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The characteristics of Barcelona’s rooftops are suitable for a garden. Up there, the order of the city becomes a broad, near horizon,
there is a vast quantity of surface area available, plenty of sun, the city’s noise is diminished…
The garden organizes the use of a forgotten site, building the possibility of a new community the size of a city block in the Ensanche
district. This shared space created on the rooftops puts each home in contact with a larger number of neighbors, with the intention
of building an intermediate community between that of the home and that of the city as a whole.
The concerns of this graduation project have reappeared in the work of the studio: reading in the possibilities of today’s city
what its future might be; the intensification of what already exists, rather than creating something wholly new; the concern with
recycling; introducing greenery into a dense, solidified city, with elevated landscapes on pergolas or roof terraces; identifying a
community and helping with its construction....
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Reference points for this project included the Ramblas of the city, a promenade between ever-renewed planters of flowers; the
city’s cloisters, with their tranquil circulation, and the Ciudadela fountain, a walkway with changing heights in relation to the trees.
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Process In Full View
Ricardo Flores, Eva Prats

This book seeks to communicate what is essential about our work: the time we spend doing and making things, the process.
It explains how we work, and our approach can be seen by looking at our studio. The physical space has books, papers,
models, molds, dragons, virgins and hats, everything that forms part of the daily evolution of the ideas contained in the
projects. Our studio is a workshop where the world of building mixes with the world of education, of friends, visitors, and
colleagues; it is somewhere able to hold all the drawings created over all these years, all the time it has taken to draw them.

one topic, the one that absorbs us: the process that is filtered through the papers and the books; the process that includes
wonder and surprise, the unexpected, the mysterious and the undecipherable, things which this book cannot contain.
This book reveals the materials of different periods and projects, the layers that have been building up on the walls, ceilings
and tables over these past fifteen years, like traces of projects that have filled the rooms. These photographs by Adrià Goula
become tableaux that describe the time that has gathered on the surfaces, the accumulation of materials that mix dreams
with ordinary details.

The book reflects the visible studio, and it also hints at what lies just beyond the reach of vision. A non-systematic book
without breaks, or white walls, or flat roofs, or smooth floors; where the figures go back centuries and where there is only

28

29

This book is the opportunity to gather together and present the material with which we make things, not appraising it through
the transitive prism of inspiration, which makes it always for or from something, but instead recognizing its material quality,
as a thing, identical at any juncture of a project. A work is always the sum of all the materials produced during its conception,
so that it can be explained with each one of these materials.
By placing the process at the center, we bring our work closer to procedural art; our friendship with certain artists friends therefore forms part of this book. One can see the shared feeling with which their work influences our own in many collaborations;
their gazes have changed the direction of how the ideas have evolved. Meanwhile, the work of the various photographers with
whom we have collaborated has brought back projects to the studio so that they can rejoin the process of the projects. Their
work has helped us view the finished product not as an ending, but as material proof of ideas that will keep on changing.
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The book is a container of processes, without a beginning or an end, a trunk that, when opened up, on any of its sides, invites
you to participate in a conversation that moves in no direction, either forward or backward, based on the material produced in
the studio on a daily basis. These documents have helped focus the attention of a dialogue at the time of developing the projects, and are the work of several pairs of hands. Frank Stahl, Els van Meerbeek, Jonny Pugh, Jorge Casajús and Oriol Valls,
among many others, have made it possible for the studio to give continuity to a work that is partially on view in these pages.
Since 1998, the year in which we founded our studio, we have focused on developing the ideas and interests behind each
project, gradually defining our approach which, instead of trying to provide solutions, seeks to research the possibilities
opened up by these subjects. But this research has always been linked to the responsibility for making and constructing; to
an interest for projects to be carried out and built. We choose to research the reflexive, material aspect of the built work, attaching importance to the making of things as a way of finding that rhythm which does not depend on the effect of causality,
of the commission, of the circumstance. Therefore, for all these years, the most important thing has been the continuous and
uninterrupted experience of planning and building projects, with the freedom of interpretation offered by the built project.
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From the first pages, we have mixed things up with the elements of drawing. Initially with Enric Miralles and then in our own
studio, we learned to increasingly trust in drawing as the discipline which enables us to incorporate, in a single plan, the
multiple dimensions of reality. The contact with the plans lies at the heart of our work, and therefore they are reproduced
here amid the models and the works, the drawing with the thought process behind it, with the materials that it produces itself
along with the construction.
As a tool for observing and recording time, drawing has taught us to superimpose different periods within a single document,
making them coexist, and therefore throughout this book we have included works in old buildings with drawings that insert
new lives within the old ones, projects that arise out of those that came before. Transforming some things into others, drawings and then works do not offer a glimpse of what existed before and what happened next, but instead show a continuous
thought process that goes backward and forward in time, erasing physical and temporal distances. In fact, including the
Museum of the Mills, the Casal Balaguer, the Providencia House and the Sala Beckett-Obrador Internacional de Dramaturgia
in the book makes it possible to understand an evolution in the understanding and in our perspective on the rehabilitation of
buildings, the pleasure we take in mixing together all the periods of the lives that could have inhabited them—an essential
part of our project process.

All of these academic experiences share a common working method: drawing by hand as a means of making mental progress in full view of other people. In this sense, school desks are similar to our studio tables, where drawing is a tool that allows
doubt to enter, that makes visible the difficulties of moving forward; at the same time, this method enables progress, precisely
because these difficulties are on view.
By including such a wide variety of data in our drawings, we have become used to moving closer to the thoughts surrounding them: once a problem has been fixed, the next stage is almost to forget about the purpose of your work, as a type of
distraction. Then you return to the problem. But there is an element of distraction, of erratic thought, that makes it possible to
take leaps in unexpected directions, incorporating the different aspects that make up a single reality. This work, which allows
interruptions by accepting detours, is the subject of this book. Apart from the drawings that synthesize and evolve them, the
projects appear in these pages accompanied by this surrounding world, parallel distractions with which they have coexisted.

The Plaza Pio xii and Building 111, both projects with strong participation from the local community, gave us the opportunity
to discover whether we were capable of incorporating a wide range of voices into a single plan. By adopting this method of
working, promoting an inclusive form of architecture that can include a wide variety of opinions and knowledge, drawing has
given us the freedom to fit all these aspects onto the same sheet of paper.
The book also refers occasionally to university workshops, held in Barcelona and other cities. These are opportunities for us
to transfer some of our studio research to the classroom setting, in an effort to connect these two worlds. During the process
of looking for exercises to bring these interests closer to the students, we have had to view the topics objectively, in order to
ensure everyone, students and teachers alike, are able to join in the same discussion.
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(Not) Drawing on Site
Drawings travel from the studio table to the construction site.
These documents contain all the information and knowledge
about a fragment of the building; we wish to pass this information
on to the builder. They become “letters” where we have drawn
and written down all our visual ideas on a very specific matter.
The precise definition of the geometry is fundamental. This is a
job done in the studio, and it requires great patience.
By precisely defining, with geometric rules, the constructive elements, one minimizes the possibility of the craftsmen working on
the construction making their own inventions or interpretations.
With these drawings, plans with the necessary measurements,
we help to layout things on site. We bring out strings, rulers,
triangles, make compasses, in order to draw the project with the
same level of precision as in the studio tables. The measuring
and drawing tools that are used on the construction are equivalent to the ones we used in the studio.
But there is another type of drawing that we seek to avoid at the
site. We refer to the spontaneous drawing, designed to resolve
problems that arise on a daily basis during the construction. We
try to avoid coming up with direct and instantaneous solutions,
because we worry that in these immediate answers we lose sight
of the overarching vision of the project.
Many answers exist for the same building problem. It is therefore
essential to bring problems to the studio and to draw them carefully, seeing them within the context of the entire project. In this
way we avoid the situation in which an immediate, correct and
successfully implemented solution in itself ends up taking away
from the overall idea of the project.
Therefore, some drawings, but not all, need to be done on site.
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This open model shows that the work is focused on the edges, the walls and roofs, altering the holes as it moves from the outside inward. The hole is deformed and stretched out in volumes that contain the exhibition and the light at the same time. These
represent a change of scale and dimension of the window, a resonance of the light contained in some chambers.
The work at the edges also expands the inside toward the outside. Each hole produces a twofold effect, both defining what will
happen on one side of the wall and on the other: an equivalent space, a reflection of the inside, appears on the outside, in the
sunlight. Walls and roof then have two sides, generating a resonance of the museum’s presence within its immediate surroundings, in the small neighborhood streets.
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Hardly any difference exists between the state of the ruin caused
by time and that caused by demolition, both types hurt the building,
although demolition takes less time, a process of decay compressed
in time. Throughout the rehabilitation project there is a moment of
demolition: progress is made by destroying before rebuilding. Initial
demolitions found a hidden construction that led to changes in the
initial project design.
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Liquid Light
Our eyes need a few minutes to adjust to the contrast between the sun outside and the regulated, interior light. On entering
one of these ancient, geometrically primitive constructions, it feels as though we are entering a cave, a rock. Although we
are actually at street level, it feels as if we are walking into an underground grotto, a space lit up for the first time.
In this project, the skylights are always linked to the concept of erosion, of excavating the stone. That mass of Marés stone made
us feel that the light would be stained as it passed through, giving the inside a cloud of colored light, impregnated by the material
quality of that construction. Therefore the project sought to make the light take its time when crossing through the thick barrier
between the outside and the inside.
Visitors to the museum pass through the middle of the rooms, in a half-light, until reaching a point lit up against the wall, pulling
them toward it. These “sanctuaries” contain the objects on display, and are illuminated by a light opening that is out of sight.
These folds and setbacks in the walls and vaults create recesses and chambers, defining the space through oblique light that
escapes from the screens that hold it against the wall. The rough textures of the new surfaces create small shadows as the light
passes through, continuing the etched circular surface of the Marés stone that has been accumulating marks for three centuries.
For the walls we used windows that had been forgotten and were passed down to us. Sometimes their positions did not help the
exhibition, but the enormous thickness of the walls made it possible for light to enter, deviating its direction like a letter box. Seeing the light entering without seeing its source makes us feel as though we are inside somewhere far removed from the outside;
we do not know how many layers or chambers the light has had to cross before reaching us. These letter boxes dematerialize
the wall, taking away its gravity and making it transparent.
Unearthing certain fragments of the vault from underneath the ground that normally covers them enabled the light to slip along
its always hidden convex side until sliding into the interior, making that thinnest of outer shells visible. The opening to allow the
light to leave at the low point was cut away right at the base of the vaults. This decision to let the contained light escape at the
exact point where the entire weight of the vault is placed makes it seem to levitate, suspended in mid-air. Again the light, as in
the walls, inserts a contradiction to the whole building’s weight, converting the stone into something light and almost immaterial.
With this project we began to understand and experiment with natural light as water, with the idea of liquid light. We experimented
with its capacity of concentrating intensity, passing through thick stone walls, making its way to the inside, tirelessly descending,
meter after meter, as found in ancient Egyptian burial chambers.
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Drawing without Erasing
In the studio, our daily work is mainly based on drawing by hand and building models. We are particularly interested in continuing to
work using our hands—even though we have begun to use computers—because of the direct contact between the hands and our mind.
Buildings are still built by hand, and it seems as though hands are better at measuring and drawing than at building. While hands move
we have time to think and observe our actions. The tools are connected to the hand’s slowness, so this way of working is able to give
us the experience of moving slowly.
We draw using pencil and ink, rulers and set squares, on tracing paper. This makes it possible to make changes without erasing, drawing over and over again with the tracing paper above the previous drawings, re-drawing the previous steps of an idea. Complete and
incomplete drawings are mixed together and pile up on the tables, so that the entire project can be reviewed at any time. Its physical
presence is evidence of work carried out, and also shows what remains to be done. The dirt that steadily accumulates on the drawing
as a result of the work makes it possible to see how long the drawings have been worked on, and also to detect doubts, moments of
indecision, the places of greatest tension in a project’s development. Therefore the drawings start having areas in which you cannot
make out a specific line, but instead a blot that contains thoughts.
This is something that never happens with the computer. Print outs are too clean and do not show the density and the areas with the
most sediment of thinking that lies behind each drawing. There is no evidence to suggest the history of the development of an idea, the
process of a drawing’s evolution, which in our opinion is essential to understand the entire project.
Recognizing decisions with the pencil, with the hand, with the eye focused on the line, an intense hand-eye relationship… seeing in
this working technique not so much the representation of a specific thought but the possibilities of its research and communication…
is one of our studio’s main activities.
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The Discipline of the Existing

This text forms part of a book currently being published in Italy,
edited by Pisana Posocco and Manuela Raitano, Quodlibet 2014.
Drawing time. The advantage of working on old buildings is that we were not involved in their creation, meaning we
can play the role of observer. The work begins with observing what others have done. Observe by drawing, recording
everything. At the Museum of the Mills in Palma de Mallorca, the gaze moves constantly between this structure and
the work by Carlo Scarpa, an immediate influence in those early years of work. In Scarpa’s work the different historical moments the building has passed through are defined and distinguished for visitors to recognize and reconstruct
their historical development. However, gradually we began to reflect critically on this approach, considering that the
division into clearly identifiable historical periods led to over-fragmentation, while the amount of detailing competed
for the viewer’s attention.
Therefore, we started to think about a more subconscious experience of moving around the building, where the result
is more diffuse, closer to the discreet and calm whole that is the ruin when it presents itself as such, awaiting patiently,
in silence, for our evaluation. This ruin that describes the passage of time in visible features, does not separate out
different periods, but fuses them to make of the building a palimpsest.
Accepting the accumulation of history in an existing building requires discipline; it means accepting the ghost that
manifests itself in the building’s past as a physical quality imbued in things by time. This is the state that interests us:
valuing all those lives with a univocal gaze, where no single one prevails over the rest, with no concern for what came
earlier and what later, or for where one period begins and another ends. So gradually we began to turn our gaze away
from Scarpa and towards Borromini and Jujol, and their capacity to distort by transforming buildings. This is a work
of metamorphosis that modifies what it finds on the basis of the very strength of this preexisting building, of its own
geometry, gathering momentum from it in order to amplify it and take it into a new dimension. The result retains much
of what was there at the start; this foundation is distorted but still recognizable in the new complex. Our work has thus
turned from one approach to the other, even in the midst of developing four renovation projects that occupied our
studio from 2000 to today: the Museum of the Mills, the Casal Balaguer cultural center, the Providencia House and
the Sala Beckett-Obrador Internacional de Dramaturgia in Barcelona.
natural light. For the Museum of the Mills in Mallorca we worked to amplify these existing qualities and geometries,
deforming them to the point that their influence on the space containing them is multiplied, thus helping to accommodate the new program. The former mill was transformed from a grain store into a city museum. This change from
private to public use means that the spaces require more volume, dimension and scale, leading to the initial excavation
of the ground level inside the building, which was lowered by one meter.
The building accepts this intervention without difficulty, as it seems to be a construction created out of the place itself—using the very stone that forms the bedrock of the island, it emerges from the hill on which it stands. Its vaulted
interior, enclosed by thick walls, resembles a cave that is entered across a broad threshold and gives the impression it
holds up a mountain. Thus, the work here is one of excavation, allowing in rays of light, with a single finish as if it really
were a hollowed-out mountain. The light alone gives form to these spaces, nothing interrupts its passage. It descends
with such power that it appears to deform the planes it encounters, becoming visible in the slight roughness of the
surfaces that contain it. We see the light rest on these planes, filling those big skylights, and the whole experience is
concentrated there: light and mass.
For us, this hypnotic power of the light, in its passage from the high-up entry point down to the ground, became a
working theme that accompanies the programs and uses, allowing us to oscillate between a shared theme and one
that is particular to our practice, in a constant back-and-forth where one helps to resolve the other. In the end, the
project became a single thing in which the spatial quality, light and program can’t be separated, making it impossible
to distinguish who generated what.
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using history without distance. We value the physical quality of the time contained in the building, without giving
more importance to any particular period if observation does not distinguish between epochs, then action should not
create distance. We act from the interior, a physical and direct thought, transforming the building with the decision to
reoccupy it, to grant it a new phase, and to extend its lifespan while making it more sustainable. Drawing the building
over a long period enables us to make decisions about it, and as such the drawing gives us the confidence to work
on what we found there without distances in space or time, in a temporal continuum that means the new interventions
are incorporated and blended with the rest, and look as if they had already existed.
The project for Providencia House in Barcelona, designed and built between 2002 and 2008, enabled us to continue
this investigation of light and skylights as the project’s center of tension. The unity of the planes that contain the light
is geometrical, with the continuous folding, but unlike the Museum of the Mills, where they resulted from an excavation, here the large skylight is formed from walls that draw the light down towards the ground floor. A single column
of light three stories high concentrates all the tension of the project.
The project for Casal Balaguer in Palma de Mallorca was designed between 1996 and 2002. Here, the work with natural
light joined with the need to restructure the circulation in a building which successive additions had turned into a confusing labyrinth, the result of the many generations that had occupied the site. Our work accepted this amalgamation
of epochs on the basis of the distortion of some things into others, the metamorphosis of certain elements that are
transformed as new parts of the program are added to them. An attitude of drawing what already exists as a starting
point for progressing in the evolution of the building and its spaces.
For the new Sala Beckett-Obrador Internacional de Dramaturgia, we focused our observation on the existing building
as the starting point for the design. The goal here was to extend a former workers’ cooperative building in Barcelona
to twice its size, without losing the existing spatial layout of the mansion that housed the cooperative. Treating the
past as a potential future has permitted us great freedom in our approach, and we started out by retaining the original
structure, together with the warmth conveyed by the various decorative details the building still retains. Our intention
was to end up with a building where there is no distinction between old and new, where everything is geared towards
the new use, the building and decoration functioning together.
inheritance. We work with everything we inherit at once, without granting one period priority over another. Instead, we
value the whole as a new presence that for us is contemporary and which we approach in order to decipher its rules,
in order to design its own future. In all the projects presented here, despite the differences due to the way our thinking
has evolved, the outcome is the generation of newness with both inherited things and new things. As we see it, it is
a work of distortion that takes up what is there as the starting point for designing. It is a metamorphosis of geometry,
but also of materials, of the proportions of voids, and of dimensions.
In all these cases, the length of time separating us from their original construction amounts to centuries, and at the
same time they are undergoing change from private to public use, which entails a change in their spatial qualities.
Their new purpose grants us the freedom to design a new building within the old one, investigating the physical and
spatial qualities of the new construction. Treating it as a construction, without the constraints of the use for which it was
intended, allows us to stop viewing it as building on a domestic scale, and evaluate its spatial and physical qualities
as the starting point for a new occupation.
Discovering the unfinished quality of the original building gives rise to the idea that the actions it has undergone are
not over, but that it is still evolving, imperfect, the result of a sum of stages of which ours is only one—and not the final
one. This is a dialogue that begins with our trust in what we encounter, a positive approach that values and respects
it as a sign of an earlier occupation, ascribing the project a sense of time that means it comes to form a part of this
inheritance, one where in the end it is impossible to identify what period the building belongs to.
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Plaza Pio xii Sant Adrià del Besòs, Barcelona, 2002-2005

Participation
After winning a 2002 competition to renovate Plaza Pio XII,
near the Gran Via and where the municipal area of Sant
Adrià de Besòs begins, we were invited by the city hall
to embark on a consultation process in conjunction with
the Neighborhood Association. Local participation in an
architecture project is still unusual in Barcelona, and was
even less common at that time. With the first ideas about
the future of the site, an informative session was presented
in the plaza that was the subject of the project, in order to
find out if they were happy with it and if they had suggestions to make.
Sheet, speakers and model
The first chapter of the process took place in a festive atmosphere: the local residents hung a sheet in the square
and we took along a projector and the model. The Neighborhood Association brought some speakers on wheels,
and while we waited for it to get dark they played summery
music. Intermittently they announced the “Meeting in Park
1 [the name the plaza was given when the housing blocks
were built]… for all those who want to learn about the project… this evening at seven…” When the light began to
fade, we began to show the slides of the proposal, in the
middle of the plaza. The residents followed the explanation
and approached the model to touch it. The city’s head of
planning led the meeting and, with the help of a single microphone, directed the question-and-answer session. People continued to arrive until they totaled some two hundred.
Monitoring committee
At this open-air session held in the plaza the next stage
was prepared: setting up a monitoring committee, which
we would meet with at regular intervals over the next six
months. The idea was that the residents would pass their
ideas and concerns to the committee members, and they
would pass them on to us so that we could progressively
add detail to the project.
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There were some five meetings of this kind, some in the
plaza and others in the Neighborhood Association offices.
After the meeting we had a list of issues that the residents
were unclear about, or believed should still be included.
These issues were very specific: non-slip paving to avoid
falls in damp winter weather; separation between areas
for adults and children; and avoiding bushes where drug
dealers can hide—this being a common activity in the current plaza. The type of planting was discussed generally:
planting eucalyptus trees where the plaza turns the corner;
maintaining the willow trees in the car parking area; keeping the three palm trees planted years ago by a resident
to mark the birth of her children; and the colonnade of
lime trees along one side of the park. Other issues were
also discussed: the access requirements for motor vehicles
(ambulances, deliveries, and so on) in front of the buildings; placement of outdoor tables in the bars that give on
to the plaza; the location of trash collection points; and the
design of the benches (recycling the existing ones). It was
agreed that a line of small pergolas included in the project
entry would be omitted, while the larger pergola would be
retained in its original form: the residents, who had always
felt they were in a kind of no man’s land between Sant Adrià
and Barcelona, didn’t want to lose an element that could
help provide the new plaza with a strong identity.
These meetings were very helpful in giving shape to the
project: our responses to the lists of residents’ requirements, in the form of drawings, gradually built up trust on
both sides that we were building together a well-rounded
project for the site.
The model in the window-shop
Everything came together in an agenda that began with
the meetings and adjustments to the draft project, between
May and December 2002, up to the delivery of the executive project in mid-2003. The work began later the same
year and continued until the end of 2004 and, in the course
of the work, a model and a number of perspective views
were set up in the window-shop of a garage on the plaza,
for people to see the final plans. Over the different phases
of the work the residents’ representatives remained alert
to progress, and continued to participate in the project
with comments, questions and observations, whether in
a personal capacity or through the monitoring committee.
They conveyed in both directions the issues of concern to
the residents as well as matters internal to the construction work, meaning they played a key role in keeping the
neighborhood informed, and helped to ensure that once
the plaza was completed, it was rapidly incorporated into
everyday use.
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The Social Dimension of Housing
In a context of global crisis, collective housing can contribute to creating stability and restoring the trust that seems to have been
lost in many layers of today’s society. Trust in our neighbors, the ability to rely on them, the generation of a community where
we can feel supported and able to seek support whenever we need it: this is a basic necessity today and one where architecture
has a decisive role to play. The profession can help to reverse the trend towards isolation and individuality, and instead foster
communication, relations with our neighbors, physical and verbal contact, so that the neighborhood can function as the primary
social structure within society. Building 111 in Barcelona researches and experiments with this issue, seeking to generate a setting that favors interaction between neighbors.
The center of the project is a large empty space, occupied by three trees and a fountain, surrounded by balconies and terraces,
resembling a grand theater whose stalls are surrounded by boxes and galleries all facing inwards. Here, the residents emerge
to spend time on their balconies, to speak to someone, or to gaze at the landscape through the expansive opening that frames
the Torrebonica park. This communal courtyard is a platform for social interaction, where people from very diverse backgrounds
and cultures communicate and build friendships: the large empty space space brings them together. Just as in the theater, the
dimensions and proportions of this space were key so that the tension between neighborly boundaries and interaction found the
right balance.
This central void is reached by an aperture in the great mass of the building. The façades act as a textured carapace, which with
its light and shadow enters into dialogue with the surrounding pine wood. The complex presents itself to the visitor as a massive
boulder in this landscape of pine trees and dry ravines, that erodes just as the landscape does to create passages and connections between the volumes of housing. There is a balance between this unitary exterior, which resembles a single house, and the
multiple interior, where the 111 houses are expressed in folds and balconies in all their individuality: this powerful and expansive
façade, with its ancient gravity, contains and balances a fragmented, friendly interior.
The route across this courtyard from the street to inside the apartments is modulated into a sequence of scales and progressive
change from the most open and public to the most intimate and private. The closures are blurred and deployed in overlaid folds
to enable each extreme to meet, working on the boundary to graduate this relation between public and private. From one extreme
to the other, from the bedroom to the street, the route is varied and always different. The greeting to the family merges with the
greeting to the neighbors in the courtyard, which becomes an extension of the family nucleus, where friends and acquaintances
accompany our day-to-day lives on a secondary plane of privacy.
The ease with which parents allow children to play in the courtyard, where the daily shop can become a collective activity, or
where the door of the house opens with such naturalness to invite another in, all confirm that architecture can help to produce a
space of trust, and generate an urban fragment that fosters a culture of sociability.
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