know this. The design process is completely Siza’s and I 

don’t know everything about Siza. One important thing in Siza’s work is this 

class of promenade, like le Corbusier. And I think the most important thing 

in Siza’s way of working is reinventing himself in each project. I think it is the 

same but also not the same. I think it is important for him to reinvent himself 

in each project. In this case it is not as usual. The entrance of this project is 

Fig. 11b Foyer space in the auditorium theatre
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like an agora place, like a square. I remember when thinking about this thing, 

that people should feel calm and experience the building in a calm and loose 

state of mind. That was his strategy. In other projects, for instance in brazil, 

this is not the case. The ritual of the entrance is so different. 

Q: But the materials he uses in most of his buildings are quite 

similar, for instance the white walls.

A: Yes. But these are to materials to express the form, the light and the 

spaces well. 

Q: So you think he uses these materials to express the forms he 

uses in the interior.

In his overall architecture yes. It is very necessary to feel the light, to feel 

the material, to feel the spaces in general. I think it is necessary. There is a 

fantastic phrase of Saramago. I don’t remember the complete structure of 

the phrase but he says that he models the space with exactly the necessary 

material to express his architecture. The light, the space, the scale, the 

proportions. Siza selects the materials to express those aspects. 

Q: Why is the interior of the main theatre hall very organic while 

exterior very orthogonal?

A: The main reason for the organic form is the acoustics in the theatre space. 

Fig. 11c Main practice space in the auditorium theatre
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Fig. 11c Main practice space in the auditorium theatre

He thought that this form was the right form for the building. On the inside 

there are other questions to resolve. In the main theatre space, I think the 

organic shapes are very important for the feeling of the space, acoustics and 

other aspects which are impossible to know at this moment, because Siza 

is also an artist. The building is a sculpture. There is for instance a project 

in Asia. A theatre made out of completely organic forms. It is in Korea. It is 

completely different. 

Q: Were only bigger gestures of importance for the relation of the 

building with its context or did you also look at smaller details to 

determine the design?

A: No. Siza works from general towards particular. I think this is an abstract 

concept. It is difficult to explain because for Siza architecture is a language 

and the details are the tools. The details are necessary for understanding his 

architecture. I think his architecture is not in the details, it is more general. 

The history very complex. When Siza came to work for Fernando Távora, 

the workers he worked with were all about craftsmanship. Siza finds this 

also very important. The use of craftwork in Portugal is very usual in all the 

buildings. All the important architects from Portugal have this principle. Siza 

works with the detail. It is important this way of working which is usual in 

Fig. 11d Conference Space in the auditorium theatre
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Portugal. It is difficult to explain because it is part of his own language. 

Q: So in Portugal it is normal to work with craftsmanship and Siza 

incorporated this into his own work.

A: Yes. But for him it is natural.

Q: And he uses the craftsmanship of a certain region and puts that 

into his own building.

A: Yes. It is necessary because it is his tool to work with. You can also see it 

in the work of other more important architects in Portugal. They use similar 

looking details in their work. 

Q: Does the building fit in the existing context or has the building 

transformed the context?

A: Well, I think the building explains the context. It is a phrase of steven holl. 

The most important buildings must explain the context better.

Q: So before the building, the context was already there. And 

because the building came there you understand the context 

better?

A: It is something like the work of Donald Judd. In the desert, one sculpture 

or building must explain the whole desert. When they put one piece of stone 

or one piece of a building inside the desert, in this case it is Donald Judd 

Fig. 11e Routing space in the auditorium theatre
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Fig. 11e Routing space in the auditorium theatre

the famous American sculptor, his figure or mass in the desert makes all the 

people better understand the desert as a whole. It’s the same here. I think 

the project explains the context.

Q: So it kind of amplifies the context?

A: Yes. It is part of the environment. If you walk around the village you 

notice that this building is part of the town. In my opinion it is part of the 

environment and context of the village. In this building I recognize the forms 

and shapes of this village. I think it explains its own context.

Q: I read in a book that the itinerary is a very important aspect 

in most of Siza’s work. Would you say it is the same in this design?

A: I think it is the same here. I think it connects all the part of the project. 

You can feel many sensations in the routing through the project. I think 

everything is in there. Many problems are resolved and I feel many sensations 

in the different spaces. I think this is common in Siza’s projects. The spaces 

have everything inside them. He studied each corner, each space, each part 

of the building inside and outside. The relationship between all the parts of 

the building are important. Everything is equally important. Now, we are 

reading the project in one overview but what I think Siza does is that he 

works like a writer. He writes more pages and more chapters and then 

Fig. 12 Art piece in Marfa Texas by Donald Judd
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the result is a whole book. The chapters are the technical problems, the 

construction problems and many other things and I think the result is the 

sense of the book or in this case the sense of the building. Everything is in 

there. A general sensation that everything is okay. It is the same as if you are 

watching a film. In the end everything is okay. All the problems are solved in 

an as good as possible way.

Q: In and text about Siza I read that for him, the perfect object is 

like a mirror without frame or ornamentation? Do you think this 

building is a perfect object related to the previous sentence and if 

so, Why?

A: I think your question is about Adolf Loos. It is very difficult to explain 

because the whole project is designed by Siza. It is all in his control. It is 

hard to explain because I don’t know all the things about Siza. His culture 

and his way of Acknowledgement is very complex. I really can’t answer this 

question well.

Siza

Q: Did Siza follow his own way of doing things or did he really listen 

to other parties and react to what he saw?

A: I think in general, for all the projects of Siza the objective is harmony. The 

harmony between everything.

Q: So, he also listens what the people here are expecting of him 

to do?

A: All the people that are participating with the building say to me that it 

is a fantastic building. Siza said to me that he stays in another world, Siza’s 

world, and the world we are in is another world. The spaces inside one of his 

buildings are so different than in other buildings or outside. This building has 

another world in it and the people participate with this world.

Q: And it is easy to participate with this world?

A: Yes I think so.
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Q: In interviews I read, Siza calls himself conservative, traditionalist 

and functionalist. How do you think that this is expressed in this 

building and in his way of working?

A: It’s difficult to explain the meaning of these words in this case. I think 

traditionalist is possible. For instance, I think the usage of a theatre is 

the same in every country. I believe that he understands, in this case, the 

Mediterranean culture and I think he wants to improve the nature of this 

program. But I think it is not completely traditional. I think the traditional 

for Siza is what, in this case, the theatre means to Siza’s acknowledgement 

of culture including all the cultures of Europe, the Romans and the Greeks. 

I think that what a the theatre is for Siza, is portrait in this project in Llinars 

del Vallès.

Q: In a couple of articles and interviews I read about Siza, a link is 

made between Siza and Alvar Aalto. Do you see that link as well 

and if so, in what way does it present itself?

A: Yes, I think Alvar Aalto is one of his favorite architects. This is the influence 

of the buildings and the craft art of Alvar Aalto. It is very difficult to explain. 

I read many books and I visited many buildings of Alvar Aalto and in my 

opinion the relation between Aalto and Siza is very complicated. In my 

interpretation I think that the principle similarity is that they both were 

born and raised in a small rural village with a specific culture. A culture in 

which there are strong relationships between all the different craftsmen in 

the village. I think that influenced them both. In the first buildings of Siza he 

must have been influenced by three or four architects. One was Alvar Aalto, 

another one was Adolf Loos and I think this was very important because this 

kind of architects didn’t have a computer. They had to travel to and draw the 

architecture they saw. I think there are many connections with Alvar Aalto. 

The way they both draw. Alvar Aalto draw fantastic and for Siza it is the same. 

Their hands are very similar physically. Also the way the hold the pencil is 

very similar. The way of sketching is very different. I think their Posture is 
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very similar. Also the way of talking has a lot of similarities. So personal things 

as well. For me, the most important aspect is the similar looking places in 

which they grew up. They both stayed in contact with the environment. They 

both worked in a small village. They read the same books. The use the same 

flavor of forms. But it is very complex and I know Siza studied all the Alvar 

Aalto buildings and because of that, the influence can be very strong.
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Fig. 13 Exterior overview on the auditorium theatre
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According to Manel Gonzalez there were three key aspects in the design of 

the auditorium building. The first is the culture, the second is environment 

and the third is function. The last one, function, is the topic for the next part. 

In an interview Siza once stated; “I am a functionalist.” [12]This is quite a bold 

statement to make considering that “functionalism is the principle which states 

that the most important thing about an object such as a building is its use rather 

than what it looks like” [7]. This makes the statement “I am a functionalist”  [12] 

quite radical for an architect to say since there are many more aspects that 

are important for a good building than merely its function. Siza seems to 

realize the same thing because after he made the statement he immediately 

nuanced it. He continues his story that “for him, some of the basic issues in the 

development of a project are its functional problems. Except that the form, spaces 

and atmosphere of the building don’t arise from its functions.” [12]

This last nuance is a crucial point in understanding the work of Siza 

and therefor the auditorium theatre in Llinars del Vallès. It shows that 

the sculptural shape is not mainly determined by the function it houses. 

Therefore, it is important to understand what kind of position the function 

has within his design process. He describes it himself as follows; “First I do a 

lot of sketches that reflect my exploration and unease about certain problems. ... 

Afterwards, it is just like knitting.” [4] By using the tool sketching he tries to find 

solutions for the different problems each functions gives him when he tries 

to incorporate it in his building. He tries to optimize parts of the building 

so that a function housed in that part can optimally preform. After he finds 

the most optimal solutions for the different functions he intertwines them 

together into one building, operating no longer as parts but as a whole. This 

approach reminds of the concept of Le Corbusier who saw a building as a 

machine. Each part needs to function optimally to make the whole work. If 

one part fails, the machine, or in this case the building, fails. 

In the auditorium theatre there is a visible clustering of the different spaces 

FUNCTION

Clustering
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Fig. 14 Placemet of the functions in the volume of the building
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belonging to a certain function of the building. The functions can be roughly 

divided into four categories namely the foyer, the theatre space, the offices 

/ technical spaces and the dressing rooms / rehearsal spaces. It is almost 

as if the auditorium theatre is a building with four buildings inside it. By 

clustering the different spaces in a certain part of the building, that part can 

have the dimensions and interior climate most suitable for the function it 

houses without interfering to much with other parts of the building. It makes 

optimizing the conditions for a certain function more efficient.

In between these clusters of functions there is a lot of space left for the 

routing. This ‘leftover space’ can be seen as a function of its own. This 

itinerary, inside and outside, plays an important role in connecting all the 

different clusters together. It makes it possible to physically move from 

one function to the next while still showing slight differences between the 

different parts through its dimensions and light usage. This last element is a 

very crucial part in the building and will be more elaborately explained in the 

chapter ‘Promenade architectural’.

Another aspect which intertwines the different functions is the 

materialization. By using the same material throughout the building a sense 

of unity is created. Next to that, the materialization together with the lighting 

and the dimensions of the spaces play an important part in determining the 

calm atmosphere of the building. 
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Fig. 15 The four Main functions in the building
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To state that Siza is a diehard functionalist crosses a line. There is much 

more to the auditorium building than just the fact that it runs properly. That 

its function played an important part in the design process is quite obvious 

though. Siza himself stated that “I am incapable of designing a project unless I 

am sure it is resolved in a way that matches its original purpose.”[12] However, the 

true use of the function of the building in the design process, is to give Siza 

a set of rules and bounderies. Rules and bounderies that during the design 

proses can be crossed if by doing so it increases the quality of the building 

as a whole.
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Fig. 16 Routing space in between the clusters

 Routing space
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In the following chapter geometry will be the theme. According to Alvaro 

Siza “Geometry is something architects need.”[12] By geometry Siza means a 

clear, structured organization of the building with some exceptions. He has 

a dislike for buildings where there is no clear path and where you feel lost. 

On the other hand he also has a problem with a building where everything 

is imposed, because by doing so a building quickly loses its meaning.[12]  By 

making these two statements Siza sets a quite narrow area for himself as to 

what he defines as a good building. On the one hand a building which has too 

much freedom in its layout is a bad thing, but restricting users to much is also 

not preferable. There needs to be just enough clearness in the organization 

of a building that the path people supposed to take is evident, but there 

should still be enough freedom to give people the ability to wander through 

a building according to their own wishes. 

When looking at the exterior of the auditorium theatre, the building as 

a whole seems to be built up out of cube-like shapes put together in an 

ensemble. At first glance, there even seems to be a certain kind of randomness 

to it. By looking closer this feeling of randomness appears to be unfounded. 

It turns out there is a structure in the form of an irregular grid underlying 

the composition of volumes. Main spaces determine the boundaries of the 

other spaces with some exceptions if that exception is beneficial for the 

experience of the building. This way of working is quite similar as to what 

was concludes the functions chapter. Again, Siza establishes a rule, a guideline 

that makes it possible to organize a building in a rational and practical way 

but then uses exceptions to make spaces, compositions or even the building 

as a whole more interesting.

Siza himself compares this way of working with another form of art, namely 

music. He states that ”Architects need geometry because it help us to apply more 

rigorous discipline and organization to the teamwork and need for communication 

that is at the hearth of architecture. But, the ideal situation would be to arrive on 

the work site and be capable or have the possibility of undermining all that by 

GEOMETRY

Building shapes
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Fig. 17 Irregular grid underlying the auditorium theatre
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reacting to that, as in music, in jazz, between the score and your own inspiration 

and, as they say in jazz, the improvisation.”[12] This ‘Improvisation’ is where Siza 

can truly press his mark on the building. It is a skill that is fed by personal 

preferences, education and experience. It gives a certain kind of finesse to 

the auditorium theatre. 

An important tool for Siza in this combination of a clear organization 

with the necessary exceptions are the cubistic forms that he uses in the 

composition of the building. By using this form language he is allowing the 

building to exist out of a diverse variety of fragments while maintaining a 

sense of overall coherence.[5]
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Promenade architecturale

The term promenade architecturale might be most recognizable from the 

work and theories of French architect Le Corbusier. But also in work of 

Alvaro Siza it plays an very important role. The real importance of the 

promenade architecturale occurred when a model was made that needed 

to resemble and existing picture of the auditorium theatre. When the 

model was reconstructed out of existing drawings it turned out that the 

actual photo had a very distorted perspective. Recreating the picture of 

the actual space with a normal camera was impossible. The question arose, 

why would Siza like his building to be represented by a picture that is not a 

realistic representation of his building? The answer lies in the way a person 

experiences the building and that is where the promenade architecturale 

makes its entrance.  

It is important for understanding the strength of the auditorium theatre 

to have a clear definition of the promenade architecturale. Because this 

chapter is important and quite complex it will be subdivided into three 

subchapters. The first, promenade architecturale, will provide an overview 

on what promenade architecturale actually is, especially in relation with the 

work of Siza. In the second and third subchapter the importance of light and 

windows in a promenade architecturale will be discussed.

As mentioned before, the promenade architecturale is made famous by 

Le Corbusier, but this does not mean that the phenomenon itself was not 

already apparent in architecture. Accourding to Ayers Le Corbusier “leads 

the visitor through his building along a carefully defined axis. The building’s intent 

is gradually revealed over time, rather than at a single entrance. The building is 

a series of revelations and concealments, allowing the visitor to experience the 

space based on Le Corbusier’s objective.”[10] Le Corbusier said about this 

axis that it should always have a destination. The same principle of an axis 

guiding people over a carefully chosen route from one place to another was 

already used by the ancient city of Athens. Here, the Greeks constructed a 

PROMENADE ARCHITECTURALE

Movement in the building
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Fig. 18 Picture of the auditorium theatre that is recreated through a model
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Fig. 19 Photo analysis of the different elements visible in in the picture
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carefully designed axis that would guide the visitor form the Propylaea to 

the Parthenon. The axis is the driver throughout the acropolis, much like 

the promenade architecturale is the driver through Le Corbusier’s villas.[10]

This same principle is something that Siza uses in the auditorium theatre in 

Llinars del Valles. Here, the routing space plays an important role in guiding 

people form one part of the building to the next. It guides the users from 

one space to the next while continuously concealing and revealing parts 

of the building. This phenomenon concealing and revealing is achieved by 

the way Siza places the volumes of the different spaces in the building and 

creating subtle thresholds by playing with ceiling heights. By doing so, Siza 

almost seems to manipulate the routing spaces. By doing so, he lets the 

visitor experience what he wants them to experience. A big contribution 

to the quality of the auditorium theatre lies in Siza’s careful organization of 

movements.
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Fig. 20a Picture of the actual space with a normal camera Fig. 20b Picture of the model with a normal camera

Fig. 20c Picture of the model with a fisheye lens Fig. 20d Picture of teh model after the using photoshop
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Fig. 21 Representation of the theatre space through a collage of multiple pictures
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Fig. 22 Ceiling heights of the spaces in the auditorium theaatre
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Light

Until now, the main principles of the promenade architecturale are explained 

through the spatial arrangement of volumes but there are more aspects that 

are important. The two that will be discussed in the next parts are light and 

windows.

In the auditorium theatre Siza uses artificial light in multiple ways. On the 

one hand it is used to frame spaces by using a rectangular cove in the ceiling 

of that space. By doing this, Siza subtly marks the spaces where it is usual or 

desirable for people stay in for a longer period of time. On the other hand 

the light is used to guide people through the building. He does this by placing 

the light sources in a very careful way alongside the routing spaces of the 

building. In these spaces it is noticeable that the light sources are usually 

placed at the sides of a space.

Next to the guiding function the light is also a key factor in setting the 

atmosphere inside the building. When entering the building one immediately 

notices the dim light that Siza uses. It is something that can be seen in most 

of his work. Siza says about the light; “In a building I like the light, but I also 

like the half-light (is that the word) and even the darkness too. They’re related, 

complementary things, and in the southern countries this idea of the depth and 

variation in the light is very important.”[11] This variation in light intensity is 

something that is also clearly visible in the in the auditorium theatre. The 

sculptural qualities in his interior spaces are amplified by a clever positioning 

of light sources.
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Fig. 23 Interior natural- and artificial lighting in the auditorium theatre
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The light is not only important in the interior but also for the perception 

of the exterior the light plays an important role. When seeing the building 

in black and white it reminds somewhat of a Corbusian white concrete 

building playing with the sunlight. But by using the red ceramic brick Siza 

adds another layer of depth to the exterior. The small color differences in 

the bricks together with the cubistic forms that cast sharp shadow lines over 

the building provide a kind of plasticity to the composition.
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Fig. 24a Position of the sun on December 21st (25,12 º)

Fig. 24b Position of the sun on June 21st (71,98 º)
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Windows

The topic of artificial light is already extensively discussed but the use of 

natural light not that much. When looking at the auditorium theatre it is 

noticeable that the building had a relatively low number of openings. The way 

these windows are positioned is very crucial. The openings are all placed on 

the ends of the routing spaces and most of them give the visitor an option 

for leaving the building. The light intensity in Spain ensures that that the ends 

of the routing spaces are well lit. Therefore, the openings suggest a direction 

of the space since the other parts are reasonably dimly lit.

Next to let in natural light the windows have another function, namely 

framing the landscape. Not only in the auditorium theatre but also in other 

projects “Siza uses the window as loopholes to frame the landscape surrounding 

the complex.”[12]  The usage of windows is very scarce in the theatre but also 

in other projects this is the case. Siza uses the windows as “picture windows, 

just as in le Corbusier’s villa’s, to frame the landscape.”[5] According to Siza, an 

over usage of windows can become boring and makes the relationship 

between interior and exterior less interesting. 

 

Another interesting fact when visiting the auditorium theatre is that from 

each window, a part of the building itself is always clearly visible. Personally I 

feel that this observation strengthened the relationship between the building 

and the landscape. It reveals a harmonious coexistence of the building 

and the landscape. They seem to strengthen each other by the way their 

proportions are captured within the frame of the window.
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Fig. 25a View on the context from the conference room

Fig. 25b View on the context from the foyer
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“A project is only finished when I can visit each and every corner in my imagination.”[4] 

This way of thinking plays an important role in the detailing of the building. 

In the building there is not one thing that is not touched by Siza’s hand. 

Even things that might seem less important such as the fire extinguisher, 

the emergency signs or the toilets are detailed with great precision. The 

alignment of the seams between the marble plates, the furniture that is all 

designed by Siza, the positioning of the flush button of the toilets exactly 

on the intersection of the marble plates, the alignment of the signs and the 

fire extinguisher. There is a great dedication noticeable when looking at his 

details in the theatre itself, but also in the drawings.

But the precision of his detail does not mean that the detail serves the goal 

of perfection. In some cases the detail creates an exception. For instance 

when looking at the exterior, there is a small cube placed on the one of the 

large cubic forms. This small cube seems to be way to small when compared 

to the other bigger main volumes. The small cube is a functioning chimney for 

the technical installations. Other architects might have decided to hide this 

chimney but Siza choose to give it a very prominent place in the composition 

of the building.

Another one of these exceptions is the slightly curved roof of the theatre. 

Relatively easy this roof could have been made into a flat roof just like the 

rest of the roofs of the building. Still, Siza chose to give it this slight curve 

making it stand out, in a very subtle way.

Many of these subtly placed exceptions are not even consciously perceived 

by the average visitor. But subconsciously the make all the difference in the 

world. These exceptions contribute in truly understanding the building and 

making the theatre not just another theatre but something special.

DETAILS

Inspiring details
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Fig. 26a Detail of a fire extinguisher

Fig. 26b Detail of the toilets
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Although Siza is often seen as an architect without any structured form 

of theory supporting his design decisions this research has shown that 

there are some principles and preferences to his way of designing. These 

principles, in contrast to some other architectural theories, leave room for 

the demands and inspiration from the context it is built in.

An important part of Siza’s design process is the use of the vernacular. 

According to the interview with Manel Gonzalez two out of the three main 

inspirations for this building are directly linked to the local context. Although 

the vernacular is a very important aspect, it does not provides an answer to 

the main question.

The main question is where the sculptural qualities of the auditorium 

theatre come from and how movement through and around the building is 

so important its understanding?

Functions of the building can be seen as the starting point of the design. 

According to Siza himself, it is impossible for him to design a building without 

knowing the function of the building. A combination of the positioning of the 

functions and his first sketches made for the design are the foundation for 

the design and its shapes.

The shape itself is not enough to provide the sculptural qualities the building 

has. It is a combination of many factors that provide these qualities. Factors 

such as materialization, use of light and the dimensions of the used volumes 

play a very important part. What makes a visitor truly experience these 

qualities is the movement of that specific person through and around the 

building and the carefully executed detailing.

Movement itself is not something that is forced upon people. It is something 

that is stimulated by revealing and concealing parts of the building which 

makes you want to explore every nook and cranny of it. Other elements 

CONCLUSION
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that stimulate movement is the cleaver use of light and therefor the position 

of the windows. The building almost works as a movie. By stimulating 

movement, Siza guides you from one scene to the next existing in the by 

him created world.

The thing that ties everything together is the detailing. When observing the 

building very closely it becomes clear that nothing is left to coincidence. 

Everything is arranged according to the demands of the architect. This does 

not mean that there are no exceptions on the general principles of the 

building. The important point of these exceptions is that they do not distract 

from the coherence of the whole. If anything, they amplify the coherence.
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LESSONS LEARNED

There are many aspects that make the auditorium building an interesting 

one. For my own design the relation between the building and the context 

is an important one. Both Siza and Sik take great care for that and it is 

something that I personally find important too.

Another important aspect has to do with how I will start in the design 

process. The thing that interested me from the moment I saw the building 

was its sculpturality. To bring that into my own building I will look at my 

design like a sculptor looks at a piece of marble. Cutting away one piece at 

a time until the only thing left is the final building. This approach is mainly 

focused on the outside of the building. For the inside, two other major 

aspects are important. These are the clustering of parts of the program and 

the stimulation of a certain path of movement through the building. The first 

aspect is something I am already quite familiar with since it is something I 

already applied in previous projects. The second however is a new challenge 

that needs more exploration.

The last aspect which really needs my attention is the detailing of the building. 

With this, I do not only mean making sure that the details function properly 

in a constructive and building physical way, but that they also contribute to 

the architectural language of the design. It is something that really fascinated 

me when I first lay eyes on the drawings provide to me by ARESTA a+u. 

Everything was thought of. That level of care and attention is something I 

would like to achieve in my own design.
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10 Museum of Revolution

This booklet will continue on the previously done research which can be 

found in the booklet ‘Learning from a building: Auditorium theatre Llinars 

del Vallès’. In this previous booklet, an elaborate analysis of the Auditorium 

theatre designed by Alvaro siza can be found. As a result of that analysis 

conclusions were drawn regarding the sculptural qualities of the theatre 

and the stimulation of movement caused by the building. From this research 

aspects are selected which will be de key points for the design of the 

museum of revolution.

In this part of the research the design of the museum of revolution will be 

described. Two questions are central in this design process: Given the tools 

acquired from the analysis of the auditorium theatre, how can the movement 

of users be orchestrated in a subtle way by the architecture of the building 

and how can architecture evoke different kinds of feelings differing from 

space to space?

To answer these questions, the tools provided by the analysis of the 

auditorium theatre will be very useful. They will not only provide some of 

the starting points for the design but they will also be provide some of the 

goals which are strived for in this design.

To start this booklet of, the current situation will be analyzed. Subsequently 

the choice of plot for the new design will be explained by reacting on the 

found data in the situation research. After that, the design of the building 

will be discussed. First, there will be and explanation about the eventual 

shape of the building. This will be done in combination with an explanation 

of the organization of interior spaces of the building. The booklet continues 

with describing the application of the promenade architecturale in the new 

building. This will be an important part in explaining how movement can be 

orchestrated through architecture. Next, the atmosphere of the building 

will be described. In this part the user experience and how this experience 

is created will be explained. In last part about the design itself, the details 

INTRODUCTION

Introducing the design brief
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of the building will be explained. Especially in the way they contribute to 

the previously discussed parts of the design. The conclusion will provide 

the answers to the main questions and will also contain a reflection on the 

design process and the graduations studio itself.
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Fig. 1 One of the earlier sketches of the Museum of Revolution
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For the new design it is necessary that there is a visible connection between 

the new building and the one analyzed. This limits the plot options available 

for the new building. Similar to the auditorium theatre the museum will be 

built in the green park penetrating the city of Llinars del Vallés in Catalonia, 

Spain.

The terrain of the park is sloping upwards from the main road leading into 

the town itself. The views from the park show the outskirts of the town to 

the south and west, a small but dense forest to the north and hill sides to 

the east. The boundaries of the park are quite similar to the views. The only 

exception is that to the east the park stops where the main road begins. 

South of the park there is an unpaved parking area used for temporary 

events. This spot can easily be turned into a permanent paved parking area 

that can facilitate the museum, the theatre and the music school

SITUATION

Choosing a location
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Madrid

Barcelona

Llinars del Valles

Fig. 2a Location of Llinars del Valles in Spain
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Barcelona

Llinars del Valles

Fig. 2b Location of Llinars del Valles in Catalonia
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Fig. 2c Location of auditorium theatre in Llinars del Valles
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Fig. 3 Characteristics of the location

 Borders

 Auditorium theatre

 Main road

 Parking lots
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Fig. 4 Master plan of the location
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The final location of the building is based on the characteristics that the 

context provides. First, there is the relation with the auditorium theatre and 

the music school. It should be clear that together this unit of three forms 

the cultural heart of the city. Therefore, one building should not be separated 

from the rest in its location. To establish this unity a composition is chosen 

in which the auditorium theatre is the central building. The museum and the 

music school and the museum can be seen as the arms of the composition. 

Together the three buildings form a u-shape. The park in this u-shape will be 

an location where outdoor cultural events can be held. In this situation the 

three buildings become the backdrop for these events. To create a physical 

connection between the three buildings walking paths are designed. These 

paths follow the orthogonal structure of the city and are aligned with the 

orientation of the museum. At the center of the park, a square is create 

which can serve as the base for outdoor events. The only exception in 

the orthogonal structure is the diagonal path that leads visitors from the 

theatre to the museum. This diagonal exception as an indication for the main 

entrance also continues into the shape of the building. This topic will be 

further explained in the chapter ‘sculpturality’.
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Fig. 5a Unit of three

Fig. 5b Space in between for outdoor events
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The orientation and some of the dimensions of the building are influenced 

by the houses adjacent to the park. Because the building is positioned in a 

slope of which the height difference is around six meters the museum has 

approximately the same building heights as the houses facing the building. On 

the other side the full height of the building is experienced which has quite 

similar dimensions to the auditorium theatre. The location of the museum 

provides the natural circumstances which make it possible for the building 

to respond to both the houses as well as the theatre.

By placing the building linear to the street the building and the new vegetation 

finishes the road on both sides. No longer is the surface of the road flowing 

into the park but no there is a clear border between the two.
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Fig. 6a Reacting to the context, finishing the street

Fig. 6b Reacting to the context, coherent building heights
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Fig. 7a 1:200 model, Museum in its context
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Fig. 7b 1:200 model, View from the boulevard on the building



26 Museum of Revolution

Fig. 7c 1:200 model, view from the street in front of the auditorium theatre to the museum
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Fig. 7d 1:200 model, birdseye view on the museum
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The sculpturality of the museum works on two levels. These two levels 

are the interior and the exterior of the building. For both parts a different 

approach was chosen which continuously interacted with each other during 

the design process.

Interior

For the interior the main organization was to an high extend determined 

by the clustering of spaces relatable to a specific function. This phenomenon 

of clustering part of the program is something learned from the auditorium 

theatre. It is a tool that brings order to a design. A similar approach to the 

one used in the theatre is also applied in the design of the museum. All the 

different spaces are linked to the three main functions of the museum. These 

functions are the museum spaces, the technical spaces and the facilitating 

spaces.

Since it is important to know the program of the building to determine the 

spaces needed in the building, it is good to know where the choice for the 

program is based on. The program of the building and its placement in the 

park have to do with the properties of the park and its buildings. The two 

other buildings, of which the theatre is already completed and the music 

school is currently under construction, form the cultural hearth of the city 

Llinars del Vallès. Because a visual connection between the analyzed building 

needs to be established and the park itself has more than enough open 

space, the choice for placing the new building in the park itself is quickly 

made. To add to the concept of the cultural heart of the city the choice for a 

museum came to mind since other cultural topics such as theatre and music 

are already covered. The choice for the specific theme of the museum is 

inspired by the recent events happening in Catalonia.

SCULPTURALITY

The building as a sculpture
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Entrance
200 m2

Wardrobe
40 m2

Toilets
95 m2

Storage
100 m2

Offices
160 m2

Staff facilities
60 m2

Technical space
200 m2

Depot
200 m2

Exhibition spaces
1550 m2

Restaurant
120 m2

Kitchen
40 m2

Education centre
400 m2

Workshop
50 m2

Lecture room
200 m2

Fig. 8 Program of the museum of revolution
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To bring order in the organization of the interior spaces a regular grid is used 

as an underlay for the design. This grid is combined with as sketch model 

which consists out of volumes for the different parts of the program. With 

this model the placement of spaces relative to each other is determined. 

The sketch model also showed the minimum and maximum dimensions the 

building needs for housing of all the functions. By combining the grid with the 

volume study another very important function is added to the design. This 

is the routing space. Like the name of the function already says, this routing 

space is responsible for main streams of movement trough the building. 

Therefor its design and the detailing of this space is very important since 

influencing the movement through the building is an important design goal.
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Fig. 9a Grid structure of 2,5 m x 2,5 m

Fig. 9b Volumes of program clusters placed on the grid
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Fig. 10a Schematic function volumes in the building
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Fig. 10b Functions in the floorplan
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Exterior

Next to the importance of movement another important aspect of the 

auditorium theatre is its sculptural quality. To achieve sculptural qualities in 

the museum it is good to approach the building as if it was sculpture. This 

means starting with a with a basic volume and carving pieces away to create 

an interesting composition. The creation of the composition of the building 

is done in six steps. 

The first step is determining the basic volume to start with. In this case a 

rectangular shape linear to the street. This is done for two reasons. The 

first one has to do with the composition of the three buildings in the park. 

To create the desired symmetric U-shape the museum needs to have a 

comparable length to length of the music school. Another reason is that 

because the volume is longer than it is wide, there is a bigger wall surface 

available for creating a border between the road and the park.

The next step is to carve big chunks out of the volume to make room for 

the entrances. This is done on both sides off the building creating one main 

entrance facing the park and two informal entrances facing the road. These 

two entrances are made for reaching the technical spaces and the library.

Thirdly, the roofs are lowered where possible. This is highly influenced by 

the previously conducted volume study. The height of the volumes gives an 

indication for the hierarchy in the functions. The lower volumes house the 

serving functions such as the entrance, technical spaces, the restaurant, etc. 

while the higher volumes house the main functions such as the museum 

spaces.
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Fig. 11a Steps 1,2 & 3 of the sculpting process
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After lowering some parts of the volume sloped roofs are added. These 

sloped roofs are inspired by some of the houses that are present in the 

area. These houses exist out of different interlocking volumes with all of 

them having separate roofs. This interlocking of different volumes while 

still creating one composition is an aspect which intrigued me and which 

I want to incorporate in the design. The sloped roofs in the museum are 

not used a rule for the whole roof but rather as an exception. These two 

exceptions are not just there for the sake of variation but they also mark 

key points in the museum. Both sloped roofs are located on top of spaces 

in the museum where a transition is happening. The first sloping roof marks 

the main entrance space and therefor the transition from outside to inside. 

The second sloped roof marks the transition from the serving spaces into 

the actual museum spaces.

The fifth step is to carve narrow slits into the volume to let light and air 

enter the volume. The slits also give an indication of the different volumes 

out of which the building is built up on the inside without destroying the 

coherence of the composition on the outside. The building is still readable as 

one whole and not as a fragmented collage. This design decision was inspired 

by a project done by Portuguese firm Aires Mateus in Sines, Portugal. There 

they also create gabs in a simple geometric volume without fragmenting it. 

This tool provids a way to get natural light deep into the wide volume of the 

museum without braking it up into smaller volumes. It is important for the 

creation of sculptural qualities, similar to those created by siza, that building 

is readable as one thing and not as a collage of fragmented volumes.
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Fig. 11b Steps 4,5 & 6 of the sculpting process
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The last step is the creation of the window openings. For most parts of 

the building the window opening are located in the slits that were added in 

the previous step. This is because one of the main functions of the slits is 

to let in natural light and for that to happen you need windows. However, 

there are also some window that are not located in these slits. The choice 

of placing a window outside the slit can be done for two reasons. The first 

one being that the space in that part of building needs more natural light so 

extra openings are necessary. The other reason is that a window was placed 

there to frame a certain part of the context, for instance the window in the 

restaurant. It is placed in such a way that a visitor entering the restaurant 

from the museum has a great view on the auditorium theatre.
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Fig. 11c End product of the sculpting process
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Promenade architecturale

The main tool, found in the auditorium theatre design by Siza, for influencing 

the movement through and around the building is the promenade 

architecturale. Although the promenade architectural is already explained in 

the previous booklet, its definition is mentioned here again to illustrate its 

function. The promenade architectural “leads the visitor through his building 

along a carefully defined axis. The building’s intent is gradually revealed over 

time, rather than at a single entrance. The building is a series of revelations 

and concealments, allowing the visitor to experience the space based on the 

architects objective.”[1] From this given principle the design of the routing 

through the museum started.

The first step in this process was designing the main routing space. This is 

highly influenced by the organization of the interior spaces discussed in the 

previous chapter. By strategically placing the different volumes on the regular 

grid a routing space in between the volumes was created. This space can be 

divided into two categories. The first one is the actual routing space where 

users move from one part of the building to the next part. The second 

category out of the three ‘squares’. These three ‘squares are the entrance 

square, the transport square and the exit square. These squares are not so 

much routing space where people move through. They are designed with 

the purpose of stimulating interaction between different groups of users or 

to have a space where a special action takes place, such as the loading or 

unloading of goods.

PROMENADE ARCHITECTURALE

Organizing movement
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Fig. 12a Volumes in the footprint

Transport

Entrance

Exit

Itinerary

Itinerary

Fig. 12b Squares and corridors of the routing space
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As stated in the research about the auditorium theater, two important 

elements for the functioning of the promenade architecturale are the use 

of light and the placement of windows. For the museum one other element 

was added to this. This is the application of materials as guiding instrument.

When people walk around in a space they tend to walk towards the light. 

This tendency is used for determining the position of the light sources in the 

building. The light sources are strategically placed in a way that they suggest 

the path a visitor is expected to walk. For instance in the main museum 

space. The sides of this space are well lit by natural and artificial light while 

the middle of the space is more dimly lit. The route is not forced upon the 

users nor is the space fragmented into different pieces. Still the light defines 

the different zones in that space provoking a certain reaction of the visitors. 

Another reoccurring lighting feature is that the wall or spaces people walk 

towards is always heavily lit while the other walls are lit by dimmer lighting. 

This gives a space direction.
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Fig. 13a Section Aa

Fig. 13b Section Bb
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Fig. 13c Section Cc
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Fig. 13d Section Dd
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A feature which provides the natural lighting of the building are the windows. 

In this design the amount of windows is limited because an overload of 

windows would destroy the introvert character of the building and according 

to Siza “there is often too much light in buildings made of glass or with huge 

picture windows, which is also an unnecessary waste.”[2] Next to that, when 

windows are everywhere it becomes impossible to frame the landscape and 

therefor the landscape itself lose the interest of the visitor because it is 

visible from every position. So by placing the openingens only on strategic 

places in the building they fulfil four main purposes. The first one is marking 

the end of a part of the routing through the building. This is the case with the 

big window at the ‘square’ in which the route through the museum spaces 

ends. The second one is highlighting important elements of the building, such 

as the walkway around the main theatre space. Another main purpose is 

framing of the landscape which is most visible in the restaurant where the 

window frames a view on the auditorium theatre. The last purpose of the 

window is providing certain spaces with the necessary natural light which 

can be seen in the office spaces.
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Fig. 14a Windows - ground floor

Fig. 14b Windows - First floor
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The last element which is very important in the museum for the promenade 

architecturale is the application of materials. In the auditorium theatre 

paneling is done in all the spaces of which the floor is made out of natural 

stone. In the museum paneling is use in a different way. Here, paneling is 

only applied in certain parts of the spaces. This is done on places where the 

lighting alone was not enough for providing a direction or where lighting 

was no option at all. One of these places where paneling is applied is in 

the entrance space. Here, the route into the museum itself is marked by 

applying the floor material as paneling against the wall. Another application 

is all around the walkway that goes around the museum spaces. Since the 

walkway is brightly lit by roof lights the paneling is used to provide the 

needed direction.
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Fig. 15a Paneling - Ground floor

Fig. 15b Paneling - First floor
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This chapter will be mostly about the second research question. The nature 

of an atmosphere of a space is determined by the user experience of that 

space. Therefor it is important to influence that user experience in such 

a way that the desired atmosphere is created. In the previous chapter 

some of the elements that can influence the user experience are already 

mentioned. These are the aspects lighting, views and the use of materials. 

Until now these tools were mainly used for movement organization but 

they also influence the user experience in different ways. This is what this 

chapter will examine. Next to the tools already described, there are other 

means provided by the analysis of the auditorium theatre which influence 

the experience of a space. The first one are the dimensions of a space and 

their relation to one another. The other one is the difference in ceiling height 

to subtly create thresholds.

First, the tool lighting. Light has an influence on how people perceive a space. 

Without it, we would not be able to notice the things around us. Something 

that is sometimes overlooked that light is not just something that is or is not 

there. There are degrees of light. A space can be dark, dimly lit or lit by bright 

light. These gradations of light are often something which is not noticeable in 

nowadays ‘white box’ museums. Here, completely white spaces are equally 

lit which create an almost sterile environment in which art is placed. That is 

something what I believe is a shame since sometimes, a well-placed spotlight 

or a more dimly lit room can add to the intention an artist had in mind 

when he or she create that specific piece of art. Therefore, in the museum of 

revolution, all museum spaces are lit in different ways creating a wide variety 

of lighting climates. Some spaces are completely artificially lit for the more 

fragile art pieces while other also rely on natural lighting. In the design of the 

museum the light not only adds to the experience of the art itself but it also 

makes sure that the spaces themselves amplify the experience of the art and 

not becoming a sterile background.

 The next tool is the window. Most of the openings made in the building 

ATMOSPHERES

User experience
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Fig. 16a The entrance space of the museum

Fig. 16b The main museum space
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are actually located in the roof of the building. What this provides is letting 

natural light in but, contradictorily to a regular window, it shows little to 

nothing of the context in which the building is placed. These are similar 

lighting conditions as can be found in a church. In a church light is coming in 

from above through the stained glass windows preventing visitors to look 

outside. This gives a church introvert character which makes sure that the 

people inside the church focus on practicing their beliefs while not being 

distracted by the world outside. For the museum spaces this same goal is 

preferable. The visitors should lose themselves in the story of the exhibition 

without being distracted by the world outside. For the serving spaces of the 

museum it is the other way around. Here the building becomes more open 

letting the users enjoy specific framed scenes of the context such as the 

woods, the auditorium theatre and the city center.

For the creation of the interior atmosphere the materialization is inspired 

the auditorium theatre. For instance, the white plaster as wall cladding is 

chosen because the white surfaces emphasize the interlocking of the different 

volumes out of which the interior is built up and the even white color 

provides the ideal background for the shadows of these volumes. According 

to Manel Gonzalez, this is also the reason for Siza to use even colored 

plaster in the auditorium theatre. A deviation from the materialization of 

Siza can be found in the floor. In the theatre Siza applies a beige natural 

stone which gives the spaces a warmer character. This warmer atmosphere 

is not something which fits with the theme of the museum. Revolutions are 

mostly experienced as times of uncertainty, fear and anger. Therefore, the 

floors of the spaces, directly related to the museum spaces, are paved with 

a dark natural stone which ensures a chillier atmosphere. For the spaces 

where people work or study such as the library and the office spaces a 

wooden floor is applied to create a warmer atmosphere relatable to the one 

created by Siza in the theatre. For the technical spaces, a darker concrete 

was selected since these floors will be used in a courser way for which a 

wooden or natural stone floor is way too sensitive to damage.
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Fig. 16c The walkway around the main museum space

Fig. 16d The last museum space close to the library
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The next tool are the dimensions of the spaces. The dimensions of a space 

have a big influence on the way a person acts and feels in that specific space. 

An example of this is the difference between an low and wide space and 

a high and narrow space. In the wide an low space a person feels bigger 

and more free to move around in that space while in the high and narrow 

space a person feels smaller and more restricted in its movement. Also a 

more square shaped space is more likely to feel as place to stay in while a 

narrow elongated space stimulates movement in a certain direction. This last 

aspect is something that is most visible in the main routing space by using 

the principles of squares and hallways. It is actually something that is used 

throughout the museum. Also in the museum spaces there is wide variety 

of spaces which not only provide different kinds of atmospheres for the 

different parts of the exhibition but also contribute to the suggestion of 

movement through the building 

The last tool, ceiling heights, is closely connected to the previous one. The 

ceiling heights are for a large part responsible for creating hierarchy in the 

interior spaces. Figure 17 shows that most of the serving spaces such as 

the shop, the wardrobe, the restaurant, the toilets and the hallways all have 

relatively low ceilings while the main spaces such as the museum spaces and 

the different squares in the routing space have much higher ceilings. Next to 

that the ceiling height is also a tool for creating subtle thresholds between 

spaces without interrupting the movement of the users through the space. 

Something a door or a small elevation would do. This can be seen in the 

museum space where the walkway around the first museum space cuts the 

museum space in two pieces.
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Fig. 17 Difference in ceiling heights

High Low
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One of the most intriguing aspects about Siza’s design for the auditorium 

theatre is his attention for details. Especially the drawings about the building 

reveal that everything is designed, even the emergency signs and the exact 

position of the fire extinguisher. The most important lesson that can be 

learned from Siza’s way of detailing is that the details contribute to the 

architectural language of the building. For him, it is not enough that the 

details function properly but they should also be coherent to the overall 

experience of the building. This same attitude is applied on the details of the 

museum of revolution.

One very important aspect in designing the details is the materials used in the 

building. The three main materials used in the museum are Nero Marguina, a 

black polished marble from spain that is used for the floors in the museum. 

Because of the polished finish, it suits exactly the characteristics that are 

required for the museum floor. The interior walls are finished with a very 

small grain plaster to give it some texture without becoming a distraction. 

The cladding of the outside walls exists out of long narrow slabs of honed 

travertine, a natural stone from Italy. This stone has proven his durability in 

the Mediterranean climate and one of the qualities of the stone is that there 

are subtle color variations in the stone which will give the façade a certain 

kind of fuzziness. Next to the three main materials two other floor materials 

are used. The first one in oak wooden floor for the library, the lecture room 

and the offices to give them a warmer atmosphere. The other one is a dark 

concrete floor in the technical spaces since this floor should be able to 

endure heavy usage.

DETAILING

The binding element
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Fig. 18 Materialization in the floor plan
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Fig. 19a Ground floor
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Fig. 19b Ground floor split level
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Fig. 19c First floor
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Fig. 19d Second floor
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 When looking at the actual details of the building there aspects that need 

further explanation. First of all, the dimensions of the travertine façade slabs. 

They all have a varying length between three and a half and one meter 

and a height of three hundred thirty centimeters. By placing these slabs 

horizontally on the façade they emphasize the horizontal orientation of the 

building.

The windows are placed as far as possible into the walls. This was done to 

let them relate with the slits made in the volume of the building. This is very 

visible at the windows in the restaurant part. They continue the rhythm of 

the cutouts.

Because the sloped roofs are visible from the ground they were cladded 

in the same material as the facades to contribute the massiveness of the 

building. A system is used which makes it possible to place tiles on the actual 

roof by means of supports. The water will run down the slits in between 

the tiles onto the actual roof and will be collected into a gutter at the end 

of the slope.

The floor and roof packages are quite thick but this is done to leave 

enough space between the ceiling and the constructive floor for technical 

installations such as ventilation shafts, wiring, etc..

The window frames of the roof lights are imbedded in the wall making the 

flush. The gutter to dispose the rainwater is also placed inside the wall to 

have the least amount visible materials other than the main materials of the 

building.



63Masterly Apprentice 

Fig. 20 Expression of the exterior of the building
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Fig. 21a North elevation

Fig. 21b East elevation
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Fig. 21c South elevation

Fig. 21d West elevation
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Fig. 22 Technical section of the facade
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Fig. 23 Technical floorplan of the museum shop
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Fig. 24a Detail: Foundation with glass
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Fig. 24b Detail: Floor and wall with glass
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Fig. 24c Detail: Foundation without glass
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Fig. 24d Detail: Eaves
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Fig. 24e Detail: Eaves with tiles
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Fig. 24f Detail: Connection tiled roof to wall
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Fig. 24g Detail: Rooflight high part
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Fig. 24h Detail: Rooflight low part
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The design of the museum of revolutions is visibly inspired by the auditorium 

theatre designed by Alvaro Siza. The design process contributed to form a 

real understanding of Siza’s design process. The design process is an extension 

to the knowledge acquired from written texts, sketches and drawings, the 

interview with Manel Gonzalez and other sources of information. The 

creation of the design give practical insight what the theories and tools 

actually mean and how they can be applied.

Now it is important to link this acquired insight to the main question; ‘Given 

the tools acquired from the analysis of the auditorium theatre, how can the 

movement of users through and around be orchestrated in a subtle way by 

the architecture of the building and how can architecture evoke different 

kinds of feelings differing from space to space?’

To answer the first question, there are three main tools that turned out to 

be the key factors in organizing the routing through the building. These tools 

are lighting, windows and materialization. Off course there are other aspects 

that play a role in determining the routing but for the design of the museum 

of revolution these three are the most important. Given the fact that people 

are attracted to well-lit spaces, lighting can be used to pull people towards 

a certain space. The other way around is also true. By not apply lighting in 

a space people will pay less attention to that space. Next to the lighting 

an exciting scene also draws the attention of people in a certain direction. 

This scene can be provided by a window framing an interesting part of the 

context but this can also mean a clever framing of a space in the building by 

the building itself. The last tool is the materialization. It turned out to be a 

tool which could provide an elegant solution where application of the other 

two tools was not possible.

The answer to the second question can have many possibilities. But 

considering the principles learned from the auditorium theatre the design 

of the museum of revolution contains two main elements that evoke certain 

CONCLUSION
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feelings people can experience in a space. These two are the dimensions of 

a space and the lighting of a space. As explained in the previous chapters the 

dimensions of a space can give a person an oppressive feeling, a feeling of 

freedom and everything in between. Same goes for the lighting. An equally lit 

space is a very understandable space but might become dull while a space 

full of shadows and different degrees of light might be more confusing but 

also evoke a certain kind of exploration drive in people. The most important 

about the application of the two tools is that there is a variety in the spaces 

people move in. Spaces should not all be very clean and understandable nor 

should they all cause overstimulation. It is all about finding a good balance 

between the two to make the experience of a building truly unforgettable.  
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REFLECTION

Being part of this graduation studio has showed me the true meaning of 

learning from reference projects and architects. Throughout my entire 

period studying architecture the importance of references was emphasized, 

but a reference was never more than a beautiful image that served as an 

inspiration or a certain way of organization of a space. They were always 

loose bits and pieces but never a full analysis of the reasons that led to that 

specific design decision.

This studio gave me an opportunity to really put my teeth into an architect 

and not let go until I uncovered all the answers on how he designs. No 

longer was it just about a nice image or a very specific design solution. 

The opportunity was given to find the underlying reasons for the design 

decisions and to reflect on them.

The studio has two aspects that I appreciated the most. The first one is the 

opportunity to put the found knowledge form the architect into practice by 

creating your own design. While studying the writings and drawings about 

the auditorium and Siza already gave me a great insight in how he designed 

and why he does the thing he does. It was not until I start working with 

these acquired tools that I started to experience what the opportunities 

of the tools were but also what the consequences were of working with 

these tools.

The second aspect and maybe the most important one is the opportunity 

to learn from each other. It is so helpful to build upon the knowledge 

already acquired by previous generations. This prevents you from constantly 

having to reinvent the wheel since there is a big chance that one of you 

predecessors already faced the same problems you are facing now.
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