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Archiving 
what exactly
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At first I would like to state that the idea of a project 
journal as a way of collecting thoughts in a quite 
strictly curated layout always stresses me out too 
much to commence right away. . .

So here I am, starting this journal with a 5 (five) 
week delay. 

Please enjoy. 

initial note
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Before starting with an actual design for the VAi 
archive, we were all supposed to investigate one 
of the pre-selected precedent examples in the 
groups of three (or four). Aside from conven-
tional research of how both the building and the 
insitution operate, we were expected to work on 
a scale model and recreate the given photograph 
for the sake of an atmosphere exploration.

The group I’ve got assigned to was about to ex-
amine Arrhov Frick’s intervention in Stockholm 
located ArkDes (Swedish National Centre for  
Architecture and Design ) - as the latest inter-
pretation of what an architectural archive might 
be. 
From the very beginning, the most intereting part 
of this project was the fact it was not yet finished 
for the next three weeks (September 27th). All 
that we could find this far were rather specula-
tive images of what this space is supposed to look 

and an information that the structures visible in 
the picture are repurposed from dismantled Box-
en - a precedent exhibition designed by Dehlin 
Brattgard. 

We decided, therefore, to firstly trace back all 
the information we could gather about ArkDes, 
Boxen, Arrhov Frick, and their approach towards 
redesigning the Centre. 

Research Model  |  ArkDes

Boxen by Dehlin Brattgard, 2018 the new ArkDes by Arrhov Frick, Olivier Campagne, 2023



Arrhov Frick, 2024 
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Analysing the image

Oliver Campagne, 2023



In a our search we have quickly found out that 
the Image has to be a zoomed fragment of a big-
ger image. We have done some cropping just to 
test it out and prove our thoughts. 

Moreover, tracing back the authorship of so-
thought pictures, we have discovered that the im-
ages are actually renders made by a skillfull visual 
artist Olivier Campagne. 

That changed the logics of our thinking to more 
digital driven with softwares becoming actual 
tools of reference. 

It has also switched the rajectory of how what 
we want the final picture to resemble: a wishful 
visualisation or true to reality picture. 

Oliver Campagne, 2024
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Arrhov Frick, 2024

Oliver Campagne, 2023



Bruno Teles Xavier, 2024Kieran Long,  2024
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Since both architects and ArkDes haven’t been 
giving away any information before their Grand 
Opening, we were forced to explore different qua-
si-archival sources (e.g. afasia) to find Arrhov 
Frick’s sketches and “plans”. 

Their catalogue sketch appeared to be crucial for 
the working process since we understood that the 
whole idea is about the furniture loosely floating 
around the Exercishuset hall. 

Moreover, it helped us in preparation of the ma-
terial to assemble the objects in the correct scale. 

With some essential help from Daniel, who used 
his internal contacts to get us some behind the 
scenes images from ArkDes refubrishment pro-
cess, we could compare designed objects with 
their sketchy, linear catalogue found on the web 
(through Kieran Long’s LinkedIn profile).

Gathering information 



Arrhov Frick, 2023
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Bruno Teles Xavier, 2024



Kieran Long,  2024

Arrhov Frick, 2024
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In order to execute the image properly we had to 
test out the objects identified in both the source 
image and architects’ catalogue. 

Knowing that our shot has to be quite wide , we 
have picked the 1:30 scale as our reference point 
in order not to being obligated creating a redun-
tant model only for the sake of detailed zoom 
in of the final shot. We were about to recreate a 
render anyway.

Parallelly we were also sampling the finishes for 
the only still elements of the picture - the walls, 
the floor and the ceiling. 

Sampling: materials | objects | lights | textures | finishes
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By the end of the third week of model work we 
had to finally make an attempt to a proper pho-
tograph. However, we still didn’t know how to 
execute some of the effects visible in the image 
(especially knowing that all of them were actually 
digitally produced in Olivier Campagne’s high-
end hardware devices). 

We have prepared a quick reproduction of the 
plan to rationally situate made objects in close 
to actual relation to each other from the source 
image. 

In the photographic studio we could manage to 
fabricate  the environment of an almost complete 
darkness, that could help us to recreate the source 
image - clearly visualised in a “windows closed 
and shut” setting. 

Testing the image 





PB

30



After seeing the results and comparing them 
with the source image(s) we already knew what 
kind of changes are needed for the image to get 
as close to the original, as possible. However, at 
this stage we realised there are aspects of the im-
age that simply can’t be recreated with analogue 
technique - even via a digital camera. Some of 
the angles were just impossible to match exactly 
with the originial render.

At this point we decided our photo needs to be 
somewhere in between those two visual languag-
es. We went through the material over the week-
end and walked into the photo studio right after.
With the desired quality in mind, we started the 
final photoshoot, also considering taking some 
complimentary shots, if explain Arrhov Frick’s 
intervention solely through those images.

Depicting the render



original image | Olivier Campagne for Arrhov Frick
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image reproduction | Maksymilian Bernady, Bruno Teles Xavier, Yuqing Zhang
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Parallely, in order to understand the flexibility 
of the objects in a plan, we redrew some of the 
layouts from Arrhov Frick’s sketch, and superim-
posed them again afterwards to create our own 
speculative drawing. At this point, having nei-
ther a proper plan  original plan of the layout, 
nor a picture of the realised space of ArkDes yet 
worked in our favour. 

We decided to experiment with the layouting of  
created objects and set our own layouts - exactly 
as Arrhov Frick want ArkDes to operate. Having 
actual scale models in 1:30  allowed us to play 
with the model convention, removing some el-
ements for the sake of final shots not being too 
literal

Playing with the convention



Maksymilian Bernady, 2024



PB

36

Maksymilian Bernady, Bruno Teles Xavier, 2024



Maksymilian Bernady, Bruno Teles Xavier, 2024



38

PB

Right after having finished our research mod-
el, the opening of the actual ArkDes has had 
place. From then on, therefore, we could see the 
glimpse of how the intervetion of Arrhov Frick 
looked like in real life, compared to Oliver Cam-
pagne’s intitial renderings,  and both our model 
and photographs. 

Struck by the contrast of architects’ vision - the 
ephemeral rooms with the furniture as stand-
alone objects defining the space - and photo-
graphs of a dazzling colorful exhibition (Design-
ing Motherhood: Things That Make and Break Our 
Births) where mentioned objects suddenly seem 
thicker and way more substenstial, we honestly 

thought that the project had simply missed the 
point. The exhibition arrangement is now clearly 
mobile, however the general layout in the halls  
remain as curated as it was with Boxen, but now 
it is just more flexible for the curatorial changes 
to happen over time. 

Our finding of the actual ArkDes’ archive space 
look added to the slight dissapointmend of an 
underwhelming and scenographic outcome of 
Arrhov Frick’s bold and thorough project. 

Reality confronted

Marco Cappelleti, 2024  Mallin Paterson Oberg, 2018



Marco Cappelleti, 2024  

Marco Cappelleti, 2024  
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First Thoughts
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Jo Crepain

As part of the beginning of the second brief, the 
studio has preselected various Flemish architects, 
whose works are part of the VAi archival collec-
tion, and used them as a mean for putting us to-
gether into thematical groups for the next weeks. 

The architect I was supposed to investigate was Jo 
Crepain (1950-2008)- a postmodernist Flemish 
starchitect, whom... I actually haven’t known 
about since. 

Before going to Antwerp I have briefly 
investigated his most iconic projects in order to 
understand what were the themes, typologies, 
styles or materialities that he was working with. 
I have quickly discovered that his personal style 
and agenda has been radically changing over 
time, resulting in no particular stylistic approach. 
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In the very beginning of October, we all went 
on an excursion to explore the dedicated site - 
deSingel cultural complex - and broader context 
within the closest neighbourhood, as well as the 
whole city. 

Antwerp, as any of the Belgian cities, being very 
different from what is the daily context of living 
in the Dutch urbanscape; Delft in particular. This 
difficult whole, compromised from tiny different 
bits resembles somewhat more the general ur-
ban feeling of some Polish cities - Warsaw and 
Poznań in particular. This strange, yet familiar 
feeling facilitates the understanding of the con-
text as something not totally organised or com-
plete, but in perpetual shift, organically evolving 
from one to another. 

Three Days in Antwerp  
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At first sight this enormous complex feels like a 
big labirynth. I have a sense of how I was walking 
through it,  but I would have failed if I was to 
show where exactly I have been to on a plan. 

Nevertheless, I’ve taken some pictures as a sort 
of  photo-memorisation of the sense of this place. 

deSingel
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On our second day in Antwerp we went to the 
current location of VAi Archives in the centre 
of Antwerp. Besides the fact of the place being 
barely locatable even when using the navigation 
apps - therefore surely non-situated in a common 
perception of wider public - the place is cramped 
by its own built fabric and in the substance of 
the archive. VAi cannot use the most modern and 
accurate compactors, not because of a limited 
budget, but because of the unfavourable layout 
of the floor, with its too dense column spacing 
and the unfortunate location of the core (in the 
centre). Therefore, they are forced to fit on regular 
shelves, which fit a part of the collection, but do 
not allow for flexible use of the space. 

The acquisition processing seems to be rather dif-
ficult for them. For instance, the quarantine room 
for the new acquisitions should be separrated 
from the rest of the archive but VAi does not 

have enough space for it, so if the contamination 
is discovered, the material needs to be transport-
ed to special lab rented in a different location. 

Same problem applies to any material that is 
much larger than a standard size (mostly mod-
els) - therefore, the large-size objects either stand 
wherever or are transported to rented satellite 
storage spaces located around the city. 

When asked, what would be their desired space, 
the archivists say they dream about having an 
open depot somehow connected to reading room 
or researcher spaces - so when working they can 
take a glimpse and engage with the collection 
while conducting a research. 

VAi Archives
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On our second day in the VAi archives we have 
been presented to the archival ensambles that 
were supposed to be prepared for us personally. 
Each of us has been given an ensamble on a sin-
gle table, however, we have been sitting in a one 
space together and next to each other.

My ensamble of Crepain’s work consisted of pre-
cisely:

• container 0071 - JC-sd 225:
- two A4 project dossiers containing 
sketches, cost calculation documents, preelimi-
nary study drawings (site plans, plans, sections, 
facades), perspective drawings, etc; 

• container 0071- JC-fd1:
- six project albums (200x245mm),
- a photograph (100x250mm);

• A0 folder containing prints of:
- technical drawings (A0,A1);
- diagramtic drawings: plans, 
sections, facades, isometries (A5, A4, A3); 

• scale model:
- G.Syssens House in Brasschaat  
(base: 300x300mm); 

Archival Ensamble





PB

64





66

PB

Post-VAi reflections

With the individual ways of each of us  interact-
ing with the material and with a strict time slot 
of 40 minutes it became quite an uncomfortable 
experience and an unmanageble task to actually 
engage with the given ensamle. 

This experience has crucially affected my 
thoughts on ways of studying the archival mate-
rial when one is put in the current reading room 
of the VAi archive. Considering such archive as a 
tool of reference (for any researcher, but mostly 
for someone from within the discipline), the fol-
lowing questions began to arise:

- What are the optimal conditions of the study room 
for a researcher to conduct an insightful investigation 
in the archive facility? 

- How these conditions interfere with a spatial ge-
nericity of a storage room being the main purpose of 
any archive building?

- Can these two conditions co-exist in one space/ 
room? 

- How can the invidual and the collective researches 
do so?  
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Taken into account, that Jo Crepain’s extensive 
30 year career resulted in no clear architectural 
style, I searched for a common denominator of 
the architect’s complete oeuvre in the general 
language of representation. Suprisingly quickly, 
I discovered the notion of symmetry to be the 
element repeating in almost every single project 
of Crepain, appearing either in the project itself, 
or at least in the photograph of it. 

In this way, I appropriated the Crepain symmetry 
as a sort of tool for working with the task and not 
really constrain the spatial or stylistic qualities 
with the given ensamble’s content, nor author. 
Considering the ensamlbe as a tool of reference 

rather literally, the inital idea was to allocate two 
identical rooms next to each other in a way, that 
would result in two different symmetries - one 
being compositional in plan, and the other to be 
compositional and visible in the perspective view 
(enhanced by some kind of axiality). The result-
ing  space was therefore a study room divided by 
the glass partition from the archival ensamble, 
that , secluded from both the rest of the archive 
and the study, becomes a tool of reference. 

Room for an Archive
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After the first crit conversation with the tutors I 
realised that the space I concetrate on considers 
solely the researcher as its target public and that 
then the study room is my typology. 

At the same time the concern of possible expan-
sion of the room began to bother me. How do 
the furniture - that became the room partition 
elements move and thus, how and what direc-
tions does the room expand? Is it a part of the 
system? Could the rooms be connected by a sort 
of an enfilade?

In order to come across with a solution compre-
hensive to both of the concerns, I decided to in-
vestigate both the studiolo - as an evocation of 
a intimate space to study and concetrate - and 
the storage hangar - as a seemingly infinite, re-
dundant space where only the content and some 
flexible system of distributing it exist. 

Juxtaposing two different scales in a series of 
sketches has led me to dicovering a problem 
of the room’s limit. Whenever I tried to collide 
the studiolo atmosphere within the unspecified 
margin of an archive storage I ended up with 
only placing a desk in a neverending sequence of 
storage racks, not really defining the space of the 
room it is located in, nor an explicit atmosphere, 
different from any other storage hall, be it either 
mysterious as the Hangar 51 (as in The Raiders 
ofthe Lost Ark) or as trivial as an Amazon depot. 

Studiolo in a Problem of Scale

sketch by Heinrich Tessenow 



Amazon warehouse

clip from Indiana Jones: Raiders of the Lost Ark (Spielberg, 1981, 1:46:24)



PB

72





74

PB

Looking elsewhere

Encountering the problem of scale I decided to 
dwelve into the examples of archival approaches 
that somehow differ from established standard of 
organisation and conditioning. 

Donald Judd Library, being one of them - shows 
an attempt of dividing shed-made-library - an 
archive of  artist’s intellectual reference - into 
subjective sections with tables standing in the 
middle of them, containing carefully chosen, yet 
not described archival material - tools of refer-
ence for Judd’s work. The surrounding shelves, 
however not being actual partitions, work as in-
ternal limits to subsequent studies forming an 
intellectual framework for the space. 

The other example of rather radical  approach 
to an archive is Stiftung Sittewerk in St.Gallen 
- a material archive and art library that operates 
in a completely open, layout based on collective 
work; the two spaces blend with each other and 
the archival organisation is guaranteed by a sys-
tem called Dynamische Ordnung - a digital tool 
allowing the arrangement of the material to be 
constanlty changed, yet still traceable - facilitat-
ing the work of researchers to use the archive as 
an actual tool of reference. 

Finally, the third one -  a temporary exhibition 
set-up of Peter Zumthor’s “Dear to Me”, where 
the shelves create an actual partition enabling 
space for both collective and private study.



Peter Zumthor - “Dear to Me” in Kunsthaus Bregenz, 

Donald Judd Library, 

Stiftung Stittewerk
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After struggling and failing with setting the 
studiolo atmosphere into a rather generic 
storage space it suddenly struck me... For all 
that time I’ve been asking myself the wrong 
question. I should have tried to make the 
storage a study room instead. 

That brought me back to the first sketches 
I made, so after trying to alter the layout of 
the space to give it more of an open, collec-
tive character I ended up with a somewhat 
simple, if not simplistic sketch of an central 
enfilade with the shelves as see-through 
partitions between sequential study “coves” 
for the researchers, which - imagined in this 
scenario - are already checked and validated 
by the archive administration and therefore, 
can collect their material in the personally 
assigned spot, using the archive as a proper 
tool of reference for their work.
 
I felt that I finally found the right answer 
to my dual problematic;  the enfilade - sets 
a simple rule for a system based division of 
rooms and spaces, like the storage racks give 
order to the archival depot;  the cove - an in-
timate space for a researcher to dwelve into 
their work - is my studiolo. 

Enfilade 



Le Corbusier - Couvent la Tourette, 1958; photograph: Thilo Rohlander
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Study models
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The pre-P1 crit gave me some crucial insights on 
how to precise my room(s) in order for them to 
become a more explicit, detailed representation 
of the approach expressed with the task. 

First and foremost, the rooms lacked spatial rela-
tion to the perimeter - what happens accross the 
enfilade? Is it the archival storage already? Are 
they any other rooms with different purposes and 
if so, then what are they? 

Secondly, the space was rather simplistic - it 
missed a roof, or at least a specified ceiling finish-
ing. After a comment from my side saying that, 
actually, I was thinking about either composite 

slab or pop-corn plaster finish - mostly because 
of their economic (cheap) and acoustic (pop-corn 
one) qualities, I was suggested that the cheapness 
of such building could be already quite a radi-
cal approach to address the publicly funded, yet 
quite marginal, hermetic archive facility. 

Lastly - when approaching the public building 
, such as an archive,  in the standardised, cheap, 
industrial way, it is necessary to represent the idea 
in a space evoking those attributes, yet giving a 
beyond ordinary spatial quality,  (as in Christian 
Kieckens printery in Oudenaarde) for example in 
a dedicated roof design. 

Pre-P1 | Detailing

Christian Kieckens - Drukkerij Sanderus in Oudenaarde, 1998
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Corner as focal point

Whilst investigating how to contextualise the 
enfilade layout within a little wider, internal rela-
tion of the rooms, I’ve started to think about the 
most evident problem of each enfilade sequence 
- the turning point - the corner. What happens 
around it? Does the enfilade continous on the 
same organisational and proportional rules? 

I decided, that figuring out the corner  problem 
shall become my focal point for the final model 
and thus, the spatial answer for already concep-
tually defined idea of a sequential, collective, yet 
intimate study room in an archive. 

The corner becomes a fulcrum for a system, or 
(maybe) a pair of systems - the moment of col-
lision and unfolding - setting the division for 
zones of access, use, and even climate.

For the sake of spatial and planar clarity of the 
introductory exercise I repeated the initial en-
filade, however I changed the relation of the 
passage (now in an actual wall) and its propor-
tion- becoming the 3/4 of the width of the inital 
enfilade. 
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Unsuccesful experiments with double wall cross-
ings and corners...

A day of making mistakes
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On a week before the P1 the whole studio visited 
Depot Boijmans Van Beuningen in Rotterdam. 
Being there this time specifically to focus on its 
essential purpose - storage and archive, gave me 
a chance to explore the “museum”  with a rath-
er critical approach to how it is organised: as a 
building, an intention and a result of an public 
investment.  

The building by itself appeared to me quite re-
dundant and somewhat pointless considering its 
rounded shape not corespodning with the top-
down pragmatism of its primary function (stor-
ing mostly large rectangular canvases). 

The original intention of the Depot was to show  
approx. 95% of its collection (with 8% shown 
in the regular museum), however, even our tour 
guide said that this is probably far from true,  as 
the artpieces cannot be exposed to either ustable 

temprature, humidity or light for more than ten 
minutes. In that sense, considering the standards 
that drive museum institutions’ preservation 
agenda, the architects’ intention was missing the 
point from its inception. 

* Wondering, how all those art pieces have survived 
for past hundreds of years of non-regulated condi-
tions?

Finally - the public investment in a storage fa-
cility, the Depot becomes simply an excess and 
a waste of resources with its construction budget 
of 90 milion euros - compared with the € 40 mil-
ion  joint project of the city of Amsterdam and 
other public institutions (incl. Rijksmuseum) for 
the city depot constructed around the same time. 

(Un)learning from
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For the sake of spatial and planar clarity of the 
introductory exercise I repeated the initial en-
filade, however I changed the relation of the 
passage (now in an actual wall) and its propor-
tion- becoming the 3/4 of the width of the inital 
enfilade. Then the idea had to be finally tested 
on a model. 

Back to basics | Towards the P1



Due to the intense process of making the 
final P1 model, there was no time to taking 
careful notes of the process. Therefore, the 
following pages constitute an image essay 
capturing all of the days of making process 
and progress. 
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In this initial, yet intermediate phase of the re-
search-by-design process, during which the 
majority of prospective design decisions re-
main undetermined, the room in-between 
reflects the intricacies and ambiguity inher-
ent in the questions surrounding the na-
ture and purpose of the architectural archive. 
 
The room manifests multitude of intermedi-
ate states. It is in-between a traditionally per-
ceived building programming, and an absolute 
flexibility and open-endedness, driven solely by 
the user appropriating it; It evokes an intimate, 
studiolo-like atmosphere of a study room with 
the expansive infinite feeling of storage space of 
any repository. It is located somewhere between 
the archival vault - containing the fragile gems 
of actual value for the discipline, that require a 
stricly controlled, stable climate - and the rest 
of the collection which, for reasons of its un-
identified or questionable importance, could 
be at least temporarly stored in a less climately 
restricted, regular environment of the building. 
 
Ultimately, as an architectural archive – an in-
stitution that will likely remain a niche entity 
despite its aspirations for broader public ac-
cessibility – the room employs the use of stan-
dardised materials and dimensions, emphasising 
the simplicity of construction. This approach is 
also aligned with the economic constraints of the 
publicly funded project, which advocates against 
the discipline’s necessity of building its own Pal-
ace.

P1 | Room in-between





PB

100





PB

102





PB

104





PB

106





PB

108





PB

110





PB

112


