
136

IN
T

E
R

S
T

IC
E

S
 2

4

ON  WAT E R : T H E  AQ U E OU S I N 
A RC H I T E C T U R E

HANNAH BRODIE, WITH SIMON TWOSE

Spatial momentums

Prologue

A fixed and final architecture often follows the act of drawing, but what if archi-
tecture were to remain a drawing, with the vitality of an open sketch? Drawing 
brings performative gestures to life through records of its making—its traces. 
Spatial momentums experiments with these traces, using their performative 
possibility to reframe and alter conceptions of architecture, and in doing so, 
offers new perspectives on urban space. It is a contemporary critique on the re-
lation between drawing and built space and engages drawing’s capacity to be 
an ongoing, open process directed towards architecture, in an effort to discover 
sketch-like performative possibilities.

Spatial momentums poses the question: How can architecture remain a sketch? 
This is pursued through three “acts” or drawing experiments, with each progres-
sively increasing in scale and architectural complexity. The acts distil strategies 
that allow architecture to remain in an open, sketch-like state. Act  I offers a 
spatial installation that explores drawn gestures at a bodily scale. These perfor-
mances are subsequently “staged” through a series of architectural drawings, 
and in the final act, Wellington City becomes part of the sketch performance, im-
buing both city and architecture with the spontaneity and openness of a sketch.

Fig. 1 Hannah Brodie (2024). 
Performative drawing overlapped 
[Drawing]
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yet its influence is more than solely instrumental. Drawing’s techniques, 
performances, and materialities hold the ability to contribute to expressive ar-
chitectural outcomes. In this work, drawing is an active tool for thought more 
than a final constructed representation. Drawing serves as a means of continu-
al speculation, and drawings exist as the actual works themselves. Philosopher 
Jean-Luc Nancy suggests that drawing exceeds a functional purpose; its multi-
faceted and pleasurable nature challenges drawing as a static object, instead 
becoming a record of performative engagement.2 Act I activated the inherent dy-
namics of pleasure. The works produced during this phase also resonated with 
the artist Nikolaus Gansterer’s practice, which engages playfully with didactic 
forms, finding enjoyment in challenging rigid structures and rejecting dogmat-
ic approaches, revealing the subversive pleasures of drawing.3 In the words of 

Fig. 2 Hannah Brodie (2024). 
Act I, Installation of the objects 
[Photograph]

Fig. 3 Hannah Brodie (2024). Act I, 
Installation [Photograph]
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architect Peter Cook, when drawing “[…] becomes more abstract than illustrative, 
it becomes more generically spatial.”4 Wherever you stand in the Act  I installa-
tion, there is an experience of “drawing” generating architectural potentials 
through multiple, embodied readings (Fig. 2–3). Through the creation of draw-
ings as spatial structures, the installation allowed the viewer to become part of 
the drawing, inhabiting the drawing space. This caused the drawing to become 
connected to the spatiality of architecture and to generate thoughts in answer to 
the question of how architecture can remain a sketch.

Act II Spatialising the drawing: Space and site

Act II was the result of investigating “spatial moments” through the exchange of 
drawing media, performance, and site. Expanding upon the performative dimen-
sions of drawing introduced in Act I, Act II explored the ways in which drawings 
materialise within the physical world, acquiring a degree of permanence. The 
aim of Act II was to explore how performative drawing is affected by two oppos-
ing spatial fields. The first is the space of drawing, tested by sketching space on 
a large white sheet of paper (Fig. 4–5). The second is the space of the city, test-
ed by sketching with a site in Eva Street, Wellington (Fig. 6). Act II explored how 
the performative nature of sketched drawing, across two spatial fields, could hold 
potential for open and ambiguous architectural outcomes.

Architect Jonathan Hill identifies the term “white paper” as appropriate for ar-
chitectural drawings as it acts as both programme and site.5 This is because the 
paper possesses edges, surface, and depth. In the first part of Act II, the perform-
ative drawing on the expansive white paper surface engaged with these qualities, 
creating a dialogue between drawing as a site and drawing as an act. Smudges 
and smears within these drawings were reminders that drawing happens on a 
surface, creating accidents which shift intentions and enact new ideas on a page, 
drawing out new responses to the project, and by extension, new thoughts on 
architecture.

In the second exploration of Act II, the conditions of drawing shifted from white 
paper to an urban territory: a location in Eva Street, Wellington. The site is al-
ready marked by a pre-existing field of traces on its surface. By drawing with the 
street and its field of marks, I was able to reframe the street as a sketch, work-
ing with built limitations that inherently brought a structured nature to the 

Fig. 4 Hannah Brodie (2024). 
Spatialising the drawing 
[Photograph]

Fig. 5 Hannah Brodie (2024). 
Performative drawing hung 
[Photograph]
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performative drawing. This urban field drawing engaged iterations of density, 
layering, expanding, and recombining through drawing out material impressions 
involved in mind, body, and action. These found their way onto paper (Fig. 7–9).

As architectural theorist Sonit Bafna identifies in drawings, specific marks on 
the paper are linked to “[…] the artist’s ability to take advantage of our natural 
propensity to see figures in certain arrangements of marks.”6 In the final stages 
of Act II, the work shifted to physical modelling, to distil the marks and figures 
in the drawing as three-dimensional entities or “characters.” Moving from two 
dimensions to three served as a method to materialise and embody qualities ex-
pressed in the drawings, illustrating aspects such as occupation, scale, light, and 
atmosphere in a three-dimensional context.

Through the research in Act II, it became easy to draw things that were impos-
sible to build, so herein lies the question: What might a sketch architecture be? 
The materiality and small gestural qualities of these three-dimensional charac-
ters tested this by enabling a shift in dynamic from the drawing of impossible 
architecture to spatialised and possible spatial outcomes. Act II aimed to trans-
late the nature of performative creation and its adopted language into something 
that can be truly manifested as architectural space.

Fig. 6 Hannah Brodie (2024). Act II, 
Drawing on site [Photograph]
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Fig. 7 Hannah Brodie (2024). Act II, 
Maquettes exposed [Photograph]

Fig. 8 Hannah Brodie (2024). Act II, 
Maquettes habitation [Photograph]

Fig. 9 Hannah Brodie (2024). Act II, 
Drawing maquettes [Photograph]
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Act III Staging the drawing: Event and architecture

Act  III was a continuation of thinking about how architecture can remain a 
sketch, as both a drawing performance and spatial proposition. Act III responded 
to the question posed by architectural theorist Marcia Feuerstein and Gray Read: 
“What if buildings were considered not as objects but as actors in the city, which 
perform with and among people in the small improvisations of urban life?”7 In 
Act III, drawing emerges as a performance of investigation, extracting design el-
ements and programmatic considerations from the city’s unexamined spaces, 
accentuating their potential to prompt architecture as a drawn performance.

Act  III is set within Wellington City. The site extends beyond the limits of Eva 
Street out into the wider city. By employing architectural objects as props and the 
city as a stage, the buildings become actors. A sequence of spatial propositions 
was generated that engaged the myriad actors, reimagining the city’s domestic 
and private typologies as a play of architecture and occupation (Fig. 10).

Performative drawing as a research method led to ambiguity and complexity 
through adventitious marks that enabled imaginative modes and narratives to 
emerge. Instances of clarity and architectural significance were woven together, 
capturing fleeting moments of form and presence as the work progressed. The 
architectural characters depicted shapes and formal qualities that are closer to 
what someone might consider to be a habitable, usable building. Yet they still 
possess the qualities of the performative drawing that engendered them. The 
qualities manifest through atmospheres of drawing—qualities of charcoal and 
graphite smudges, which find their way into the architectural propositions. The 
lines and marks produced through the performative drawings actively shaped 
space, cutting, erasing, mapping, extracting forms and wrapping them around 
buildings, transforming them into entities of their own and changing the city 
(Fig. 11).

The sketched characters proposed a type of event in the landscape, where the 
architectural programmes of dwelling, orientation, and rest offer architectural 
provocations, to coerce imagined ways occupants, space, and material engage 
with the city. Through performative sketching, the work prompts reflections 
on how architecture in city spaces can remain a sketch while interrupting the 
very fabric of the city, with the sketch acting as both architecture and device for 
thought.

Fig. 10 Hannah Brodie (2024).  
Act III, Drawing in the city [Drawing]
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Epilogue: Drawing conclusions

The drawing/s and architecture resulting from this research remain sketches 
collecting acts of discovery that are inherently open, sketch-like and in-between 
states. This way of reimagining architecture, through instilling it with perform-
ative possibility, challenges the way architecture is considered and, perhaps, 
might manifest in a material reality. This potential to challenge architectural 
norms is a key outcome of Spatial momentums, drawn from a realisation that 
drawing is not only a medium of expression but also a performative and investi-
gative tool.

The answer to how architecture can remain a sketch lies in conditions of drawing 
that allow things to remain irresolute, incomplete, unfixed—in an ever-present 
sketch-like state—whether the end result is a drawing on paper, an object in 
space, or a built reality. The question prompts new ideas of what constitutes an 
architectural outcome. This work reconsiders the notion of a “final” architecture 
by asking how a building might embody the open-ended, exploratory qualities 
inherent in a messy sketch.

The beauty of this type of work is that it never ends. There is no chance of getting 
stuck—where one mark ends, hundreds more wait to be drawn. Endless drawings 
and sites equate to endless improvisational partners and therefore endless possi-
bilities. Even the field conditions of the white paper allow a connection between 
thought and the drawing hand to open architecture as an unending continuation, 
suggesting ways that architecture may forever remain in a sketched-like state.

The conclusion to this research question remains inherently contingent, as the 
work persistently pursues an idea that resists definitive resolution—an ongoing 
search for something that can never be fully grasped. To answer the research 
question, as an end, is to close off the answer completely, but a sketch is open- 
ended—you can complete the drawing of architecture as and when you choose.

Fig. 11 Hannah Brodie (2024). 
Drawing Act III, Creature 2 [Drawing]
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Fig. 12 Hannah Brodie (2024). 
Drawing Act III, Creature 3 [Drawing]
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