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Abstract

This paper considers the practice of drawing dinie the context of architectural design. The core
argument is that drawing lines generates the conditions for creative thought. Moreover, this initial
claim is discussed in the context of the creative m®da architectural design, as lines play an
indispensable role in the locus of creation. First, the-cadled firepresentational paradigi about

hand drawing is critically discussed, leading to the expositidna new philosophical account
regardng drawing. This new position consists of three thesegit(tegardsthe drawing surface as a
toposor fAspace of drawingo; (1'1)y it regards drawings
as processes. Jointly, these three theses toetfiperformative pradignd, casting each aspect of the
drawing pocessin terms of an unfolding dynamic in which inhabitative imagination and aesthetic
sensibility play decisive roles. Lastly, these conclusions are fordaliza design model.
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1. Introduction

The practice of hand drawing is ubiquitoilsoughout thedesign disciplines. It is taught around the
world as one of the most straightforward techniques of developing ideas, expiotiiiipns,
prototypirg sdutions or communicating concep(dlote 1. Seemingly simple and straightforward, the
dynamics of hand drawingeem easy to understand. Thatais,long a®ne accepts that drawing is a
form of mimetic (i.e. broadly imitative) visual representation therely conddering it as a
representational technigNote 2). But to accepthat viewpointwould beunnecessarilyeductive, as

it has been argued convincingly that hat@dwing isnot just a form of representation, bihat it

constitutesa form of thinkingin its own ight (Note 3). As sich, it is an issue that has its home in the
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reaAmof aestheti cs.Critluemnwardk aesthetics had pradominantly focused on the

notion of the beautiful. However, if we recast it as what Hagélyc a | | e stied® bflsensibii t y 0,

we se that it encompasses not ortlye notion ofbeauty, but the dynamics that characterize tartis
practicessuch as painting, sculpting or drawing the broad sensén inkling of this approach is

already inherent in Kant, wo approachedefledion as a type obensibility-in-practice(Note 4).

Returning to drawing,he statementthat drawing is a genuine for of thinkingi no matter how

intuitively appealingi presents us with paradoxes left and right. If drawinmpdeedan autsnomous

form of thinking, how is it so?How doesvisual and gestural creation guide the proces&mative)

thinking, or tap into aspects of that process that no other activity can iéaasthetics is concerned

with the sensibility inherent inristic practice, then it st povide an anser, mocel or tentative

theory.

To address thiguestion | take an indirect route and expand on a very simple claim: that hand drawing

of linesis aform ofgeneratingconditions for creative thought

To constainthefocusof thispaper| limit the discus#on tothedrawing oflines in architectural design

Creating ines, asarchitectural theoridlarco Frascararguedisitselfa way of fAarchi tectur al
(Note5).Al t hough | 61 | sratementrant etro oFnregesidifisdhesibiissugportarn
additionalclaim: not onlyconstituteghe drawingof lines a form of thinking, butorrespondinglylines

play indispensable rotein the emegence ofthe locus of creationIn the course othe ag u me n't I 61 1

explain whathis claimmears.

2. The Represatational Paradigm: Three BasicAssumptionsAbout Hand Drawing
To set outthe position| criticize, | e intboducethreeassumptions about hand drawing dimes in
architectural desigthatjointly constitute what | callherepresatational paadigm
1) The first assumption about drawing is that it occurs apural plane This idea can be traced
back to Ancient Greekonceptionsof the human mind. The mind was regarded aabala
rasa or emptyplane that would be ingbed by impessims ormarks (Note 6). Notice here
the close analogy with the development of writing: the mind was conceived as a surface that
would acquire its unique shape by external influence, just as the empty shesgieofip
markedwith symbols or markby an author.
This assumtion made iteasyt o | ump dr awi ng and writing togeth
product i o (Not@7. Intdang soetkedact of drawing was silently subsumed under
writing (Note8).
Writing meanspermanencea textcan be read in the auth® s  a bsstlermank havea
lifespan that exceeds that of the human being. From the very first beginnamghd@kctural
drawingduring the Renaissance, the material aspect of this permanencedleanter stage:

first, a parchment had to be preprthen a e had to bengraved into it, and this line had to
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be filled with specially prepared ir(Note9). Before the line could achieve its permanence, an
entire sequence of material processasrequired

2) Thesecondassumption is that drawings dmeitations or copiesof anobjed or idea thathey
are supposed to faithfully represent. The ideattimaarts are essentially imitative cafready
be found iPaeticANoted0). Aristbtle ridtices that imitation is a form of learning,
and thatimitation offers delightor pleasureWe encountera similar thought in the Platonic
corpus of works, which states that the arts focus on imitatiimési$ to achieve visual
resemblancé€Note 11). In somecases, this is true, dbere are drawings that ameant to
specify @rtain featwes For ingance, technical drawings muslosely resemble the objects
they depict to be useful at §Nlote 12).

Continuing fom this assumption, it is but a smatks to imaginghat a drawing islavays a
visual representatiolf an absent obje¢hat functiors as a standn. A drawingmay be seen
asa copyof an objectIt may also be seeas avisual representatiorof it. The distinction
between these twis thata drawng may indeed represent an object (as in still life painting),
but that objecheed not babsent. Inthe case of designing, the objeotbe is at least partially
absent, and so drawing fills innaimaginative rather than a representational gks
assumption follows from the idea that drawinginstative. The object that is déged is
abent, or doesnot even exist yetbut the drawing makes it present in a precise, descriptive
and tangible mannefNote 13). This conception ofdrawing owes muchto Leon Battista

Al b eideta thdt drawing is the process of setting up a descriptive ggofiNete 14). That

is, a precisescaledrawn visual representation of an object that is to be built. Albedified
drawing in such a way that became a tdofor transmitting ideas between designer and
builder. Likewise, the drawing became a tool fori n t £ U & k anzdea(Npi& 15). By
geometric representation, otherwise fuzzy ideas becatai#eobjects of inquiry(Note 16).

Not only do they acquirekindof fiobj ecti vityd or representationa
become amenable to a process of coranal metrt measuremen

The linewas in this type of drawing the mark of precisithrpugh scale and metric precision
corresponding to a futurine or given measure in the real worldowever, the lines from
which the drawn object is constructpthy a vastlydifferent role in the preess of creation.
Their rolein the drawing process is naducibleto merelyfaithfully represerihg an obgct.

3) Third, drawing has beersubsumedinderwriting as the production of a kind of scrigitat
serves a comnmicative purpose Thisis not to sy thatdrawings never serve to communicate
informationi the technical drawing comes to mind. Instead, drawirgrisuni it is not a
synonym for illustrating ocodifying compleed, wellformed thoughtsThe written texthas
often beenheld p as a pinnae of expressive precisioat the expense of the drawing
20"-centurycontinental andanalytic philosophy tookjuite some time to come to termeth

forms of expression that were metllogistic, propositional or texbasedor tha had no clar
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signifiersignified structure (Note 17). The discussion of what constitstémages has
developed onlyecentlywith imagetheory and media theoryt should be indicative that we
have a philosophy of language, but no philosophy of draw®igen, when we discuss
languagewe talk aboutwritten languaggepropositions omvell-formed statementgNote 18).
This has one importamanifi cation: lines are seen gassive trace®r marks of anotation
processthat bears a close analogy to writirgjthough the line $elf cannotbe treated sa
proposition or statemer(Note 19). But as poststructuralism and hermeneutics have both
shown, text and image alike are very muchtiee (Note 20). Drawing has alynamicof its
owni a regimen of operation that is not reducible to writing, alioit is also notationa
(Note21).

Concluding,the representational paradigm reststlmeeassumpgbns (1) drawing occurs on a neutral

plane;(2) drawings are imitations&nd or visual representation$ an (absent) obje¢t(3) drawing isa

kind of scriptandthereforelines arepassve traces In the next section, | discuss an alternative to this

accaint.

3. Entering the Space of Drawing:The Performative Paradigm

To rethink drawing in architectural desigim a direction that diverges fronthe representational
paradigm, Ipropose araltemative philosophicalaccountfor each of thethree initial assunptions
introduced in the previous sectidn doing sQ | provide numerous arguments to rethink basic aspects
of the nature of drawing astilized in architecturaldesign (Note 22). More importanly, these
arguments support mylaim that drawing lines gesmates the conditions for creative thoughRut
concisely, my claim is that drawing is inherently performative. As such, the account sketched here can
be regarded asperformative paadigm

| disauss threecountethesesagainst the representational pagadi(l): the drawingsurfaceis not a
neutralplane but atopos (II) handdrawings &e situated figurationsand notvisual imitations; (l11)
lines are not passive tracésit active pocesses.

3.1 From Neutral Suface tolnhabited Topos

Consider the coreption of a drawing surface as reutral plane What does it mean to draw a line, or
to trace a figure osucha neutralplane? At first sight, t impliesa form of notabn on amedum for
laterretrieval.Although thisansweris correct, it is also triwil. It tells us nothing abowditherthe nature

of the drawnline or the drawing surfacét is as applicable to any form of writing as to drawiligve

wish to know thenature of te drawn ling we have to move beyond functional explhmas, and
conside the effectiveness of drawing.

Afirsthintoft hi s ef fectiveness |lies in the etymology of
object across a surface, sctahg the trgectory thatit followed. The pulling activity is important, as it
implies the exertion of force, something that we dotngsually associatavith drawing nowadays.

However, history shows that the relation between the drawing instrument ansurfaee was
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multi-dimensonal. With modern drawing, the drawing instrument (pencilrkeg largely lost its
materialconnection to theeceptivesurface. Howevefrom classical atiquity up until the Renaissance,
engraving and drawing were largely ineparable. Talraw effectvely, apachment had to be prepared,
inscribed and filled wh specially prepared iR. If anything, the line lost in this type of procedure much
of its spontaneityAs we canwitnessin the drawingsof for instanceLeonado da Vinci, sketching
remainedpossible alongside writingNote 23). But still, even vhen the magrial link between line and
surface is weakenethe line creates a new situation. Especidllyinga creative process, the relation
between line ath depictiongrowsmore complexhanone wold susject:
| put down something on paper and theaatetoit. Onae | make a line, it becomes a condition:
does it look like what | thought? Does it make me want to draw another or shall | erase it? It
encourage me to make dedims only | @an make. Ithas ingantly become something that
already exists and draws ne into the world of its own need to be dragiiote 24).
In the quote above, Dougtch describes the line aandition it transforms the surface avhich it is
drawn It directly demacates it inleft ard right, up and down, in and quand t may evensuggest
depth Through thepresence of théne, the surface acquires an orientati@multaneouslythe line
invites further exploration. Even before we considdr e  instrumeritadvalue as avehicleof visual
representationwe must corigler it asan effective causeThe linetransformsthe surface it is not
merely a passivérace on a passiveanvas. Once the line is drawn tre surfacgit engages in an
interplaywith it. The German ternBildakt (image act) emphasizes this dynamiarelcte: aline is a
visual act rather than a static representatidote 25). The anthropologisflim Ingold investigaéd line
patterns that the South Indi&#lam use to ward § demonic preseres. These [i@rns, wries Ingad,
are finot made on a surface, b(Niote 26) Howeyer, tha foimrofe it as
artwork calleckampi eventhis clear distinction between line and surface becimdistinct. The lines
seem todissolve thesurface(Note 27). This simple eampleillustratesalready something of the

complex, dynamic relation betweéne andsurface or alternativelyfigure andground
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Figure 1. This Sketch Is Expressie rather than Descriptive aslts Lining and Shading Sugests a

Depth and Volume That Adds an Additional Dimension to theSurface. Author, 2018.

Similarly, John Berger states that the pafi@comes what we can see through the ldvasvn on it;

yet it remains itsél(Note 28). All this points to a effeciveness exertely the drawn line.Drawing a

line is na just an inconsequentialct butcausesvarious visuospatial effects that are noterely
representationalMany of them have little to do with representatinn are intended to create sufficient

conditions for an idea topaear(Figure 1). In view of this, it makes sense to think of the line as an

eventrather than aymbol,mark or trace.

Fitch mentiored the line aghe creation of condition Asimageacts,linesactively create conditions

thatdo not just hapgn to thesurface but thattransformthe surfaceinto a space. We can quite literally
wanderin-between the linesihti s i magi nati ve spacedNote29nkbrgbddak e it ir
reason, Mibee | Pol anyi s poke o,fegaidingitdemed dpatimhgrdhanvisualan i de a

or conceptuakntities This inhabiting processallows for imaginative immersion. This ismiportant as

architecture is inherently spatial. The fact that drawingdalkace on a flat surface or a digital screen

does not change ith Paud Emmonstook this thoughta stepfurtherby coining the term Aior
i ma g i n(ddte 36).nEthoing theories frm the Renaissance onwards, the idea is that drawing

facilitates the process of mentally inhabiting the building or space that is being dési§ad e

Corbuser putit: onemust ear n t o fAst (Noté3l)o wi th a pencil

As Gaston Bachelardnce remarkedall thinking is to some degree spat{lote 32). We order our

thoughts in up and down, inside and outside, above and pélefere and behird Thinking is

inherently relational andarchitectonic in the sense that it turns towards systemic reldti@idhave a

certain sp#al orientation For this reaso, Pallasmaa der i bes t he fAarchitectur al

organizing imagéNote33). Wi t h €0 mlag d omean andud represesationof a building
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or aspace but the most basic categorical order that we tosthink at all. This categoricalorder
encompases th distinctions between inside and outside, up and down, horizontality and verticality,
static and dynamiajefined andundefired. These relationships are mapped out and staged while one
draws. The line as a conditionanks the beginning of a thinlgrthrough-creation,utilizing the most
basicspatialcategories ofhinking to inhabt andmake sense of an id€isote 34).

The Frenb writer Michel de Certeathas drawn attention to theanthropological and symbolic
languages thatra usedn this procesgNote 35). In the case of anthropological language, the drawing
is approached as a space, and one can orient oneself in it.pflessriikei f o |tHe dallway and

turn right attheendtoemtr t he | i ving r oomo -faking thatoccarswhier m o f per
drawing. Likewise, n DonaldSc h ° n 6 s scsi@agicalstdy The Refletive Practitioner this
ficonver sat iimation wi tol miinhossly @ate 36). The fact that this situation is
conduded through theembodied mind makes it a ligd exgrience rather than dry theorizinBecent
findings have shown how important the relation to the-fiestson perspective is for arclateral
design.Drawing an idea from various perspectives involvpsrspectiveaking, aided by embodied
movementgNote 37). The process of inhabiting various perspectives brings an tevén aworld)

to life (Figure2).

So e 2poL\"/\ [ UE g LT (6

Figure 1. Diff erent Persgpectives andHuman Figures Allow Oneto Imaginatively filnhabito a

Drawing or Idea. Author 2018.

Conver=ly, symbolic language stabilizdéiwed meanings. It uses a broadly standardized system to
order the plurality of perspectives andinaos. For instancethe architecturalmap is an abstract totality
in which the viewpoint is changed from playfplkispectival exploration to systematic abstractidrhe

map represents a pointakw and a level of abstraction that we do not encounteverydaylife.
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But while drawng lines, onevisually constructditerally a space that isxplored and that becomas
active participantn the creative processhe surface is instrumental in achieving this:
The architectds dr awi ngal sspportfawatiag e appeawag of mer el vy a
meaningful marks. Like soils on a site, drawing board materials impaetwork. The drawing
sheet is an active participant that is already propitipar, as Chinese calligrapher Li Yaiping
wrote, excellent drawingape r i s 6 @skengehihgirt thatveee when unmarked, it is not
empty because f iwtelifedikeferie se6i BéndBPwpdr 6s qualitie:
consideration of a particulas i t e 6s (Mpte2B) i t i es.
Li Yang-ping draws attention ttwo aspects that dealith the maeriality of the drawingsurface First,
the very materiality of theurface is generative by itself
The analogy with soil points towards a pees of cultivation or actively working with treubstrate.
Li ke Fmagdami s nfios, e dtiitestaraatdeactéijuoes a slow seepiimgand settling
of its various aspectgNote 39).
This growth processequires a physicdbcus or Aispaceo i n Agaih iDe Gertead e as devVv e
has taken up this theme, describing ipace of writing (andrawing) asun espaepropreor fpr oper
s p a (Net®40). The drawing siface provides such@oper, weldefinedspace Not coincidentally,
there isa direct link here to the idea of a designhatedreshspace:
Sacred space marks a break homogeneity of undédfentiated pace andprovides a spatial
orientation through whie a world is founded. In the double operation d@étaching and
reframing, the ground rappears as the site in its discontinuiote41)
Like the architectural imagéhat P#lasmaa alludg to, the drawing surbce becmes a carefully
differentiatedsite for thinking and worlebuilding alike (Note 42). Demarcated as gpace that diers
from its surroundingsthe drawing surface acquires its special chara®at differently, we may
approachit as agenerativehabitat or cognitive ecosystm. It is a spacein which the conditions for
world-building, thinking-throughgesturesandorganizdvisual experience are nurtured and developed.
Above all, it is aspacein which ideas argowerfully condensedand concentrated, forconthem to
asumea ape (Note 43).
As discussedrdm its very inception, drawing involdethe material ofts surface, but it wasonly with
the rise of descriptive geometry that the surface as neutral @lgrejective backgundappearsThe
focus shifts towards the preision d the catents that are depicted. In digital drawing, this conception
of the background as nwal space is ubiquitous, as the practice of drawing takes place on an empty
artboard or modelling spaddowever, as Pet Cook argueshe surface is agthing kut passve:
Such|visual] indulgence allows the whole surface of the drawing to readhto the observer,
never letting one rest for a second, and somewhat in the manner of an illustrative cae®n fe
in many irriguing and divertig minutiae (Note44)
The suface reaches out and invites one in, never resting but always suggesting something new and

fascinating. We might see it like a space or habitat for thought, rather fladicanvas.
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Understandingthe drawing stface as agenerativehabitat brings us to he secondpoint that Li

Yangping raises: the drawing surfadmuly is generate. Perhaps unwittingly, Yanging echoes

classical Chinese thinking on paintirithe idea is that the drawirgurfaceis a space(topo9 where

aspects of ideas can be madeetle ard to sping up(Note45). Especially when sketches are allusive,

incomplete, open and generally in a phasexplioration, this dynamic is at work.

The notionresonates witlthe classicahotion of afffigure-ground phenomnoro introduced byearly

Gestalt psycholgy (Note 46). However, in this case, we shouildterpretthe analogythat thesurfaceis

a fAgr oafnfdeoetoisroi | 6 qui te | it e rfauhdhtipnagaimshvehicrgfiguoreu n d

appears, but it is the condition of possity for the figure to appar atal, to stand in a demarcated

space and tbecomean object of inquiry.However, this objechovers in a strange realm that seems

imaginal rather than real:
It is the process of trasforming the actual spatial datum, thaneas or papersurface, ito a
virtual space, creating the primary illusion aiftistic vision. This first reorientation is so
important that some painters who have become keenly and consciouslydvitatend to le
satisfied with the mere creation ofesp, regardles of anythig further to be created in its virtual
dimensiond like Malevich, enamored of the magic squares théier all, yield space and only
space(Note47)

Modern art discovered the spawéhin the canva andmoved consequently awayofn drawing as a

form of pictorial represatation. Correspondingly,hte artistc i or designerlyi gaze is by definition a

distortion ¢ semblance. It introduces often viewpoints that do not exist in thewmadd, but that

suggest a kind of spatiality didden orderThe purdy pictorial charater of drawing isreplaced by an

explorative, suggestive hue or tone.

Because the vievgints are introduced on a canvas or drawing surfacesthttcebecomeshe space

of architetural thought and creation. AlkderPerg-Gomé& expands orthe hidden complexityresiding

in this idea: thetoposis a space in the world of livedxperenceand forms an integral part of our

interaction with it(Note 48). However, asPer&-Gom& argues, architectal creation required #h

inscription ofmarks @raphegn ) into lived spacet@po9. In order for the inscription to be effective, the

place itelf must be respected untthoroughly understood. For classical architecture, this meant

grasping it inall its complexity. So, thsurfacebecones a standn for the world outside, a place where

the interation between the new and the existing unfoldsubloarchitectural meaning. Howeverg

would miss a crucigbointif we thoughtthat the inscription ifust a passive trace.

3.2From Tracesto Situated Figurations

An ideathat isbeingsketched ouis situated within théoposof the drawing surfacéVe nove now on

from the surface of the drawirtg the visual constellation that is realized on it

The second assumptianf the repesenttiond paradigmis thatdrawings ar@mitationsor copiesof an

(abset) object or idea that they are supposed to falyhfepreent but which is a misconception
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Architectural drawing is a unique locus of activertking, itself the fertile wedpring of ideas,
where a design emerge®m within he effot of drawing. It is a common misconception that
architectural design drawing merely documentmsthing aleady fully determined in the mind
(Note49)
In many casesalthough most strikingly vigble in architectural drawing, the suggestion danraised
that had drawing serves not aepresentational but a navigational purpose.The literature on
thinking-throughdrawing is unambiguous in this regard: the architectural ltading serves as a
means toexplore rather than to illustra(blote 50).
Instead of being imitations or copies, drawings that emerge in the creative process arddrs&iath
assituated figurations.
As philosopher Sybill&kraner has developed in detail, thery act of atitulating an idea on a surface
by visual meansimbuesit with a new, uniquecharacter. The drawing or figure is not just a copy of
something thais absent, but acquires its own, unique presence that is synoptic and simultaneous rather
thanexplanatory omnalytc. The appearance of adeaas afigure openrs it up towards our cognition
and discursive capacities. Yet, the figure remains a figurkisanotamenabldo reductiveexplaration
(Note51). There is always eepresentationaurplus in it tlat camot begrasped conceptually.
Figurationsare visual attempts to articulateasious aspects of an idea that thereby becqgmossible.
This proess of articulation is anything but linear or predictable, although there are excefuitms
rule. Importantly, the fguration appeargradualy and visuallythrough the articulation of lines.
In everyday language, we casually dayh a t wethn6i gut 06 when we aare strug
problemor a puzzle When we forcefully make ehetoricalpoint, weusea i ifure d s p €Tkec h 0 .
close etymological link between the figutbe puzzle and rhetorical strategidslls us a lot abat the
aim d figuration. By articulatingan ideathroudh figurations, weforcibly drawit in the realm of visual
and haptigerceptio. There is a clos link between the concept Ahschauungdirectperception and
figuration. Direct perception requiresisual figures asbasis for reasoningdret, these figuresnvite as
much questions abeyanswer
Still, it might seem paraxkical that an dea becomesnly possible by articulating its various aspects.
Howeva, in his third Critique, ImmanuelKant raised exact thsame pointvith regard to concepts
when he discussetid faculty of reflection:
To reflect (to consider), howeyés to canpare and to hold togethegiven representations either

with others or with oneés f ac uhlereby maadpossiw gni ti on,

(Note52)
What Kantnotesabout the actfo r ef |l ecti on applies even sore to d
togethe 0, t hat i feom théspace of ideasavisualicmeg arpkets, the idea assumes a kind

of possibility (Note 53). Once drawn, ntions that ppear a situated farapart when considereid
isolation display a surprising proximity; convdiseideas that seemed obviously linkéadse their

seemingly indisputable connecti on. Nowhere el se ha
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seminal aidy onreflectiorrin-action and secalled potocol studies of designers at wafiKote 54).
More recently, Fauconnér and Turner hese worked this thog h t out wi tdmceptualg ar d
b | e n dA nevgabncept emerges as a kind of elastic entity theiriched, tansforned and shaped
by introducing and juxposing various notionslending them into aewunity (Note55).
The possibility ofsuch anentity is visudly projected onto the drawing surfadéarchitectural hand
drawings exhibit representationadits, they @ so tothe degredhatthe sketchingproces assists in
projectng an idea intathe worll under the formof a figuration As discussed, thénk between the
hand and the mind is fully activated in hand drawing, even to the degree that Lei@ockaimedhat
his ideas floved from his drawing harsdto his mind, and not the other wagound(Note 56). Such
fluid, spantaneougsirawing is projective:
[T]he drawingis still committed to the project by the idea that promotes it. Drawing in design
filass eciia tskedrahiny invait as a visible representan of the uncertainty of thebject
of design as an artefacfo desi r e, but farmulaonaadsnotas tliepnaviable n g 0
finality of designNote57).
For good reason, t heg Gntivafm.iitetally,rit meahsaathroivéamstig g n i
out, to make an ideflow out into thephysicalworld. Onceit is thrown out into the worldthe
projectionacquires goeculiarontological statuss a openobject (Note 58). No longer is it a fluid
notion,but a relatvely stble visual entity that appears arsurfaceYet, it is not a physical objeatr a

finalized desgn.

Figure 3. Visual Concepts Like Thesei evenWhile not Designsi Play Important Cognitive Roles

in Developing Design IdeasAuthor, 2018
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The Hedeggeran conceptof Geworfenheit(thrownress) canin this conext be read asraacute

observatiomaboutthe projective nature of our@et i ve c ap abhirloiwoi eisd eale

mediatedand aidedby drawing.Although tey do nof(yet) exist as phgical objecs in the world, they

acquire an ontolagal existencethatcausallyaffectsthe creativethinking process

ifint o

Drawing as he possibility of construction of the idea, detemsithe appearance of theb j ect 6 s

form, while representatio of the dject. Drawhg is br design theprojectual instrumenthat

erables the visible appearance of theddblote59).

Throughdrawing lines, ideadevelopin a process of gestation. Initiallgnideamay bevague or only

rudimentary developedut insteadof being deictions or illustrations of this vague ideathe dram

lines points beyondhemselvegsowardsthe esential characteristiosf what ttey depict(Figure 3). It

should be said that these characteristics are inferred and encountered rather tieah Liledis are

articulaions, but not yet articulatiosof somehing final or even figurative. This leadsice gainto a

paradox: before an iddally crystallizes, it can only bhinted atin a circumspect, roundabout manner.

The fithingo t onothehconceptudy caudt. imdeedr itsvencegunes someapenness$o

drive thecreatve procesgNote 60).
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Figure 2. Lines as Pure Expression ofAbstract Structures. TheyAre not Purely De<riptive, nor

Are They Completely Accurate. Yet They Allow for Identifying Relations. Author 2021.

The idea that drawing depicts duplicdes a virtual object thatalreadyexiss i to some degree

finishedi in a kind of mental space is quitetural andcorresponds to what W.J.T. Mitchell called

i uav e r aboutimagengNote61). As Michel Foucault putifit he obj ect does

to becomeembodied in a visible and prxli
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virtual repositoy from which objects or ideas emerge as readydesThis point emsobvious, but
is worth rememberingas theoftenrmythicd status of architecturalketchesunwittingly corveys the
misleading idea hat t he fAmastermind of the creatoro knew a
(Note63).
More than anytimg, anideais drawvn into béng by producing a seriesf successiveisual artefactghat
slowly andjointly articulate its essencfFigure 4). In this process of articulation and exploration,
designersfamiliarize themselves with its structure. We have dssedalreay how a proces of
fii ndwel | i n@to poss s siiitoankdi nifw acqueitcgeastablagragp on thepenobject
that seems to hover yend focus
However, opposite of thimhabiting pole of this processwe should also emphasize thieuating pole.
In projecting an ideahroughfigurations these visuatonstellationsare situatedin the worldi from
wherethey can beexposed to scruty and (collective) discussion. kituatingsuch visual artefacts,
their structure, internal cohere®y tersions irredlvable or incommensurable elemenis brought
before the mind. Tim Ingold cites Arthur Thomson, whan his 1911ntroduction to Sciecewrote:
When we work long at a thing and come to know it up and down, in and out, throuditicarght
it becomesn a quie remarkable way transluoe The botanist an see through his tree, see
wood and bastéThe z ool ogaughtthe snailon thenthom, tseeingsaa me way
in a glass model everything in its place, the nasestresthe muskes,the sbmach, tke beating
heart, the courisig blood, ad thefiltering kidney. So the huan body becomes translucent to the
skill ed (dloteh4) omi st é
Up and down, i n and li&eaatnavigdton theinqgirdravarseghe apdnobject; g h é
tracinglines tirough it until its structure is eaprehended bgraspingthe proper place of eagtement.
T h o ms memtidrsof translucency is notewdty because it is not full transparency that is strived for,
but atranslucencythat suggests deptloyerlayeringand the juxtaposition ofsimultaneouslements
(Note 65). By positioning the drawn object intapos it becomes part of a wider environmebike
K a rs tndtion of reflection, representations and notions are held togettibis environmentand
gradually settleinto meaningful structurs.
If we follow the imgications of this insight, it means thdtawing isa mode oftaking action, or
it hi nkisng neogw aalg e ¢Nota 66)s Doimgpakdimakingare acs of acquiringinsight
into theconstitution of he openobject thatcomes into being on the surfadéat the accumulation of
insight occurs by makior constructing objects and artefaid an establigd fact. As the disciplines
of artistic researciiNote 67) and design resear¢Note 68) prove,makingis an essentiatrategy fo
systenatizing a body of ideadlo makeis to search. It is for good reason that thdgsoipher Vilén
Flusser described the process ofgetingqu ai nt ed wi t lein suchendes begreifenr ( @ ot i on |
sarching graspingjNote 69). To familiarizeoneselfwith an idea, one must grasp it thugh gesires,
through imaginative indwelling and throughprocesf searching it. Thaoposof the drawing is

gradually grasped in a genetic process of coming tostevrith its figurative appearance.
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Thesoca | | e dicaftynroa citn t h e spidnielbsosked gohsiderable light on how scientists
themselves are involved in constructing and reconstruciitegs in which drawing plays often a
constitutive, if unérestimated, roléNote 70). Schié conceptualizea similar processasa reflective

conversatn in whid transactions between designer and designexifake (Note 71).

OhvokAgh it~
Al;elué : wf\i&\.s\al
)d\-’t;\)".‘“}i(jQL“‘_? (7,.(,&\.

Swiecmpan Y
%\X{\% oo %

Figure 5. The Entire Area of a Design Project Represntedas anObject That Is Visualized at

Different Scale Lerels andwith Different Levels of Precision Author 2017.

Maybe a better term woultk aficreative conversatianThe theme of conveation is also taken up by

the sociologist of sciencKarin Knorr-Cetina. She states that thg researcha resarcheradopts

sometimes h e fip e of the abjett & wters inte a directso-calledfi oeboc t ual owitrie | at i on
(Note 72). The example she usesof a scientist whd in the absence of a microscoperisualizesa

largely magnifed version of a prein standing in front of him. This allows him tasualize and

undestand the reactions of the proteivhen brought into contaatith other chemicakompounds

(Note 73). Like the drawingthe structure and the behaviour protein is gedlg grasped.

Theimaginedobject @ protein in this case) that is in realityisible is by ths movesituated before the

mi n dy@&,sand therebproughtinto focusas afiguration or aopenobject Its internal structure can

responses can be understaod predictions abot its behaviourcan be made. It can be understood

more tloroughly by visualizing it as a structuteThe hand tawing in architecture aomplishes a

similar feat: it succeed# situatingpa concept ual st r uc t(Figureb). Hosvéverr e t he mi
we should be careful in accepting all premises frtme sociology of science.ln Knom-Cet i naés
example the scientistises a visualization teclyque. Howeverthis ha the unintended consequerufe

pitting content(the proteir) against form(its visualizaton). Already decades earlier, the philosopher

Susann&. Langercautioned aginst his division:
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An artistic symbols a much more intricate thing than what we ulipahink of as a form,
becauseit involves all the relationships of its elents to one arber, all similarities and
differences of quality, not only geetric or oher faniliar relations. That is why quaties
enter directly into the form itselhot asits contents, but as constitué elements in ifNote
74).
Unlike the symblic language tat De Certeau invoked, the artistic symbol (and the hand drawing
equally so) possesesdistinct qualities anddepcts not just structual or geometriaelations. Likewise,
the hand drawing has a tangipéetisic quality of itsown andis not merely a gemetric representation.
The process of visualizatiaiscussedy KnorrCetina reméans desriptive. Unlike the drawing, itsise
is con@erned with structureral rationalizabn. However, the architectural drang process is not
reducible to akind of rationdized decisiortaking or heuristics. Granted, drawinggy be used as
heuistic instrumens, butespecially sketcheare mweh more tha reasoning instrument§Ve can see
this from the facthe drawn image cdains empirical as well as poetiontents.
Put differently, we might describe it as tfiwcus of tensionscausedyy apoeticforce hat resides in it
(Figure 6). Edmwund Burkeremarked acutelyhatimag e s i n steye @rodudedadstvong emotional

respnse that far surpasses reasgr{Note 75).

Figure 6. Evocative Sketch That Is notJust about thePrecise Geometryof anldea, butThat
Representa Vision or Idea. NoticeHow the Perspective D@s notTechnically Correct, but still

Conveys anArchitectural | dea.Author, 2016.
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