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ABSTRACT
This writing aims to annotate a research by drawing and elaborate on the 
techniques used to observe and respond to spatial transitional situations. 
The drawing - both as act and artefact - is referred to as a principle source 
for knowledge; a place for dialogue between mind and paper. In this drawn 
research, the world of objects is replaced by a world of events. It is the utter-
ance of the world, a viewing of the world with the immanent collapse of an 
object-subject viewpoint. This looking at an event through experience and 
re-experience, enabled by the ‘play’ and ‘re-play’ capacities of the digital 
medium seem to drive a productive paradox; allowing high levels of perceived 
precision combined with the perpetual change of that what is perceived. This 
paper comments on and terms the method of drawing -understanding a sit-
uation from what is observed by re-composing and selective tracing of video 
recordings, frame by frame, collapsing multiple points of view into a drawing 
- as ‘Durational Unfolding’.
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This paper describes methods and modes through which drawings are con-
structed in order to experience and express tectonic qualities of being in time. 
The drawing - both as act and artefact - is referred to as a principle source 
for knowledge; a place for dialogue between mind and paper. The drawing 
hand serves as an instrument through which technique (drawing) and past 
experience play an important role in the acquisition of knowledge. As such 
the person drawing is allowed to look at the world as a perpetually changing 
reality. A term to describe this as a research instrument is ‘auto-ethnography’, 
the study of ‘the self’ for us to come to understand more about architectural 
production techniques and the quality these techniques produce.

The following chapters comment on a set of pencil drawings merging ob-
servation with speculation as a means to allow for an ongoing renewing of a 
relationship with the world and renewing of the understanding of its spatial 
performativity. To do so, the drawing attempts to engage with an all-encom-
passing reality, gently merging ‘the world of things (objects)’ with ‘the world 
of event and experience’. In other words, the drawing allows for a looking 
at the world from the standpoint of the object (Orthographic projection). At 
the same time the drawing allows for a looking at such objects from the per-
spective of the subject thus reflecting upon the correspondence between the 
world of thoughts and the world of things.

Figure 1: The Space Between His Head 
and His Two Hands, 690 x 75 cm; detail.
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Form, in this instance, is not merely used in reference to unambiguous ge-
ometric spatial quantities (the world of objects), often described through 
means of orthographic projection (referred to as the standpoint of the object). 
As drawing is understood as a being in time sanctioning a looking at the 
world from multiple vantage points, form can be looked at as perpetual am-
biguous permutations: as I walk around and look at the world, I see an end-
lessly shifting iteration of the spatial composition and formal presentation of 
the object and its relationship to the particular context; a different disposition 
presents itself with every changed point of view.

The drawings start with understanding the situation from what is observed 
by drawing selective tracings of video recordings to obtain an awareness 
implicit to what is observed as representation converts into experience. One 
could term this a ‘practical-critical activity’ where drawing dwells in-between 
modes of observation and responsiveness. The act of drawing lingers in the 
streaming light of the projector as the drafter occupies the space between 
representation and presentation.

What is obtained is an awareness implicit to the observed complexities as 
representation ramifies into autonomous drawings by means of this sensing 
line, a mode of drawing that dwells in-between observation, responsiveness 
and speculation.  Drawing, as a practice, is thus based upon this simulta-
neous performance for every line engages with the delineation of empirical 
objective qualities and the expression of more elusive qualities. It is an utter-
ance of the world, a viewing of the world with the immanent collapse of an 
object-subject viewpoint. Here, the world of objects is replaced by a world 
of events.

Figure 2: The Space Between His Head 
and His Two Hands, 690 x 75 cm; detail.
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What does it entail; this manoeuvring between the figurative and the figu-
ral, between object and the event it stages, between measurability and the 
subject’s perspective; urging multiple points of view poised by repetition and 
iteration implying constant change.

Digital representation (such as film and photography) allows for capaci-
ties of precision, using actions of re-play, slow-motion and frame by frame 
viewing. The digital medium also allows for levels of productive imprecision, 
a breakdown of scale for each frame can be enlarged until one reaches the 
pixelated limits of the medium, zooming in on video footage to the point of the 
representational collapse of the image and therefore part-erasing its assumed 
meaning. Each of these capacities allow for a certain distancing by the author 
from the assumed meaning each of these images hold. Such a removal of as-
sociated or enculturated meaning from visual appearance helps with shifting 
the focus from the absolute form of things to a study of form between things.  
This is much in line with Stan Allen’s concept of ‘field operations’ where form 
is explored as part of an interconnected matrix of field conditions. Such com-
positional arrangements oppose the study of objects through overarching 
geometrical schemas. Instead, they engage with the visualisation of intricate 
relations between objects instilling the idea of individual form to be the prod-
uct of multiple local connections forming a dynamic whole in which individual 
form plays a corresponding role to all other. (Allen, 1999)

By taking the idea of form out of a static hierarchical structure, its rep-
resentational status has shifted away from a Cartesian objective to allow a 
making visible of that what is not merely visible . To obtain such dual rendering 
of the visible a disposition of orthographic projection techniques is implied. 
The compositional field of the drawing is provided by a vertically placed draw-
ing board onto which selected video recordings are projected. The term ‘field’ 
refers to the non-hierarchical nature of the ‘practical-critical activity’ of ob-
serving (drawing) selected video recordings. In this moment, images become 
perpetual ambiguous permutations of both objective and subjective engage-
ments with what is observed. This ‘vertical field’ allows a certain viewing of 
the world. A view where a digital feed of the world allows for dynamic per-
spectival arrangements under constant scrutiny and reevaluation for the form 
of things is revealed through circumstances observed and experienced while 
transcending the traditional stance of a central figure in view. This strategi-
cally constructed field is thus the place where object-subject points of view 
collapse and become drawing. Such drawings complement a vocabulary of 
measurable geometries and orthogonal bodies with dynamic perspectival ar-
rangements. As the drawing gathers these points of view it seems to serve a 
productive paradox; allowing high levels of perceived precision yet combining 
this with the perpetual change of that what is perceived. This coalition of 
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Figure 3: Marconi Drawing #3, 133 x 57 
cm; detail.

concepts delineates the space of the drawing in which modes of observation 
and responsiveness can be combined.

This paper terms the method of drawing -understanding a situation from 
what is observed by re-composing and selective tracing of video recordings, 
frame by frame, collapsing multiple points of view into a drawing - as ‘Dura-
tional Unfolding’

Let us imagine, walking around a sculpture in a large room, observing its 
stance, gradually experiencing its occupancy in the surrounding space. As 
we walk around this sculpture, an unfolding takes place of various impres-
sions in time through which we construct an understanding of the sculpture 
in the room. The more time we spend in the room, obtaining various points 
of view, the more we are allowed to form an understanding of the spatial re-
lationship between the sculpture and the room.

The implied change of viewpoints allowing for the congruence between 
observation and responsiveness is what characterises the drawings present-
ed in this paper. The drawing construct or compositional field allows for this 
‘Durational Unfolding’ to take place within the drawing. This is somewhat 
different from a Cartesian attitude -through which fixed objects are studied 
by means orthographic projection. Such technique also deploys the registra-
tion of multiple viewpoints however always within a fixed frame of projected 
plans, sections and elevations. The technique of ‘Durational Unfolding’ in-
deed breaks this static hierarchical structure to study objects and/or figures 
within the dynamic field of the drawing for that what is studied is described 
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through the idea of transitions. Transitions occur in time by tracing selected 
video recordings frame by frame. Transitions occur in space for each video 
recording obtains various viewpoints, much like us walking around a sculp-
ture in a room. All this to allow for the observer to construct new relationships 
between matter (object) and matter of fact (associated meaning).

That what is studied in the drawings is described as ‘Figures’ (architec-
tonic figures). The surrounding in which these figures exist is described as 
‘Ground’. When the figure and the ground offer each other resistance, a tran-
sitional situation presents itself. The drawing engages with Figure/Ground 
studies, where the figure ranges from a building to a plane, to a human being. 
The studied situation as part of the drawing process favour confrontation 
and various forms of transition between figure and ground. Such transition-
al moments are moments of change.  They release cultural information on 
how we handle matter and how situations are culturally conceptualised. The 
drawings as research, focus on the information embedded in the ‘stance’ of 
a situation, which includes the visual information collected on site but also an 
understanding of the dialectics surrounding the subject.

One could look at these drawings as traces of compositional tectonic 
qualities of released underlaying understandings on architecture as its rep-
resentations are put under pressure. Case studies chosen range from look-
ing at plane crashes, building demolitions and the formation of man made 
landscapes. The figures in these instances always seem to be in the process 
of moving away from their standing as one thing to become something else 
without a clear knowing of what they will become.

In these moments of free fall, drawing is subjected to a sense of critical 
surrender through which the drawn subject (the figure in the field) can free 
itself from political discourse, functional disposition or sustainable narrative 
and thus can thrive as formal disposition. The figures in these instances exist 
as entrances through which a wider context is observed and responded to. 
As gateways into a larger operational field, these figures exist between a fig-
urative state (expressive of connoted value, social myth and cultural categori-
sation) and a figural state (a non abstract yet non-figurative state established 
through the above mentioned techniques of projection, shifting point of view 
and re-play). The drawing as such is in constant negotiation with mediat-
ing elements of an observed figurative nature and elements of de-figuration 
towards the figural. The instance when the drawing succeeds in shedding 
its representational qualities in favour of its figural potential, the drawing is 
allowed to perform as a speculative instrument. This moment negotiates a 
threshold in the drawing process, very much as in Heidegger’s reference to 
poisis as a ‘bringing-forth’ when something moves away from its standing as 
one thing to become something else.
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THE COMPLEXITY OF THE SPECIFIC
Observing these unstable transitional realities (and of course all realities are in-
evitably unstable) through drawing underlines the basic premise of ‘Durational 
Unfolding’ for it does not tolerate projected outcomes or pre-set vocabular-
ies. Architectonic qualities are drawn out of obsessive observations avoiding 
common routes of reduction through which instantaneous summaries and 
galvanising abstractions are often constructed. The drawing becomes an 
expanding notational field distancing itself from the assumed performativity 
of representation.  Instead, a form of augmentation is deployed to allow the 
drawing hand to cultivate an awareness implicit to the complexity of that 
what is observed. The persistent simultaneity of ‘life feeds’ projected onto the 
drawing board removes the importance of unambiguous form and geomet-
rical clarity. Such drawing technique implies an architecture not investing in 
stability or certainty but an architecture that leaves space for the uncertainty 
of the real. (Allen, 2009)

Figure 4: Marconi Drawing #1, 164 x 57 
cm; detail.
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