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1 ABSTRACT  

Concurrent with the rise of stunning digital representation techniques, demand for hand drawing 
classes and workshops is growing. On-site charrettes requiring quick sketching of evolving ideas have 
become mainstream in town planning practice, and the freehand story-boarding techniques of film-making 
are finding their way into the creative processes of urban designers. At this writing, a majority of 

almost exclusive use of digital imagery to a new found appreciation for the immediacy and freshness of 
hand drawing.  

To effectively complement technology, however, freehand design drawing must be rethought for a 
digital age. Shorter time frames, tighter budgets and on-the-spot collaboration have outpaced the 

-
complement digital work flow.  

rtive techniques that have 
evolved over the last dozen years of urban design projects and charrettes, and the influences of 
interactions with reportage illustrators, product designers and filmmakers on these ideas and methods. 
Working with faculty and students through teaching of invited workshops across the United States and 
abroad has heightened awareness of the uniqueness of this approach, and suggests opportunities for 
moving applied theory from private practice to academic practice. 
 
1.1 Keywords  

drawing, representation, freehand, sketching 
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2 INTRODUCTION  
 Digital technologies for design representation have become ubiquitous in landscape architecture 
programs, changing how landscape architecture design proposals look, and by extension changing the 
way that landscape architecture is taught. Proficiency in a number of software programs and digital 
representation skills is considered baseline for young graduates entering the job market (American 
Society of Landscape Architects, 2013).  
 At the same time, a review of landscape architectural job openings listed by 
this writing reveals that of 20 design-related positions listed, 60 percent specify freehand graphic skills in 

on this topic with the Director of Human Resources of a large landscape architectural firm with an 

hand work. We feel so strongly about it that we created a book of hand graphic techniques and examples 
and sent it to graphics teachers at universities across the country; we also provided copies to student 
at  
 On-site charrettes requiring quick freehand sketching of evolving ideas have moved into the 
mainstream in town planning, urban design and transportation planning practice (Condon, 2007), 
especially in light of tighter public and private project budgets. The freehand story-boarding techniques of 
film-making and their creative interpretation by progressive architects such as Tschumi and Koolhaas are 
finding their way into the practice (Koeck, 2012) and teaching (Amoroso, 2012) of urban design. 
 The interest in and market demand for freehand sketching skills in landscape architecture and 

which has been increasingly distingui
project impressions into freehand sketch plans and imagery, always rapidly and frequently on-the-spot. 
These hand-drawn images capture and make visible complex design ideas, help to facilitate a common 
vision and become the foundation for further development with both analog and digital tools. The time and 
budget demands of this area of practice have given rise to streamlined approaches and methods for 
generating concept sketches efficiently, and offer insights into how they might be incorporated into 
academic practice. 
 
2.1 Purpose  
 The purpose of the study is to define and articulate a freehand sketching approach and supportive 
techniques mined from the trenches of urban design and charrette project experience, workshop 
instruction and feedback, and self-directed study that enhance a creative design process and that 
complement digital work flow. The study opens a view to aspects of design practice that require rapid 
freehand sketching skills in order to more closely align academic views of drawing and representation with 
the needs of current projects and clients, thus moving applied theory from private practice to academic 
practice.  

 
2.2 Methods 
 
which the findings are drawn. It also outlines activities over the past 6 years that have supplemented the 
project experience, including conducting invited student and professional workshops at universities and 
conferences, and self-directed study with creative professionals in a range of disciplines.  
 Based on internal review of project records, the author has served as lead designer for 63 projects 
that bridge landscape architecture and urban design since year 2001, including urban stream corridor 
planning, urban freeway enhancement, downtown revitalizations, and transit oriented developments, 
among others. In 84 percent of these projects, the author acted as a sub-consultant to other private 

Thirty-eight percent of the total involved hands-on charrette sessions with in-house design teams and/or 
public participation, characterized by production of a large volume of illustrative design drawings 
generated on-the-spot.  
 
freehand notation and drawing skills to facilitate a consensus on design process and direction, to capture 
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and develop early impressions and ideas, and to synthesize large amounts of input and information into 
alternative concepts and a preliminary preferred solution in the form of rapidly generated sketch plans and 
supporting imagery. This work was then typically used to guide further development with digital tools by 

-house design staff. A conservative estimate based on review of these projects is that 
roughly 2200 freehand, concept-level design drawings were produced by the author in the course of 
executing these creative works. Over time, the nature of the work has yielded production efficiencies and 
rapid drawing techniques that in hindsight can be recognized as methods that are transferable from 
private practice to the classroom. 
 These approaches were first systematically assembled by the author in a preliminary fashion for 

s 
Landscape Architecture Magazine published in November of the same year (Richards, 

2007). They have continued to evolve and subsequent refinements have been presented as invited 
hands-on workshops or lecture/demonstrations at ten university programs in landscape architecture 
across the United States and in Turkey, six ASLA chapter conferences, one national ASLA conference, 
and the 2nd International Urban Sketching Symposium in Lisbon, Portugal to date. Each workshop and 
lecture/demonstration resulted in feedback from participants on the approaches and techniques 
themselves as well as the methods used to communicate them; these observations continue to shape the 
findings. 
 The continuing search for streamlined sketching methods appropriate for current landscape 
architectural practice has extended into self-directed study with sketching teachers in allied creative 
disciplines. Over the last 3 years these efforts have included learning varied approaches and technique 
from international talents in sketching workshops, and have included reportage artists Veronica Lawlor 
(New York) and Simonetta Capecchi (Naples), illustrators Nathalie Ramirez (Santo Domingo), Nina 
Johansson (Stockholm), and Jonathan Schmidt (New York), fashion illustrator and professor Melanie 
Reim (New York), architects Asnee Tasna (Bangkok), Francis D.K. Ching (Seattle), and Liz Steel 
(Sydney), and film animator and game designer Marc Taro Holmes (Montreal). These instructional 
sessions have been complemented with ongoing instruction on digital tablet design sketching techniques 
with product designer and landscape architect Robert Chipman (Austin). 
 
3 FINDINGS  
 The findings represent cumulative observations and experience from this mix of creative works, 
invited workshops and self-directed study over approximately 12 years. They have been driven by the 
need to capture visual ideas in design sketch form with speed and efficiency, facilitating quick design 
iteration, allowing for early client/team feedback, and guiding further development through analog or digital 
tools.  
 The overarching observation is that freehand design sketching is used to best advantage as an 
exploratory tool and a catalyst for ideation at the beginning of creative process, rather than to illustrate 
finished design proposals at the end. Yet the teaching of hand graphics observed in the course of campus 

techniques rather than the use of drawing as a design tool that can provide a springboard for more 
detailed exploration and representation through digital means. The latter calls for a quicker, less rigid and 
more accessible style of freehand design sketching that supports and complements our best digital 
technologies. 
 This view has been championed by William Johnson, FASLA (Johnson, 1993) since the advent of 
digital representation technologies in landscape architectural practice. But the insights of production 
designer Harley Jessup of Pixar Animation Studios lend a valuable perspective from a creative field 
particularly adept at balancing the advantages of both cutting-edge technology and the traditional arts. 

 

Pixar, and although the thousands of drawings we create may never appear directly on the screen, they 
remain the foundation of every feature film we create. The computer is a miraculous tool but a great story 

 
 
relative to the use of analog and digital methods, and in the creative use of both freehand sketching and 
computer technology for what each does best, and at their appropriate place in the creative process. The 
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following specific sketching approaches and techniques have evolved from the cumulative experiences 
described above in response to the need to capture ideas quickly and on-the-spot. 
 
4 Work Small  
 This idea evolved in charrettes and in the design studio over time, often in the face of competing 
project deadlines, where the rapid capturing of ideas was most often spontaneously expressed as a series 
of very small, spare studies which could be evaluated and then cast aside, or moved forward for further 
refinement and development. Working small also forces the designer to simplify, reducing the idea and its 
expression to its essence.  
 This practice was later corroborated and refined through study of the techniques of film concept 
artists Syd Mead (2004) and Feng Zhu (2003), architect Jim Leggitt (2009) and Pixar production director 
Harley Jessup, each of whom advocate working small from thumbnail to letter-sized whenever 
possible as a key to efficiency and clarity. It was further validated in the course of a field sketching 
workshop with award-winning reportage artist Veronica Lawlor, who teaches the studied use of small 
thumbnail sketches often no larger than 2 inches by 3 inches as visual explorations, not only to 

compelling visual idea about an environment or situation is discovered through generating many small 
exploratory studies, and then developed in a larger format. The practice is similarly reinforced through a 
lecture, paper and subsequent conversations with Christopher Grubbs, the architectural illustrator whose 
evocative images prepared for clients like Peter Walker Partners and Hargreaves Associates begin with 2-
inch by 3-inch thumbnail studies of visual ideas, often prepared in the course of conference room 
discussions, to synthesize input into an image that captures an idea with clarity (Treib, 2008).  
 
4.1 Simplify Tools 
 The creative standardization of a small selection of drawing tools lends speed and efficiency to 
the ideation process in two important ways, without compromising creative effort. First, limiting choices to 
a small but versatile and consistent selection of tools eliminates time-consuming decisions about drawing 
media, allowing the designer to focus attention on developing ideas rather than on which media and 
techniques to employ (Hanks, 2003). Second, consistent use of a limited selection of tools leads to 
mastery of those media, wherein they become extensions of the brain and hand in making ideas visible. 
From a practical standpoint, the small, versatile collection becomes a portable studio, traveling to project 
interviews, client and team meetings, charrettes and workshops in a satchel or briefcase. 

 
4.2 Simplify Technique 

A limited and consistent drawing vocabulary of line work, strokes and textures, practiced and 
employed to the point where they become second nature, allows the designer to focus attention on the 
idea to be captured, rather than on how to draw a particular element or surface. This valuable approach to 
sketching is less about knowledge or technique than it is about practice and repetition over time. 
 
4.3 Simplify the Message 
 been well served by producing a greater volume of small 
sketches that employ the minimal line work and tone necessary to convey the essence of an idea, rather 
than a single epic drawing that attempts to tell the entire story. A collection of small sketches focused on 
key ideas can be added to and edited in sequential storyboard fashion, keeping a great deal of flexibility in 

 
 

4.4 Use Digital Bases  
Make liberal use of digital photography, Google Earth and preliminary SketchUp models as sketch 

bases. Whether printed out as letter-sized hard copies for tracing or imported into a drawing software 
program, digital photo and model bases eliminate the need to create perspectives from scratch and 
provide true context and perspective from which to launch freehand design explorations, resulting in both 
accurate design sketches and tremendous time savings. 
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4.5 Leave Rough Ideas Rough 
The ability to refine presentation imagery to photo-realistic levels with software frees hand drawn, 

exploratory sketches to be what they are quick captures of preliminary ideas, often with line 
restatements and overdrawing, qualities that lend the image a living, human quality often lost in 

 sketches tend to elicit feedback more 
successfully than careful renderings, and help convey the exuberance of this exciting part of the creative 
process. The work of seasoned reportage artists such as Lawlor, Despina Georgiadis and their colleagues 
at New 
of place with an unmistakable human energy; their work can be instructive for designers seeking to 
convey ideas about the character and energy of existing or envisioned landscapes (Lawlor, 2013).  
 
4.6 F Not an Oxymoron 
 The drawing ideas and techniques discussed in these findings apply equally to drawing with 
traditional analog sketching tools and to sketching with pen-interactive computers. This powerful digital 
drawing hardware, used creatively with intuitive, user-friendly software, can seamlessly merge the human 
energy and creative flexibility of freehand sketching with the advantages of computer technology 
(Chipman, 2012). This technology has been used in the fields of illustration, film animation and product 
design for some time, but its potential in the area of design sketching for landscape architects, pioneered 
by product designer and landscape architect Robert Chipman among others, is in its very early stages. 

-on-one training 
sessions, have used large Wacom Cintiq pen-interactive displays or a portable LE 1600 tablet computer 
by Motion in combination with Autodesk Sketchbook Pro software. Working with a drawing stylus on a 
pressure-sensitive screen and with a rudimentary understanding of the software, the designer is free to 
create any type of design sketch or drawing that she might create on paper, but can incorporate all the 
efficiencies and advantages of state-of-the-art drawing software. This hybrid approach to freehand design 
sketching still requires that the user understand the mechanics of traditional freehand sketching, such as 
line quality, perspective, and composition, but employing that skill in combination with powerful drawing 

 
 
4.7 Develop Mastery through Freehand Location Sketching  

All of the creative professionals cited here as influences and teachers employ freehand location 
sketching as a regular discipline that informs and strengthens their drawing skills and confidence, their 
powers of observation and their creative memory. For the designer, deeply seeing and drawing a place as 
it is can become a creative springboard for envisioning places as they could be (Richards, 2013). Da 

new 

celebrated designs for projects such as Sea Ranch, the Portland Open Space Sequence and Levi Plaza 
(Halprin, 1981). Architect and author Francis D.K. Ching, eloquently describing the relationship between a 

has 
two faces. One looks to the past, at what already exists, when we draw on location from direct 

s we learn about our environment when we draw 
 

 
5 CONCLUSION 
 The key recommendation rising from these cumulative observations and experiences takes a 

creative strengths of both rapid freehand sketching and computer technology best serves the search for 
creative solutions to the range of challenges landscape architects face now and in the foreseeable future. 
This approach suggests moving away from instruction of traditional and sometimes labor-

 
ideas and crystallize concepts at the beginning of the creative process while providing a blueprint for 
further development and representation with digital technologies. The techniques outlined in the findings 
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can provide students and professionals with a foundation for continuing instruction and especially practice, 
which over time can result in more individualized working methods and style. 
  The visceral act of hand drawing may yield psychic benefits that should not be overlooked. The 
author often receives feedback from articles and workshops through letters and conversations from 
students and professionals that speak to the creative invigoration and personal satisfa
experienced through integrating exploratory freehand design sketching into their design process. Their 
experience speaks to the validity of attitudes and working methods that an arts educator described to the 

1994). One workshop attendee, an experienced landscape architect, expressed his view succinctly: 
osed his recent 
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1 ABSTRACT 

artwork being developed by artist videographer Alex 
Poruchnyk. Poruchnyck is a nationally recognized Canadian 
artist and academic who works in sculpture and film related 
projects including animation and performance art. As an artist 
Poruchnyck continues to experiment with the expanding 

engages new video techniques to explore the temporal 
dimension of place.  

garden building project 
and his experiments integrating video directly into his deliberate 
engagements of place. In this work the landscape is considered 
to be the actor in the performance, where the camera is 
embedded into the landscape recording the floating and falling 

new media devices. Cameras are embedded in trees recording 
them falling to the ground or float with them in the wind. 
Cameras are embedded into forestry equipment record the 
process of human engagement with the forest. Remote 
controlled flying cameras track the forest change through time. 
3D video cameras are used to record the spatial changes in the 
emerging garden. Finally the artist experiments with ideas 
regarding video projection within the forest itself. 

The work posits a number of interesting ways of 
investigating landscape. The work questions the all too often 
destructive role that we engage in when adapting nature to our 
own desires.  The work involves a deliberate undermining of 
our prevalent subject/object narrative about a forest by 
deliberately shifting the point of view from careful 
cinematographic framing to, for example, free floating tree point 
perspectives.  Finally the work seeks to liberate the potential of 
disappearance as an essence of landscape phenomena. 
 
1.1 Keywords 
 video performance art, actor, disappearance 
 
         

Figure 1. Video frames of original 
forest scene 
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In October, 1999, a Lear Jet floated over America, finally falling in a field in 
South Dakota. This story has resonated with me since then and the idea of 
floating/falling and landscape continue to haunt my imagination. This 
particular story would play out in an eerily symbolic way. As the century 
drew near to its completion we would witness this image of technology on 
auto-pilot curiously drifting off course (destined originally for Dallas Texas), 
carrying six people to their deaths including the golf course architect Bruce 
Borland and the famed golfer Payne Stewart. As a Professor of Landscape 
Architecture I would dwell on the irony of this floating simulacra, of the 

great athlete and, in ways the ultimate commodification of sport. As a 
Canadian I would watch the story unfold in a curious way as the 
newsmakers talked about how the American Air Force may be compelled to 
shoot the plane down before it entered Canadian air space. This plane with 
its stories and the influences that they carried had floated into Canada long 
ago. 
 
In the summer of 2012 I entered into a discussion with the video artist and 

both performative and exploratory. As an artist Poruchnyk was interested in 
uncovering new ways of seeing and reading the landscape, but most of all 
of engaging the landscape in a meaningful way. Focussing on the use of 
video as a primary medium of investigation he would begin to examine the 

experiments integrating video directly into his deliberate engagements of 
place. In this work Poruchnyk asks how the landscape might be considered 
to be both subject and object, actor and viewer in the performance of 
human interactions with place. In this way the ideas of floating and falling 
are coincidently about ways of looking and ways of thinking about 
landscape process. 
 

artist. As one who often looks at the world through the video camera lens, 
floating and falling emerge as dominant visual forces at times working in 
opposition, at other times as complementary conditions of a singular event, 
or metaphors drawn from the artists own memories and dreams. Floating 
and falling are naturally part of all of our dreamscapes, but how do they 
associate themselves with the observations of our realities? In a sense 
Poruchnyk began by reading the forest and the nearby lake through his 
own own memories through his own experiences. Years ago he took care 
of his very sick daughter. He would speak about the potent memories of 
carrying her around and that he began to understand this forest in terms of 
how trees carry one another, support one another, that through the process 
of filming the forest he began to see the forest as being about complex 
relationships often acted out between individuals (trees or other vegetation 
usually) and that reading the landscape is really about uncovering these 
relationships in time. 
When you carry someone who is sick and that you love, it is not about the 
burden, but rather about a different kind of familiarity, about an alternative 
kind of relationship and about mutual edification. Floating and falling in this 
way coexist, we carry each other, and together we fall softly, slowly, 

gracefully. Through this work he began to see how trees seem to fall upon one another, to become 
suspended in time, that by looking at the forest we are provided with reminders of what happened before.  
In this way the forest may be thought of as a sequence of events rather than a collection of objects.  

Figure 2. Surveillance of 
site included floating 
cameras and parrot 
remote controlled video  
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The artist also began to realize, both physically and metaphorically, that 
we are never following our own paths, but rather we engage the 
potentials of a living palimpsest of events. Through his rather somatic 
approach to understanding the landscape, Poruchnyk began to intervene 
upon the dense forest, beginning with unplanned dérives (Figure 1) 
sometimes resulting in getting himself lost. (The dérives were recorded 
using cameras mounted on his person). Through subsequent 
investigations of the footage he would begin to make the following 
observations regarding his interpretations of place. First that the dérive is 
never innocent or absent of intention, that a number of things seem to be 
occurring. On the one hand, that the directionality of the wandering 

example, certain trees seemed to serve as attracters that pulled him 
forward or towards themselves.  This would cause him to consider the 
source of such attractions, the power of the object or his tendency, as a 
filmmaker, to construct a coherent navigational narrative. 
 

the local ecology, that the paths chosen would follow existing paths that 
were created by the local fauna (usually white tailed deer, or black bear). 
Ironically his investigations would reveal that the paths often originated 
from human actions, sometimes his own, and that the palimpsest of 
events were precipitated in part by his own meanderings. As he 
wandered aimlessly in the forest, he would temporarily find that he was 

but as his work continued he found that he required a different type of 
touchstone, a virtual touchstone that would allow him to be spatially 
networked to his past video experiences, a GPS based virtual index of 
video recordings. In this way place and experiences of place would be 
included into a floating hypermap accessible on a portable device. 
 
Unlike many garden building exercises this projects was primarily 
extractive in nature, often about falling trees (Figure 2). He had originally 
purchased this property to site a film project where he could build a cave 
like structure and film the stormy beaches as a way of recreating his tale 
about the Orkney Islands. Now he found that he owned acres of dense 
forest that he barely understood. He remembers with humour the advice 
o

forest for the trees
was so dense and seemed so impenetrable. But what do you cut, how do 
you cut, what is this act of cutting? As an artist he was interested in 
decentering the narrative, of finding ways to tell the story through the 
agency of the forest.  
 
 
 
 
 
 
 
 
 
 Figure 3. Fishing line into 

tree canopy to attach 
video cameras 
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In a sense this work would become an exercise in what the 
cultural geographer Nigel Thrift calls nonrepresentational 
ethnography, of studying and exposing the performative natures 
of both man [sic] and environment, of trying to uncover the 
agency of the living system where human desires are searching 
for a foothold.  pays attention to the 
sensuousness of our presence in the world, as well as to the 
affective dimensions of our actions, and the habituated nature of 

1 This act of working in the forest included a 
sensuousness that was at time aggressive and brutal, deliberate 
and exploratory. As a video artist he needed to record and expose 
this sensuousness, where the actors included not only himself, 
and the forest vegetation, but also the tools themselves (in some 
ways this work would continually return to the agency and 
sensuality2 of the machine).  
 
Floating and falling would become filters to the sensuousness of 
place. Using fishing line Poruchnyk would string cameras 
throughout the forest (Figure 3), dangling and drifting from 
branches the cameras would sense the tree, its gentle and steady 
interactions in the wind and the chaotic patterns of human 
interaction. This work was more than changing the point of view, 
of seeing the world from the canopy, (Figure 4) it was about 
sensing the point of view, of allowing the camera to float with the 
branches and to animate the vitality and everyday life of the 
forest. But it is also is about the vitality of interaction, of falling, of 
the sudden juxtaposition of events in time, of violent sudden 

real affect of technology, the ability to control time, the ability to 
manipulate the acceleration and deceleration of natural events. 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
                                                           
1 Non-Representational Theory and Ethnographic Research  
<http://ferrytales.innovativeethnographies.net/> 
2 The idea of sensuality of the machine comes from thinking about particular tools, what they do and how 
become one with our experiences; examples of machines with a strong sensuality might be a chainsaw or 
a motorcycle. But it is more than the sensual as a state of being sexy. http://thoughtcatalog.com/2012/the-
sensuality-of-understanding/>) 

Figure 4. Viewing from the 
tree canopy 



Landscape Research Record No.1

21 
 

A

uncertain conformation of his immediate times
3 

 
Rather than recognizing loss as something that has occurred and is 
recorded as a memory (the disappeared), the emphasis is on the 

purpose is to deny particular absences any active 4 There is 
agency in absence and in the disappearance of the vitality of place. 
Disappearance is a natural process and subject to manipulation. 
Landscape architects deliberate, or not, engage (speed up and slow 
down) social, cultural and ecological processes of disappearance. 
Metaphorically, landscape architecture is often viewed as a discipline 
of emergence, a discipline highlighted in the spring and summer. But 
it is also as much about the reconfiguration of decay, metaphorically 
the autumn (the fall) and winter, and there is great beauty, power and 
import in such processes. Disappearance in the boreal landscape, is 
normally a slow and gentle shifting of the landscape, complemented 

both the revelation of this gentleness, and a recording of the affects of 
place and of acting on place, a recording of the acceleration of 
disappearance in the landscape (Figure 5) 
 
As an actor in this space the artist began to play out the act of garden 
design through extraction from within the forest rather than from an 
abstract drawing (or model) about a possible future. In this work the 
common architectural representation such as plan and section 
drawings were replaced with personal and aerial video tracking.  
Using the Parrot 2 remote control helicopter video system he could 
read in real time, on an iPhone, the activities taking place on the 
ground. As the camera hovered above the site he would begin to see 
how the agency of forest was shifting, the new revelation of light, the 
choreography of the blowing vegetation, the emergence of 
unexpected assemblages.  
 
Using video cameras embedded in his person he would undertake a 
form of post-performative personal surveillance. He began to see 
himself as undertaking the simultaneous role of a director whose 
actions were being subjected to the limitations of the embodied 
recording, his everyday recording device, but also with a different kind 
of consciousness about, for example, framing the shot or creating a 
coherent sequence. At the same time he would become the actor and 
a different form of consciousness emerged, that included a blend of 
both personal questioning about the mixed messages of what he was 
actually doing to the forest (He would sometimes describe it as reality 
TV gone wrong); and seeing himself participating in the dramatization 
of an event. As part of his garden building he would often cut and 
then deliberately weave the residue back into the paths edge in an act 
of taking and putting back. 
 

                                                           
3 Virilio, P., 1991, p. 22. 
4 ibid, (p. 31). 

Figure 5. Performative views 
of floating camera 
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By embedding cameras directly on equipment, such as chain saws 
and brush cutters he would begin to recognize the wonder and 
brutality of his actions. (Figure 6) As boys will be boys there 
remains a fascination with the agency of machines, and their 
uncanny ability to increase disorder and convert and limit a 

difficult to imagine. It is hard to know whether this fascination with 
machines is in fact a fascination with their power or is it part of a 
deeper fascination with how they begin to redefine time itself. 
 

absolute succession. Instead, the rate of flow and the succession 
of events is determined by the position of the observer, the speed 

conditions, etc. All this is quite familiar, but it implies that a given 
culture has to set up some kind of framework in which people can 
relate to time. An individual has the same problem. His experience 
of time consists of nothing more than a succession of events and 
consciousness which he [she] has to order in some way from 
which he [she] projects principl
(Lippard, p. 82) 
 
Perhaps the most telling observation about the understanding 
rates of flow would be revealed when Poruchnyk would talk about 
the dynamic potential of the forest itself. He would continually be 
amazed at how quickly and persistently the forest would return, 
that within fairly short time frames he would have difficulty 
discerning the locations of his previous interventions. He would 

t  
 
In the end there are a number of lessons that landscape 
architecture may derive from artistic investigations like this one. 
First, there is an obvious potential for integrating technologies 
such as the drone cameras (Parrot 2) as a means of directly 
viewing sites that are complex and difficult to traverse; portable 
cameras (such as the GoPro and the stereo filming rigs) may be 
used as a direct means of getting feedback from on-site work; and 
the iPhone apps that are allowing us to manage recorded events 
and view remote actions in real time.  
 
Alternatively this project begins to uncover a story about how we 
(landscape architecture included) have unwittingly entered into 
technology driven concepts of time. This is perhaps about more 
than technology being out of control but that time is now out of 
control. There was something eerie about a Lear Jet (a floating 
coffin) drifting across a continent, that in a way it should be 
allowed to drift until it was ready to fall to its own place of rest, but 
somehow this floating it was an uncomfortable part of our cultural 
narrative, like our landscapes it remained something that had to be 
contained and managed. But as we share with our landscapes, 
change them, design them we should consider how we are floating 
and falling, together we support one another, and together we may 
float and fall softly, slowly, gracefully. 

Figure 6. Sensation of tree 
falling through video 
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Figure 7. Raising the 
camera against a summer 
sky 


