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ABSTRACT

The idea of landscape is, to some extent, a
cumulative interpretation of the way we see the
world, reflecting our relationship with nature

and culture. Landscape is thereby impossible to
be assumed a priori but only to be understood
through observation and representation. Between
a broad spectrum of media, hand drawing
presents presumably an oldest and simplest
means for landscape representation, whether it

is existing or imaginary. However, the creative yet
oftentimes invisible process of draw-ing receives
less attention from the spectators than its result.
The paper takes an inquiry into this seemingly
complicated process of looking and thinking
based on the coordination of the draughtsman’s
critical eye and skilful hand. First, the paper

gives a careful reading upon some selected
drawings from a recent exhibition of the renowned
American landscape architect Laurie Olin, with
three particular focuses — the reduction in
representation, the composition of the observed
landscape (perspectival composition and figurative
composition), and the conjecturable intention
behind drawing skills. Second, the paper attempts
to unveil the evolution of Olin’s decades of training
and practising of drawing and observation, and
further argues the significance in the training

of hand and the cultivation of the critical eye in
Landscape Architecture pedagogy.
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1 Introduction

Landscape is a complex idea, which confers a common ground
for viewing and reflecting our relationship with nature and
culture through different lenses. Therefore, the idea of landscape
is to some extent linked to a cumulative interpretation of how
we see the world, which is almost impossible to be assumed

a priori but only to be understood through observation and
representation. For a reliable landscape architect, observation
and representation of landscape are two most fundamental
capabilities. For designers, it is almost instinctive to see with a
keen eye and to draw by the skilful hand. This process requires
not only the coordination of the eye, the hand, and the mind,
but also the placing of “critical observation” in the center of
landscape representation. To represent the landscape through
drawing, however, is never simply to delineate the object
projected on the retina, but to construe in mind the existing and
to express the new. This “new expression,” therefore, embeds the
process of seeing and thinking from the draughtsman’s “critical
eye,” suggesting the spectator could revisit this unutterable
process through a careful reading of a drawing.

The initiative in writing this paper was struck by a recent
exhibition of drawings from Laurie Olin, a renowned and much-
awarded American landscape architect. In 2018, the Architectural
Archives of the University of Pennsylvania was gifted a vast
collection of his drawings, writings, and particularly the
sketchbooks from Olin. The exhibition named “Drawing” was
then curated by the Architectural Archives, selectively displaying
Olin’s almost seven decades of observing, thinking, and studying
landscape through his continuous hand drawing. The selected
drawings include his naturalistic graphite drawings in the late
1960s, ink delineation from his stay in English countryside,
ink drawings on self-bonded craft paper sheets during his road
trips towards the South, ink wash in stacks of sketchbooks
over years, watercolor from the Mediterranean and China,
charcoal on large format about Italian and French gardens, and
a considerable amount of drawings from his design practice.
While his graphite drawings bring the eidetic and agreeable
details, Olin’s sketchbooks reflect more of his design insights and
experimentations in his productive practices. For Olin, drawing
is an efficient approach to learn the world", while for spectators,
reading the drawings also provides a critical pathway to learn
through the draughtsman’s curiosity and wonder. This is similar
to the idea “to walk in the painting”"” from the classic Chinese
landscape literature Art of Garden-Building, which suggests a
critical revisit upon the draughtsman’s constructing of his / her
conception in lieu of imagining the constructed imagery as it is.
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Besides the appreciation of the accomplishment of these
drawings, the exhibition has also brought with recognition of
some more inspiring inquiries. What does the drawing say?
What does the draughtsman try to tell? What do we apprehend,
and moreover, how can we access to the invisible message and
the creative process behind the drawing? Developed from these
interests and preliminary understandings of drawing, the co-
authors of this paper, a student of Olin and a colleague of the
OLIN Studio, reviewed a selection of Olin’s drawings from this
exhibition and attempt to discuss the significance of observation
and representation to landscape architects today. These drawings
from the exhibition demonstrate a creative spectrum in kinds,
media, and contents, yet all determined by Olin’s observation
and perception from the surrounding landscape and his

immediate desire to explore and experiment on the paper.

2 Drawing as Observation

2.1 What Is Drawing?

What does the term refer to when we discuss drawing? The
term “disegno” was then considered by Renaissance painters
as certain techniques to learn from nature and to visualize the
thoughts and affirm the ideas for their final oeuvres. In many
cases, a considerable amount of preliminary drawings have to
be tested and prepared for their ultimate paintings (pittura).
However, it is essential to know that drawing cannot be defined
by the tools or media or whether it is colored or not. The
definition of the practice of drawing depends mainly on the
draughtsman’s intention and purpose that matters more than
its media and representation techniques. The Latin root of
“disegno” implies the action to mark, to trace out, to depict, to
denote, from which the term has extended its meaning to plan
and design, suggesting the practice of drawing in the vein from
observation and comprehension to eventually “figuring-out.”

Despite the continuous discourse upon drawing and
painting (the mastery of coloring) among the painters from later
generations, the purpose of drawing to bridge the internal and
the external world has never altered. This connection between
drawing and perception is what Wassily Kandinsky called a
process of training towards “the exact observation and exact
presentation” to seek to present the essence through one’s “clear
observation and clear rendering of the contexts.”® For Olin,
the action of drawing is physical as well as responsive. The
process of drawing, relying upon a continuous correspondence
between the moving hand and the searching eye, is never limited
by a clear goal regards to the content or the theme of a work.
In terms of this instant coordination between observation and
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From Kandinsky's
famous quote "Drawing
instruction is a training
towards perception,
exact observation and
exact presentation

not of the outward
appearances of an
object, but of its
constructive elements,
its lawful forces-
tensions, which can

be discovered in given
objects and of the
logical structures of
same-education toward
clear observation and
clear rendering of the
contexts, whereby
surface phenomena
are an introductory
step towards the three-
dimensional.”
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representation, drawing requires the draughtsman to analyze
what he or she sees and to decide what to capture and how to
present simultaneously with his or her perception. That said,
drawing is not a consolidated orchestration but an explorative
process and therefore cannot be fully planned. What the
draughtsman seeks in the drawing, whether they are the physical
occurrence, allegorical connotations, or what Hippolyte Taine

called the essential “character””!

, is never presented as a given
result, but pregnancy of an idea. To draw is to stay honest to
one’s curiosity, to question, to wonder, and to seek the answer

without having it beforehand.

2.2 Draw-ing behind Drawing

As previously discussed, the practice of drawing is in the
vein of observation. Observation endures as fundamental in
both the end result and the process of drawing. People approach
the drawing from different perspectives, and produce various
perceptions and readings. However, rather than the recognition
of the outcome image, the critical reading of a drawing requires
more focuses on the process of drawing from the artist’s
perspective. As Paul Cezanne remarked in a letter on Claude
Monet’s artistic ability, “Monet is nothing but an eye. But
what an eye!”"" Cezanne’s exclamation of Monet’s keen eye
suggests the artist’s unique observation and creative process of
representing that are often not explicitly visible but possibly
accessible to us. From this perspective, if drawing connects the
spectator and the artist in a secondary reception of the landscape
observed, draw-ing connects the artist to the world with a first
immersion. This process of draw-ing behind the presenting
outcome is what we are interested in.

Draw-ing offers the capacity to initiate the dialogue
between the individual and the surrounded landscape through
carefully looking, analyzing, questioning, reconciling, and
representing. Epistemically, this process is mostly the individual’s
deconstruction and reconstruction of the world surrounded,
which is therefore considered as a personal and internal
dialogue. From this standpoint, draw-ing becomes the bridge
and portal that connect the individual and the world physically
and mentally, through perception and reception. As draw-ing
moves on, the communication between the draughtsman and the
world continues. Before the final stroke ends on the medium,
this whole movement of draw-ing records the draughtsman’s
primary experience of landscape.

However, for the spectator, one could only apprehend
the process of draw-ing through drawing, an end presence of
interpretation. If draw-ing is considered as an initial reception
of landscape, then our reading through drawing is a secondary
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one. Now we are in front of this selection of drawings by Olin.
What do we expect for? John Berger asserts that the search for
meaning is behind every act of looking"'. If our assumption
places observation in the center of Olin’s drawings, then our
expectation of the meanings is revealed in the overlapped

eyes — the search by the draughtsman and the search by the
spectator. We are interested in what captures the eye and where
he puts the spotlight and hence to understand how he receives
the surrounding landscape and his reflection of the landscape
through drawing. With these expectations, we attempt to
revisit this almost invisible process of draw-ing behind Olin’s
drawings. Our approach to this underlying message relies

on three particular concentrations: the factual versus the
presented circumstance, the narrative of drawings through

the perspective and figurative compositions, and the intention
behind strokes.

2.3 The Factual versus the Presented Circumstance

In a conversation with William Whitaker at the exhibition,
Olin stated that drawing (to him) is a medium of observation,
“drawing is to observe, acknowledge, and absorb.” Most of
Olin’s drawings, particularly the ones from his sketchbook, are
drawn in situ, which suggests that drawing is more than visual
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documentation but as an immersive experience of perceiving
the surrounding sounds, the scents, the lights, and the feeling
of temperature and humidity. This richness of contextual
information from the permeating landscape is presented in
Olin’s sketchbooks in a selective and distilled manner. Unlike
the camera film that honestly captures light passing through
lens and shutter, movements of the drawing hand do not trace
the reality in the same way. Instead, they often follow the
selection from the mind. We assume an intentional reduction
of the circumstance is adopted in Olin’s drawings in order to
present something more explicitly.

Some distinct reductions are noticeable — ample space
reserved from the lush woods and shrubs, or vast Italian plaza
and lawn exposed in the warm glare with a few stubbles or
hints of pavers (Fig. 1, 2). Nonetheless, one should recognize
these withholds are made on purpose to present the distilled
facts without being distracted with overwhelming details.

In effect, the blank space always invites the spectator to fill
with their own search and imagination. With some sporadic
strokes and lines provided as clues in adjacency, the spectator
is encouraged to search the contextual interrelationships drawn
out from the circumstance.

However, not all reductions in the drawings are explicit.
Here a relatively large format of ochres chalk sketch depicts
an overlook from the terrace of campo downward to the pond
and parterre in Giardino Segreto (secret garden) of Villa Doria
Pamphili (Fig. 3). This is not an easy perspective to capture, as
the prospect is manifold. In the center of the reflective pond,
an erect swamp cypress (Taxodium distichum) punches
the ceiling of the tableau. Through the graceful branches
and twigs, it unfolds an airy depiction of the sixteenth-
century fashion maze garden flanking the facade of Casino.
The springy lines scribble through the Palladian motifs of
the pedimented windows and the volume of low-clipped
hedges, and never languish nor omit any components, such
as the haut-reliefs above the cornice and the alignment of
citrus pots. From the parterre, one has a glimpse of the
clouding stone pines (Pinus pinea) rising over the exuberant
bushes and palm trees (Trachycarpus fortunei) in the far
end of the secret garden. Now if we withdraw our look
from the distant background to the tall swamp cypress,
we could fathom why the withered-appearing tree looks so
out of season. The draughtsman chose to present the naked
and drooping branches to compose a deeper pictorial space
whereas depict the delicate rustling leaves on the tip to indicate
its factual vitality and species. Here we could possibly conclude
that the implicit arrangement sacrifices the actual appearance
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of the swamp cypress to reveal a more important discovery: the
perfect contrast between the more natural-appearing English
Garden in the background and the delicate Mannerist parterre
in the secret garden.

Interestingly, this act of reduction allows the designer to
discover and reflect on the form of an object in the landscape.
Here is a fascinating example we find in Olin’s sketchbook — an
ink sketch of the famous personification of nature, Gian Lorenzo
Bernini’s stunning fountain Quattro Fiumi (Four Rivers) (Fig. 4).
The draughtsman’s eyes are fixed on the travertine base and culls
the marble bodies of four gigantic river deities from the obelisk
perched atop the sculpture. Next to the central deity of the
drawing, Olin included another three sequential sketches with
each a smaller scale or perhaps from a farther distanced vantage
point, removing more details one after another, until eventually a
brief scribble of the twisting volumes of the rock. How inspiring
it is to see this sequential process of distillation, through which
the draughtsman sought to grasp the original concept of this
spectacular baroque fountain. From an initial careful depiction
of the masculinity of the four gods and light and shade of the
rock base to the last sketch with the four figures omitted in the
holistic vortex of the fountain, the sketch presents a sequential
and methodical search that approaches the essential dynamism

of the sculptural components.

2.4 The Composition as Storytelling

The living landscape presents itself in front of the
draughtsman’s eyes, and the latter is immersed in the reception
of such scenes, which requires time to seize the perception and
expression within the specified dimensions of a drawing pad.
From the very moment when the tip of the tool touches the
surface of the paper, the process of representation pivots on
the visual narrative of the story. As the eye rolling from here to
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there, from the touch of the firm ground to a gust of head-on
soft wind, we engage with the encompassing landscape in a flux
of embodied senses. “We do not see the world and then hear it

18 _ this synesthetic perception of the

or smell it or touch it
permeating landscape comes all together at a time, never being
something framed in a frozen backdrop. Therefore, not least

of the great challenges for the draughtsman is to compose the
perceived duration and the movement of a landscape within a
defined sheet of paper.

A composition is, therefore, the storytelling of what the
draughtsman sees, providing clues for the trajectory of the
moving eye and the process of observation. Here presents a
placid watercolor of Jardin du Luxembourg (Luxembourg
Garden) (Fig. 5). Less than half of the facing tableaux are
filled with the chunky, low-clipped canopies of horse chestnut
trees (Aesculus hippocastanum). The thick and verdant leaves
are spreading in multiple clusters of palpable strokes like an
enormous herd of glitter fish, shining in the faint sunlight
through different shades of green while casting mesmerising
shades on the crushed gravel. The composition can be read from
two dimensions. Vertically, the draughtsman clips the tops of
the towering horse chestnut trees and the pale marble statuary.
A light-penetrable and permeating green canopy defines a
comfortable gathering space, with its bottom aligned to the
pedestal’s frieze. The living landscape is compressed into a tightly
framed, intimate space between the treetops and ground plain,
directing the viewer’s gaze to the seated figures. Horizontally,
from left to right, the draughtsman observes then captures
people resting and socializing at varying depths. From the
couple in the foreground reposing in the verdigris lounge chair,
to the people in the background chatting on the fixed benches
and flexible metal chairs, the image depicts many ways of body
engagement with the seating and describes a peaceful moment in
the garden. This compositional decision emphasizes particularly
how the landscape is shaped by strategic horticultural design,
which in turn informs how space is used spontaneously by the
public.

Olin’s drawing encompasses a multitude of compositional
decisions that reflect abundant possibilities within the act of
drawing, from the mastering of storytelling, to unrelenting
dedication to observation and analysis. Most of the drawings,
like the watercolor sketch from Luxembourg Garden, represent
the observed landscape with a conventional perspectival
approach, while other drawings are representative of the artistic
searching and exploring place through figurative composition®
and disregard for the perspectival tradition.

A comparison with the rhetoric in poetry will shed some



— RS ZARMERR, N TR A, ST B S R
S ——SORETE, IR, IE QG X0 T R S Rk B
AR SUETETIL—FE, XPATIBRER AR TAITERR P2
) XU A8 AL, SRR (L AT AN E B AT KU = 2E , EL RSB 45 [
Al ™

T FEIRFENIX — A AT E 5 T Z B I B 0] L3R
AR R o WA E A Y ) ST e LA 25 8 Tl B AU T
A shi R, B2 X — B FEZ T $1) 22 i A4 P b Je3d B ——rh
I, ZEHEFTE BT 0] 5852 T 3 Bk 3 Y S5O0 L
B~ Nt PRz S5 (e UL S5 444 1

TR TR M B R 004w H B F 2501, B EE Bl A A
Xt SO AT 2 X6 5 22 S EA TR PR R B, (2 B AR LIL AL G 2 i
TR I i TE AP AN A N2 . B, TG — ARG e A
Pl FRATT R X A AT R O A2, B IR, O /T R4
SR T WL 2 AN I S5 5 R S B 4% A i T v R A S —— Rtk U AT
DA 248 1% 55 08 2 300 7 I 22 38 0 P RS R A T ABE 4 R B A 1
SR, BXIFATERAE iz 1 T BRI I T2 5 — & 2 R AR
RSN, WIRAHR, T SCHERE BT I BTH TS 5%
Z IRV 2 57 o AEEERE P AT {00 B Ak LS ] A TR AR B

- SEIRFLORI T PO AR RF A B AR 1 SCIRIE T Bk (F8F—
ARG B AN RRIR 4 R A A Al TR (AR AR R 3 ) R ) e
B (HEARTR B A FEE B I L T T8 S B —ie ) o TR
DX RN S R T TR R, SR B R R AT ) S0
I bt ) 7 T TR L, 081 O 0 P A B 4 — e b 7 2 T IR Y ) A
S SEAE (Papaver somniferum ) 5 &5 —FMEEE X500 A
B 5 A BT VS R 2R, AT 2 BT DL Sy a2, il n
b TR 17| N T NS B © 6 A 05 9/ i R QT
o AR, X PIRME TR P S T RIObR g el i g T

— AN AR TR B SR — R 2 MR RS R ] R
Pl — T ) AR D) o /N o WA (94 A B 68 35 Wi 3t | 9-37) 52
B CE6) o XA F RS A X G2 o 2837 5 A8 Bl AT Ao ol P 75 5%
PR BB O E TR EZ . AR UL T v 2% S )
BF, e R VR T2 A SRR S R & AT I AN RO T
VERIAN e SCF P TS, M1 (Hirundo rustica) “7EYEE RIEA L
P iR W B A AR, AR T HAbE £ RV A HER) K
K KEMA TGS, WHES (Erithacus rubecula ) Mz48 (Alauda
arvensis ) Vo SR [IRPAETEA . TIRTCRM L2 5/ME L b

066

more light on this second category of composition and the
draughtsman’s intention behind this narrative of drawing. To
construe his idea of walking as a creative spatial expression,
Michel de Certeau introduced the linguistic concept of “stylistic
figures” from speech and poem, arguing that the figures of
pedestrian rhetoric provides a stylistic metamorphosis of space
in walking experience — like the use of figures in processing of
the symbolic other than the actual fact in speech."”!

This comparison between the stylistic operating of steps
and words is inspirational. If the affective use of stylistic figures
allows the storyteller to express the meaning in a broader
context beyond the normal structure of words, it is also possible
to appropriate this rhetoric to drawing composition — thence
what we call “figurative composition” can be comprehensibly
adopted to represent a unique sight and personal insights from
the landscape observed.

Similar to the representational reductions, these figurative
compositions distort the actual prospect according to the
personal apprehension of the landscape, which allows the
draughtsman to deliver what cannot be captured from
academic perspectival composition. Therefore, it requires a
poetic reading of drawing, through which the spectator could
possibly apprehend the almost invisible contextual message
and the crystallized duration in the field — one can, therefore,
seek to revisit the encapsulated process of observation from
a two-dimensional representation. However, this is not to say
these drawings with figurative composition are symbolic and
hence distanced from reality. On the contrary, the figurative
composition inspired from literary figures closes the gap
between the spectator’s gaze and the draughtsman’s reception.
The latter is presumably palpable and immersive.

De Certeau highlighted two fundamental stylistic figures
in poetry: synecdoche (where a part or a special is used for
representing the general and vice versa) and asyndeton (where
the parts are juxtaposed in the absence of conjunctions). To
situate these two literary constructs in the discourse of drawing,
the first figure can be understood as an analogical composing
of the landscape in sight, for instance — a detail depiction of an
emblematic poppy flower (Papaver somniferum) to represent
the vast wild meadow in the country; the second figure is
elliptical in providing contextual transition or necessary visual
conjunction within the landscape observed, which allows the
invisible to speak, for example — a juxtaposition of “here” and
“there,” “now” and “then,” in the same drawing. Interestingly,
these two manners of figurative composition can be frequently
found in Olin’s drawings from his trips in England.

One appreciable example here is a sketch of footpaths
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crossing the land. The drawing is in a portrait format, with two
parts composed together plainly — a chubby young swallow
and a wood stile at a fence cutting the footpath (Fig. 6). The
two objects are depicted at different scales yet juxtaposed
together without a change of scene or any hints of a transitional
background. Both two objects are found in the fields in
Buckland, sharing the same agricultural landscape and history
of the rural development. As Olin states in his complemental
texts to the drawing, the swallow (Hirundo rustica) is “often
used as a symbol of individual freedom in English folk songs
and literature,” representing other native birds, like red robin
(Erithacus rubecula) and lark (Alauda arvensis), flying here and
there over the private farmlands and properties.”*’ The wayward
behavior of these unfettered creatures from nature contrasts
with the footpaths, fences, palisades, and hedgerows which
delineate legal ownership of lands and properties and prevent
the wrongful trespass. Here, at the lower part of the drawing, a
small portion of the continuous post-and-rail wooden fence cuts
across a small footpath entering the pastureland or barley field,
drawing a clear line between the two sides of the ownership.

A fence represents an agreement of contestation, presumably
changing and shifting for years and decades, a superimposing
order from farmer’s maintenance on natural entropy. However,

"B offers some

a bricolage of stile, “a symbol of public access,
flexibilities for humans — not for livestock.

The draughtsman uses the figurative composition to infer
greater possibilities for the spectator to read the contextual
information, and to review the process of observation as well.
We can start with questioning ourselves the selective presenting
of the swallow and the stile from the landscape and the ellipsis
of the rest of the circumstance, from which we might seek to
understand the draughtsman’s changing focus from the steady
human device to the movement of natural creation, to further
acknowledge the social protocols and strict sense of ownership
and protection in the English countryside, along with their
struggles and efforts of cultivation and animal husbandry.
There are various other similar adoptions of the figurative
composition, including the comparative reading of living fence
and wattle fence, the association between the moving herds and
the caprice of clouds, the careful observation on the wildflower
morphologies abut to the panorama of the same barley field —
all encourage the critical intertextual and contextual analysis of
the local and regional landscape through drawing.

2.5 The Intention behind Strokes and Textures
As we have discussed in the process of draw-ing, the
coordination between the observation of landscape and its
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almost simultaneous representation on paper demands for both
the keen eye and practised hand. Driven by movements of the
hand and twists of the wrist, lines flow out through the controlled
touch between the tool and the medium. In this process, the
draughtsman’s reception is resolved in the right strokes and
textures. Received by the spectator is only a secondary experience
of landscape, which, however, in a context of art and knowledge,
has been formed and performed with skills and techniques as
well as by the draughtsman’s personal techne® to absorb and
disclose the latent information and meanings in what he or she
sees primarily. At this point, the intellectual activity of draw-ing
requires specific skills that cannot be simplified into technical
training. A consideration of intention behind the frozen strokes
hereby goes in parallel to understand how the skills of drawing
are applied.

It is always an enjoyment to see how the object is expressively
represented with animated strokes and vivid portrayal. In such
lucky encounters, the spectator could almost feel the impulse and
tempo of the pen. However, to determine why the draughtsman
draws in a certain way is often more difficult than figuring out
what type of skills he or she has used. Further close studies under
this task are necessary to present a more coherent and holistic
understanding of Olin’s acquiring, adopting, and operating of
an evolving palette of drawing skills. Hereby, we give some
exemplifications that we have drawn our conjectures to enter the
draughtsman’s possible psyche behind the operation of skills.

Among Olin’s expansive breadth of skills — running,
dragging, lingering, fine tress, wet smear, moistureless scribble —
these monochrome patterns of ink movements constitute a series
of drawings from the Pacific Northwest with unique geography

of mountains and sea, lakes and canyons, offshore islands and
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By using the Greek

word "techne” (often
translated simply

in English as "art”

or "craft”, however,
referring to a broad
sense of human capacity
of making and knowing,
particularly in a relation
to unveil nature, or
physis), we intend to
distinguish from the
word "technique,” which
is derived from the Greek
word “teckhnikos,”

in order to argue that
drawing skills should
not be considered
merely the techniques
or instrumentalities to
acquire, but with intent
to see and to know. The
differentiation between
the two words draws
upon Martin Heidegger's
essay The Question
Concerning Technology
(Source: Ref. [9]).
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foggy rainforest. Here a folding scroll of ink sketches starts with a
horizontal vista of Lake Crescent early in the summer morning (Fig. 7). It is
not a delicate illustration. From the brisk strokes, one can tell that
the tempo is quite fleeting. Without many depictions of detail, the
draughtsman outlines the undulating profiles of layered mountains,
placing more ink in varying shades of the predominant conifers,
accentuating the serene reflection in the lucid lake.

The intentional contrast between the lines and textures effectively
distorts the depth of the view without a massive flow of ink.
Characterized with dashing of thick ink, the shaggy branches of the
mature coast Douglas-firs (Pseudotsuga menziesii) provide a frame
for the foreground. The texture of the conifer forest on the near
mountain is expressively represented with brief denotations of the
towering trunks and stacks of lateral brunches — a well-handled
balance between the discernible morphology of individual Pinus
and the dense clustering of plant life. Where the sight extends, the
texture of the temperate rain forest changes dramatically from
thick strokes into a layering of toothy lines to emphasize the
verticality of the forest canopies. At the same time, the spectator
can notice the intentional acceleration of tempo, the pen tiptoes
(very likely by twisting the angle or using another moistureless
pigment liner) to depict the distance and aspect of the slope. The
changing technique — from the foreground depicted in black to
the mid-ground scribbles in grey — ends in the background where
the mountains are outlined with reserve. The representational
techniques offer an inviting prospect, which we might say, in a
certain likelihood, is the primary experience Olin received at the
lakeshore.

This proclivity of strokes and scribbles continues in the
sequential sketches of the North-western shoreline landscape —
stretched, condensed clouds, tumbling pale cliffs and offshore
islands, piles of thickly fallen trees, stacks of grotesque rocks and
eroded detritus (Fig. 8). The same sweeps of gossamer for the
elongated clouds are extrapolated again to describe the swing of
the wave and foam. These subtle inflexions born from a consistent,
fluent stroke language draw together meteorology, geology, and
biology, contributing to the palpable presence of a primordial
landscape. Not only inferring the interrelationships within the
natural habitat, this stroke pattern, as we read, also reveals the
inherent momentum and impulse of what the draughtsman sees
in the forms shaped by natural forces. The shadow and texture on
the sand are presumably neglected by the eye, hence reserved by
the hand. Very likely that the draughtsman’s attention was fixed
on grasping the morphology and personality of the rocks and logs.
Through the fine skills of pause and run, the draughtsman uses the
movement of strokes to concisely record his conversation with the

landscape at a precise moment in time.
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3 The Practice of Drawing and Observation

Draw-ing is interactive, and the analytical reading of
drawing, as previously discussed in this paper, seeks to
communicate to this invisible process. How can we enter the
psyche of the designer through analyzing drawing and
drawing? One possible access is through text, the annotation in
the drawing.

Olin draws during travel, and often he writes and composes
text directly within the drawing as a whole. Some of the text
are notes with factual, intended to record Olin’s observations.
These notes include descriptions of temporal sensations, such as
the note here from his Luxembourg Garden sketch: “A beautiful
day, temperature seventy, blue sky with clouds moving all day.”
The notes on temperature and atmosphere can quickly place
the spectator into this visual and sensorial imagination so that
they may share the feeling virtually. Other factual notes provide
clues into Olin’s observation of the landscape and present the
findings in sequence as small vignettes in the composition. In the
Pompidou sketch (Fig. 9), one may presume that Olin began the
drawing with a sketch primarily of the fountain at the Pompidou
Center. The central sketch illustrates factual information of the
fountain, the sculpture inside the fountain, the people near the
fountain, and the crowds and buildings in the background. He
continued to analyze the plaza via annotated plan, section and

fountain details (ideal drainage of sorts). These complimentary

© Laurie Olin Collection, The Architectural Archives, University of Pennsylvania
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drawings are both compositional to the perspective sketch,

as well as diagrammatic in which they clearly illustrate Olin’s
analytical process. Through observing, thinking, drawing, and
analyzing, Olin contextualized the fountain in the city block,

the topography, the program suggested by the space, the social
activities, and design tectonics. The page, as one may refer as
one drawing, demonstrates a spontaneous way of observing the
place, reviewing “what is there,” and asking “what is good about
it” and “why it is good.”

Text can be utilized to describe the act of drawing in an
accessible manner, by including the invisible elements such
as atmosphere or elements omitted from the composition. It
records and reveals the artist’s psychological state. Annotation
in drawings essentially is an invitation for spectators to enter
the draughtsman’ / designer’s inner world, by providing a
descriptive, temporal, emotional, and contextual situation
to form between speculator and draughtsman / designer an
experiential common ground.

Olin’s remark on drawing as a medium of observation
also suggests a purposeful approach connecting drawing to
professional practice. In an attempt to provide some speculative
understanding of Olin’s becoming of a landscape architect,
we try to examine his drawing through comparative readings.
Correspondingly, we seek to align Olin’s drawing practice
with the development of his design philosophy and to situate
the evolving process in its cultural context with benchmarks
on influential moments and figures. Draw-ing, therefore,
becomes the subject connecting Olin’s critical observation
and professional practice. In searching for this evolving
process through drawing, the research essentially looks at
the coordination between observation and representation
both internally and externally — how landscape is perceived,
internally constructed, and externally represented. Moreover, the
exploration for Olin’s training and development can shed lights
on reviewing the landscape architecture pedagogy, associating
the significance of the cultivated eye, hand, and mind in
professional practice.

Olin’s drawings of the English landscape have been
previously noted in this paper, and one may see these drawing
techniques suggest background in architecture. In addition to
the architectural rendering influence, Olin’s work reveals further
foreign influence (Fig. 10). Many drawings from Across the
Open Field can be found with tilted perspective, in which the
background is pushed forward until everything is compressed
in the picture plane. The visual depth between the foreground
and the middle ground is significantly reduced, which results
in a flattened image. In such a way, there is no clear hierarchy
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in the objects depicted, rather, it allows the eyes to wander in
the drawing. Amongst the drawings from Across the Open
Field, a juxtaposition of different scales and ample intentionally
unfilled space are used frequently to create wise composition
and narrative. Particularly, Olin’s wildflower drawing depicts
poppies and daisies (Bellis perennis) that dominate the plate
with only a sliver of the surrounding meadow and solitary oaks
(Quercus palustris) at the bottom of the composition (Fig. 11).
The composition plays with the scale of the very large and the
very small, creating a rather dynamic visual experience. Such
techniques are commonly used in Chinese landscape scrolls and
the wood prints from the Floating World of Edo. However, we
argue that Olin did not intend to borrow these techniques from
classical Chinese and Japanese representation to recreate the
similar visual effect. Olin studied many ways of representation,
but it is his skilful hand developed through drawing from life,
that defines his approach to composition and narrative. It is not
the image (from the eye) that one needs to learn, but the critical
representation (the hand) that one should understand and
absorb in order to create one’s vision (the mind) (Fig. 12 ~ 14).
In the drawing of Two Views to the Northwest from Buscot
House, the above portion depicts the vista looking over the ha-
ha from a distant point, and the bottom portion is viewed from
an elevated perspective, looking down and revealing the ha-ha
(Fig. 12). Depending on how one views the drawing, whether
from top-down or bottom-up, the image creates ascending
or descending perception. The juxtaposition of the two

compositions suggests movement, recreating the draughtsman’s
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Timeless and Tranquil
Wildflowers — Poppies
and Daisies —in a
Wheat Field

Two Views to the
Northwest from Buscot
House

Up on the downs and
cows grazing the
hillside below the large
dew pond on Cow Down.
A drawing of bucks
grazing in the park
north of the house

in the meadow and
parapet rail of the
terrace above this
meadow.



SRS /18X

15, K@ ( ZE/RUIFEHY
ElZ) , 1967F4LTFH
4, ZFLWFRTF AR
REERF.

16. EfE (/NKE) , 1968
FRFRETER . %
FLUFTFARRBEE
FH.

15.  Fairbanks Memory
(an ink drawing), New
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"Drawing” exhibition
catalogue.

16.  The Cabin, Amagansett,
1968, from the
"Drawing” exhibition
catalogue.
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spatial experience of place.

Discovering Olin’s influences in drawing reveals the critical
process of learning. Artists need to coordinate eye and mind into
viewing, analyzing and infusing representation skills through the
unceasingly practice of the hand, in order to develop the skill
needed to accurately render the artist’s vision.

The transformation of Olin’s drawing is apparent in
exhibition at the Architectural Archive. The show presented
a series of very loose and mostly abstract ink drawings from
the late 1960s to the early 1970s, greatly different from the
English landscape drawings of the same period (Fig. 15). One
must relinquish control and forfeit the ability to be precise in
order to depict character of form with fewer strokes. During
the exhibition reception in 8th October, 2018, Olin explained
that the series of work was done using a stick with its tip
dipped in ink. Both Henry Matisse’s large drawing of Acrobats
in the 1950s and Brice Marden’s Cold Mountain series, which
is influenced by Japanese calligraphy, have adapted similar
drawing methods but for different purposes. For Olin, he called
it as a way to break from his “norms” and to try out other
mediums.

Looking at The Cabin, another drawing from the late 1960s, Olin
drew the architecture and the landscape selectively only in the shade,
creating substantial empty spaces on the plate (Fig. 16). However,
the areas represented are described with great focus and
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exquisitely precise stroke. Andrew Wyeth, too, had drawn in
selected focus areas instead of a fully composed plate (Wyeth

has many field sketches of barns and farms which can see this
techinique), in which the empty space provides room for the
spectator to fill with personal imagination. In another charcoal
drawing Villa Doria Pamphilli, the central tree is drawn in the
similar technique by including only the shadow on the truck, where
Olin intentionally neglects the foliage and most of the background
(Fig. 17). Compared to The Cabin drawing, the charcoal depiction
is notably different, in which the strokes are much more loose yet
still show great attention and precise depiction. The exhibition has
presented a great diversity in the medium and technique acquired
by Olin. Olin’s experiment and training of the hand never seem to
have stopped.

However, we argue that the most intellectual and perhaps
the most diverse selection of drawings from the exhibition were
created between the 1960s to the early 1980s, and it was during
Olin’s architectural education and early practice in architecture
and landscape architecture, wherein he produced a great amount of
drawings, which were used to capture and record his observations
and to aid in his considerable design work and philosophy.

In order to deepen the understanding of draw-ing as critical
training and practice for a landscape architect, we must consider
the development of Olin’s design philosophy, the mind of the
draughtsman and designer. Growing up in Alaska and having
moved and lived in multiple cities, Olin had always been interested
in the landscape — through being in and observing the landscape,
drawing the landscape, and always engaging with the people
who live there. Olin did not study landscape architecture until his
second year of architecture school at the University of Washington
in Seattle in 1958 when he had a studio taught by the famous
landscape architect Richard Haag. He received a Beaux-Arts
training at the University of Washington, and some landscape
architecture training with Richard Haag. Although not to forget
that it was the 1960s’ golden period of Modern gardens on the
West Coast, with designers such as Thomas Church, Garrett Eckbo,
and Bob Royston having strong presence in design schools. Given
Haag’s Mid-western background, we can certainly guess that Haag
must had recommended Olin to read John B. Jackson’s works on
vernacular American landscape and cultural landscape on which
Olin already had lots of curiosities. Later Olin also worked for
Haag for several years. It was the time when both Beaux-Arts
and Bauhaus training coexisted in the architecture school at the
University of Washington. Olin has received the traditional fine art
training in drawing and architectural design in addition to studies
in modern arts, music and poetry.

After graduated with degree in Architecture, Olin practiced
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professionally for several years in the 1960s. The period also
aligned with several important movements in American Landscape
Architecture that must have influenced Olin and impacted his
development. This influence firstly was through the urban theorist’s
works in studying people and the urban environment. Kevin Lynch
in his 1960 book The Image of the City introduced the concept of
how people can construct a mental map of city they live in. Writer
and activist Jane Jacobs published The Death and Life of Great
American Cities in 1961, criticizing the rationalist planning and
proposing the appreciation for diverse neighbourhood and urban
social lives. There was also the rise of ethnology and behavioral
studies, all contributed into one another. Olin has always been
interested in people and it is much apparent as shown in Olin’s
numerous drawings on this topic even from an early stage. We can
conjecture that these works had been influential for Olin, especially
since he was already interested in people and the environment they
occupy. He later perused fellowship works in England and Rome,
producing works that can be considered as cultural anthropology.
After moving back to Seattle for work, Olin participated in
community projects, notably working to preserve a public market
in the Skid Road community — partly supports such a speculation.
He put together a pamphlet titled Breath on the Mirror in 1972 of
his observation and finding, unveiling the complicated and invisible
relationship between individuals, groups and the place. Olin may
have been the first landscape architect who has studied homeless in
an ethnographic approach.

By the late 1970s, parks and urban squares had become
subjects for social scientists. Among them, William H. Whyte
used direct observation to study and describe pedestrian behavior
in cities which went on to develop into the book of The Social
Life of Small Urban Spaces. Simultaneously, there was a rise of
environmental movement after the publication of Rachel Carson’s
Silent Spring which followed Aldo Leopold’s “land ethics” from
the 1950s. Later in 1966, a small group of landscape architects
including Tan McHarg announced the Declaration of Concern in
Philadelphia, sharing concerns on environmental crisis and calling
for landscape architects’ action. McHarg later published the
famous Design with Nature in 1969 which became instrumental
in shaping the pedagogy of Landscape Architecture education as
of today. Olin also joined as a faculty member at the University
of Pennsylvania working with McHarg later in his career, where
environmental thinking had become quite evident in many of his
corporate headquarter designs.

Olin has repeatedly mentioned his fondness of ordinary things
in several occasions. We argue the appreciation of the ordinary
entails design sensibility and sensitivity through the critical eye

and mind. Olin has mentioned his experience of learning modern
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poetry with the Pulitzer Prize winner Theodore Roethke. In

a recent conversation, he has expressed his appreciation of
poetry and works by Ezra Pound. Although both are considered
modern poets and both have works related to history, Olin
clearly prefers Pound over Thomas S. Eliot because Pound writes
for immediate impose and direct reception. This quality is also
evident in Olin’s own writing. Almost all Olin’s writings are

not in strict academic rhetoric. Instead, the tone of the writing
is casual and approachable, as if he is chatting to you in an
intimate and more direct setting. Olin’s writing, too, hopes to
bring immediate reaction. The non-academic format does not
discount the intellect of the content but provides a more fluid
and organic experience in accessing the information via reading,
and most importantly, it can be accessible to a wider range of
readers.

By situating Olin in his cultural context, his great passion
for the land, for beauty, and for people is quite evident. His
design philosophy developed slowly by accumulating associated
thinking and studies based on his original personal interest.

It was not merely a result of drifting along with the “trend.”
The period between the 1960s and early 1980s thus becomes
remarkable in his career in which he has been exposed to a
richness of thoughts and has experienced great shifts in social,
economic and political conditions. We would argue the 1970s as
the benchmark in Olin’s career, wherein he has travelled across
the country and abroad, and has conducted fellowship research
in cultural landscape. He observed, thought and drew, and he
drew a lot which revealed to us his internal construct. We also
see the 1970s as the turning point where Olin has transitioned
into the field of landscape architecture. His interests in people
and landscape continued to develop as he began teaching at the
University of Pennsylvania in 1974 and eventually founded his
own practice of landscape architecture and urban design firm

in Philadelphia. Through his design works in various scales and
locals, Olin has shown sensitivity and tenderness for people. His
latest book Be Seated exemplifies his philosophy and practice.
By focusing on designing seating, the book shows an overview of
Olin’s study and observation with the history of public seating,
his insights and design cases in both philosophical and physical
construct. In the book, he called for attention to “situate” and
“sitting,” and suggests that “as one takes one’s fixed spot in

the landscape, one also becomes of it, situated within a larger
context.”""” This statement circles back to the significance of the
immersive experience in critical observation. “To draw, one has
to be quiet and sit still and look very carefully. If you do, things
will reveal themselves. The world will open and unfold.”""!
Olin participated in a design competition to enhance
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the security at National Mall in Washington, D.C. after the
terrorist attack of September 11, 2001. The thoughts behind the
bench proposal includes security measure to prevent vehicular
assault, consideration of location where seating is most needed,
dimension and forms that can accommodate large quantity

of visitors, materials that resemble the material culture of the
National Mall, consideration to maintain maximum vision in
all direction, and how the scale and proportion can result in a
refined manner to the memorial yet with minimal disturbance to
the context. In the case of designing the fixed bench at Wagner
Park, Olin explained that the intention is to provide the width
that allows people to “be able to sit back to back while facing
different directions without disturbing each other”!"" (Fig. 18).
The emphasis on bench design was not the look, the material

or the style. This also applies to the decision of proposing
backless bench. The backless helps to maintain the visibility to
the harbor and the Statue of Liberty whether one is standing or
sitting. It also offers great flexibility regarding how people sit,

11 themselves and how people may interact by

lay or “drape
providing no obstacle in between.

Although the fixed bench often implies spatial construction,
Olin means to underline the social behavior and performance
that can occupy the design, using the singular object, such as
the bench, and extends its implications and impacts within a
larger context. The actual design practice requires not only
the technical knowledge in making but also the sensitivity and
criticality in observation and decision making. At Columbus
Circle, the backless bench is designed as a key element to
activate the space. The bench’s material, shape, tectonics, and
lighting are designed with the singular intent in serving the needs
of the public (Fig. 19). When city officials requested the addition
of armrests to prevent homeless people sleeping on the benches,
Olin displayed opposition both aesthetically and socially. In
Be Seated, he even calls out the officials as “knuckleheaded
bureaucratic vandalism”""". Being one of the designers who
proliferated the use of movable seating in American, Olin’s
contribution of the movable tables and chairs in public spaces
demonstrates humanistic qualities. The social aspect of design
performance demands both factual and perceptual observation.
Therefore, the training of critical observation becomes especially
crucial in the profession of landscape architecture.

4 Conclusions

The paper is not able to generalize or conclude here the
definition of drawing in relation to landscape, which has never
been our intention. Instead, through a short revisit of Olin’s
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drawings and his personal development on drawing and design
practice, we have examined the idea of “draw-ing” in its affinity
with the critical observation of landscape. For the draughtsman,
draw-ing is an immersive duration and a portal to apprehend
the landscape observed, which will be eventually achieved in the
drawing as an end result. While for the spectator, by focusing
on draw-ing, it becomes possible to revisit the invisible meaning
and message behind the drawing beheld. Besides this maintained
argument asserting drawing as the medium for observation,
we have also explored the accessible approaches to read draw-
ing as a process and latent message. Three possible approaches
are briefly introduced through exemplifications: first, reading
between the factual and presented circumstance; second, the
narrative of a drawing through the realistic and figurative
composition; third, the intention and psyche behind the drawing
techniques.

This understanding of draw-ing further considers drawing
as a critical practice for training a landscape designer, with a
particular concentration on the coordination of the critical eye
and the skilful hand. For our generations, the technological
advancement facilitates a growing capacity to “see” and to
“render” landscape through external surrogates, such as
photographic media, films, GIS, drones, and other relevant
computational devices. On the one hand, these surrogates have
brought with the unprecedented “eye” and “hand” for an eidetic,
secondary observation and representation of landscape. While
on the other hand, they also take away our immersions and
sensitivities in the primary experience of landscape. Due to the
spatial and temporal limitations in positivist models, an eidetic
image or simulation of landscape does not necessarily equalize
a more thorough apprehension, neither a precise interpretation,
of landscape. On the contrary, the proclivity of our visual
overreliance on this secondary experience of landscape could
further distance ourselves from sensitive observation and
curiosity through the haptic immersion in a landscape.

The prevailing presumptions and consumptions of this
secondary experience of landscape already have had the
impacts on our relationship with landscape. As Christophe
Girot has argued, “the landscape architecture is experiencing
an extraordinary loss of imageability” — the crisis that he
attributed to “the misplaced and lost visual references” in flux
and overabundance of images''”. Interestingly, Girot’s criticism
on the mass media and the traditional iconic visual system
of landscape led him to seek for new dominating media of
representation and observation in landscape architecture, which
eventually would produce and circulate even more secondary
perceptions of landscape. However, we argue that the problem
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