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Abstract
The ‘Walking, Feeling’ project is concerned with the acts of making and
performance, questioning the location of tactile intuitions present in vision. Its
significance lies in locating the body at the centre of my research investigations on
the line. My research uses the line as the place for re-thinking the creative process
spatially and temporally. I have extended architectural conceptions of the line
beyond representation by moving it through different theoretical investigations and
creative practices. ‘Walking, Feeling’ is a project that aims to produce a dynamic
way of making architecture. The project should be seen as a captured moment
during the changing, or what I call mobile, practice of architectural design.
Focussing on the nature and property of the line, this project extends architectural
concepts of the line through the material execution and performance of the work.

Introduction
My research uses the line as the place for re-thinking the creative process spatially and
temporally. I aim to extend architectural conceptions of the line beyond representation by
moving it through different theoretical investigations and creative practices. In my own
practice, which has been developing in parallel with my theoretical research, I have
employed various lines: the making line, the drawing line, the programmed line, the
projected line and the story-line, to move my practice research from project to project. I
use the line to – walk – me through different creative processes and techniques. The
projects I have done during my research have explored in different forms of material
outcome how lines may lead to architecture.
For me, lines of movement in a creative process indicate an architecture that is yet to
come, and are a process of negotiation between matter and thought, between a drawing of
architecture and the future of the architecture to come. This negotiation, in my opinion, is
a process and happens through a conversation between theory and practice. I share art and
architecture writer, researcher and critic – Jane Rendell’s view of theory and practice, in

which she suggests that neither is practice – an application – of theory nor is practice an –
inspiration – for theory but the relationships between the two are more – fragmentary
(Rendell 2003, 226). I also share Rendell’s view that the mobility between theoretical
concepts and practice, occur in a way similar to Deleuze’s discussion of – relays ( Rendell
2003, 226). However, while a relay can be understood as a form of signal or transmission
that is usually temporally quite short, a conversation can take a long time. Sometimes, the
same conversation may last for years before it reaches closure, if it indeed ever does. The
complex, intuitive, conceptual, analytical and active relationship that happens between
ideas and their materialization during the creative process reminds me of a conversation,
in which one may start with an idea but through conversation many new diverging and
fragmentary trajectories may extend the original idea of the conversation, change it, reshape it and re-work it.
A conversation starts with an initial idea, a topic or a proposition, that through time,
during the course of a conversation, may evolve, taking the conversation on unforeseen
trajectories. These trajectories remind me of walking. In her book Art and Architecture: A
Place Between (2006) Rendell discusses walking as a form of critical practice and
suggests that walking may be – a way of practising space through time and time through
space – a way of – rethinking place as unfixed and site as performed – and finally – as an
activity [which] temporarily positions the subject in motion between a series of scenes
(Rendell 2006, 187-8).
In the process of designing architecture there are series of different unpredicted
trajectories that take us forward. I believe that between theoretical ideas and practical
outcomes, architecture happens through a series of connections between the mobile,
material, immaterial and projective properties of the line that – walks. The relationship
between a particular project and the analytical research, for me, occurs in parallel motion,
and might best be compared to what Paul Klee called the – walk – of – converging – and
– diverging – lines (Klee 1961, 123-4). Sometimes, the walk would be, as in Klee’s
example of convergence, a walk of two friends in conversation along a path in the park.
At other times the walk could diverge, the friends meeting and parting after a brief
conversation in the park, each carrying away an idea from their short meeting.
The idea of a conversing while walking also suggests a path on which various forms of
discovery may take place. In the process of this conversational walk a change of direction
may result in furthering analytical research or practice. Both directions can be equally
creative in exploring new ideas through different means. A conversational walk may have
a final destination, but during the walk the process of discovery is more important than
this final destination. I would like to suggest that research – both theoretical and practical
– could be considered a form of conversational walk. Furthermore, a conversational walk
is a form of exchange that is primarily concerned with what could best be described in the
French philosophers Deleuze and Guattari’s words as – middle. Deleuze and Guattari

suggest that – the middle is not at all an average – far from it – but the area where things
take on speed (Deleuze and Guattari 1983, 58). Following the suggestion that all things
start in the middle, the middle then is more flexible, and propositions can emerge
following unpredictable trajectories that move back as well as forward, and produce
dynamic processes rather than static products.
My own practice example of a project – Walking, Feeling – that I describe here, aims to
produce a dynamic way of making architecture. The ideas that generated my first project –
Walking, Feeling (2002) – a performance project that was completed at the start of my
Ph. D. thesis and was concerned with location of tactile intuitions present in the vision.
The project locates the body at the centre of my research investigations on the line further
extending architectural conceptions of the line and locating it into an interdisciplinary,
practice-led research.
Extending Architectural Conceptions of the Line
The project – Walking, Feeling (2002) – aimed to explore the tactile intuitions involved in
vision. The project worked at the boundary between vision and tactile intuitions. It
consisted of a performance in which a specially designed body model was worn by an
observer and performer who moved through a crowded public space in central London.
The idea of – Walking, Feeling – started as an intuitive reaction to the feeling of –
blindness – that one may experience in a visually crowded urban space. While performing
a walk through the densely crowded space of Piccadilly Circus, the performer’s body,
which was carrying an instrument of vision, drew the public’s attention. This instrument
of vision was a camcorder attached to a – body model – that consisted of a sharp stainless
steel protrusion fixed to a transparent plastic waistband shaped to fit the performer. The
body model hung from the performer’s waist, and could be positioned in such a way that
the camcorder could be directed either looking forward or backwards.
Picadilly Circus in London has an underground junction, a consumer district and an urban
square. It is a site for commercial display, electronic billboards and a traffic junction. It is
a place of multiple visual and social intersections, alive by day and night. Perceptions in
this space are of a highly transitory nature, mainly based on the speed of movement, and
tend to be visual in nature. Although a densely occupied space, it is probably one of the
least socially intimate spaces in London – the main kind of social encounters are
transitory and involve visual contact at close-quarters between moving strangers.
By positioning an instrument of vision, a camcorder, at the performer’s waist and drawing
the public’s attention to the middle of her body, the project aimed to provoke a moment of
reflection in the passers-by, producing a slowing of time in this experience. The body
model was designed in such a way that it could be worn facing forward or backward and

while wearing it the performer’s walk aimed to instigate momentary pauses in the city
audience. (Fig. 1)

Fig. 1. Ivana Wingham, Walking, Feeling, photograph of a performance project, London, 2002

The performer’s walk with the camcorder had an additional purpose. The camcorder was
positioned at the waistline, the location commonly believed to be the place where feelings
reside. We often describe, for example, that our reaction to some event as a – gut –
feeling. The aim therefore was to position vision at the corporeal level of feeling – the gut.
The walk was recorded on film. The films produced by the camera had no purpose except
to mark the walking line of the performer. The sight of a camera recording a walk aimed
to provoke these questions in the urban passer-by – Can vision exist without feeling – Is
there a tactile vision?
Walking a particular line in a public space in the city is a common practice of every city
dweller. It is also common that such walks are mostly singular, lonely and rushed, and
made with particular destination in mind. This performer’s walk was different and
wearing the sharply extruding element of the body model made this walk even more
unusual. The body model could be understood as a shielding device protecting the
performer from the crowd and from an intimate physical encounter. It could also be
understood as emphasizing the hiding of feelings from the world around us, as well as our
need for protection from overwhelming publicly induced visual stimuli. As such, the body
model as object and the performance as process aimed to critique the dominance of the
visual and its separation of the intimacy of the tactile. The walk prevented close
encounters like an embrace, a kiss or even a limited handshake. The artifact provided an
obstacle, both physically and mentally, for any communication beyond the purely visual.
The body model aimed to draw attention to the missing ingredient in purely visual
communication – the tactile element of our feelings. (Fig. 2)

Fig. 2. Ivana Wingham, Walking, Feeling, photograph of a performance project, London, 2002

Paul Klee suggested that there are – non-optical ways – contributing to the artist’s vision.
These non-optical ways lie both above and below the eye’s usual focus, and contribute to
the artist’s vision and his or her production of actual images. Through these so-called –
non-optical ways – the influences and intensities that enter the body of the artist extend
the field of the visual to include the tactile (Klee 1961, 67). While feminist philosopher
Elizabeth Grosz’s work has stressed that the – indeterminable position of the body –
hovers – perilously and undecidably at the pivotal point of binary pairs (Grosz 1994, 23-4)
for Klee the body is a threshold where optical and – non-optical ways – converge.
However, as well as the performance of this line, it is also interesting to revisit the ideas
involved in the process of designing and making the – body model – and the way in which
it was executed through particular forms of practice. The form of practice deployed in
making was one of seeing through feeling and moving between the visual and tactile
aspects of intuitive process. During the process of making the model there was a
continuous exchange between vision and the tactile intuitions in the relationship between
hand and eye. For Klee, movement is expressed in a creative process through – the initial
impulse in ourselves – and – the production of the work itself (Geelhaar 1973, 29). This
way of working and practising embraces mobility, or, interaction that exists between the
initial impulse, the creation of a line, and the particularity of the result, works between –
the sensing – and – the sensed. For Klee – the sensing – was a – journey – through the
experience of the world while the – sensed – was his artistic interpretation of that world,
the aim of which which was – not to produce the visible – but to – make visible (Klee
1961, 76).
The body-model’s life started as a collage/drawing of the body’s intermediate area – the
waist – aiming to – make visible – ideas concerning intuition as gut-feelings. (Fig. 3)

Fig. 3. Ivana Wingham, Walking, Feeling, photograph of an initial collage/ ink, newspapers and
paste on paper

The drawing was a hand-drawn ink-sketch of the waist, made of collaged newspapers
with colour and sand-like black paste applied over the top. The role of the drawing was to
accentuate the field of the body and its surrounding space, and, highlight the body’s
capacity to see with feeling. A second drawing, done in a similar fashion but without the
collage, aimed to capture perceptions affecting the whole as a body. (Fig. 4) The third
drawing started to suggest the formation of the body model that consisted of a waistband
and a protruding sharp element. (Fig. 5)

Fig. 4. Ivana Wingham, Walking, Feeling, photograph of a second drawing, ink, paste and colour on
paper

Fig. 5. Ivana Wingham, Walking, Feeling, photograph of a third drawing, ink, paste and colour on
paper

However, none of these drawings should be understood as preparation for making the
body model. Rather, they reflect intuitions, each suggesting possible lines of movement
towards an object. The drawings were neither descriptive nor representational of the
object, nor were they precise architectural drawings, rather, their role was to record and
mark a conversational path that occurred in the artist – architect between thought and
feeling. This conversational path depicted in the drawings was a line of thought and
intuition, which led towards model-making. After the third drawing, the model-making
process began. There was no intention to precisely draw an outline of an object or artefact
to be executed later as an architectural model. The real architecture of the model was to be
discovered by engaging with the process of making a one-to-one scale model.
The making started by wrapping the body in a plastic sheet, from which the waist could be
cast in quick-drying plaster. (Fig. 6) Once the plaster dried, it was carefully cut to a shape
that could easily be put on and taken off the body. The plaster-cast was then further built
up using clay into a fully designed solid form that evolved out of a process involving the
visual intuition and the tactile intuition present in the making. The object was polished.

The receptacle space in the middle of the body model was later used to integrate the sharp
element of the model. (Fig. 7)

Fig. 6. Ivana Wingham, Walking, Feeling, the making of a body model – stage 1, photograph,
London, 2002

Fig. 7. Ivana Wingham, Walking, Feeling, the making of a body model – stage 2, photograph,
London, 2002

The second stage of making involved the casting of this model to provide a negative
model or mould for resin. The idea was that the final model would be made out of resin,
so that it could be as transparent as possible in order to display the sharp element with the
camcorder with as much contrast as possible. Combining the resin with the sharp stainless
steel element that was to carry the camcorder, the body model was treated with a process
of wet polishing. Finally, the model was finished to produce a shape that allowed the
camcorder to be attached. (Fig. 8)

Fig. 8. Ivana Wingham, Walking, Feeling, the making of a body model – stage 3, photograph,
London, 2002

Making the body model was a highly tactile process, and involved a series of steps in
which different processes took place and in which decisions were made without prior
drawings. Each cast of the model involved an encounter with different materials and
different processes of making, in which it was tactile processes associated with vision that
led to the final product. The initial idea and the aim of the body model was to critique the
notion of vision as purely optical.
Conclusion
The – Walking, Feeling – project aims to articulate interaction or what I call the mobility
that exists between the tactile and visual intuitions present in the body of a performer or
walker while walking. Klee was concerned with a similar mobility and understood the
relationship between the artist and the object in terms of exchanges of optical and nonoptical ways of seeing. For me, what Klee calls a – non-optical way – of seeing can be
linked to Deleuze’s understanding of sensation, where – sensation has one face turned
toward the subject (the nervous system, vital movement – instinct – temperament … and
one face turned toward the objects (the – fact – the place, the event)’ (Deleuze 2004, 34).
In my project – Walking, Feeling – I tried to alert the public to this exchange that takes

place between optical and non-optical ways of seeing, suggesting a way we can sense the
world around us through tactility, rather than being over-sensitized with simply through
pure visual and often highly technical stimuli.
The movement between the tactile and the optical happens through conversations between
imagined and experienced lines that take place through processes that are material,
temporal and spatial. These lines converge and diverge, joining and separating the visual
and tactile, the body and space, and the hand and eye. This mobile line is both visible and
invisible and is the site of exchange between theoretical ideas and material propositions.
The best way to describe the property of this mobile line is as a – walking feeling.
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