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“Zeichnen ist Bewegen und Innehalten, ist 
Wahrnehmen, ist Denken, ist Sehen, ist aber 
auch Nichtsehen, ist Absehen und Wegsehen, ist 
Weglassen, ist Wiederholen und Wieder-Holen, ist 
Erinnern, ist Vergessen.”
Nanne Meyer



76

Roots

The origin of this project is intimately linked with some of my previous 
artworks. My first mindmap arranges itself around them, trying to extract what 
connects them. 

Instant / Geste / Impulsion / Violence/ Silence / Réduction / Calme / Conscience / 
Fragment / Vide

Whithout having been addressed directly, notions of speed, atmosphere and 
motion radiate from them. A drive emerges: observing how my perception, my 
tempo intertwine with what I see.

One of my post-it shows:

D’un cœur qui bat 
D’un monde qui vibre
Que reste-t-il sur le papier ?
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I expand the idea of rhythm, dynamism and tempo.

How can I explore those themes in an artistic approach?
Where can I find them?
What are the different types of rhythm?
What influences them?
Which formal criteria can I play with?
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The beginning of my process is a time of observation. I search an echo of 
movement, of dynamism and of rhythm in the world.  I take pictures and sketch 
in lost moments. I observe the landscape during my daily train travel and 
discover new lines.  I try to capture a snowstorm just outside my window while 
writing my art history homework, I pay attention to a lone flower on the way 
back from my piano lesson. I draw people in the street.

I am searching for patterns, trying to observe precisely and experiment with 
different drawing tempi. What happens if I draw people more slowly? Well, they 
go away, their shapes half finished. What is the rhythm that characterizes my 
snowstorm? An alternance of wild spiraling and slow drifting.

I do not produce a lot in that time, but my perception of the world and of my 
theme evolves.  I observe my relation to the theme. I look back at old drawings, 
seeing them anew. What do I associate to movement, what do I mean with that 
term?

Encounter
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Sketches on A4 paper
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“Zeichnen verändert das Sehen und befragt das 
eigene Verhältnis zur Welt. Vertrautes wird fremd, 
Diffuses klar, was eigentlich nicht geht, geht auf dem 
Papier doch, und was es eben noch nicht gab, gibt es 
plötlzlich.”
Nanne Meyer
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My work hardly begun, it is stopped. Corona.
My project closely linked with dynamism, my will to go and discover different 
forms of movement, my interest in people and bodies, my inspiration; 
everything comes to a standstill.
My experimentational field fades before I can even explore it. 
Uncertainty.

Inertia

I seek refuge in the forest.
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A tendency, an inclination I felt already before the corona, takes over. My 
subjects will be immobile. I already explored representations of subjects in 
motion. Movement in immobility is something new.  This time it is not the 
flight, not the dance I am interested in, but visual vibrations. Pulsations.

I feel them only in organic things, in natural arrangements. Architecture or 
manufactured objects do not wake my interest. Too cold, too straight, too stiff.

I go out with a small sketch book and begin to translate what I see, what I feel. 
The forest is an ensemble. I can be in it, completely immerged.
I wander and look everywhere, right and left, up and down. I can concentrate 
on a group of trees in the distance or focus on the veins of a sole leaf at my 
feet. I search for rhythm in directionality, in form, color or size, in the way 
things occupy space. Contrasts catch my eye.

Wandering

“Das offene Auge und das offene Ohr führen die 
geringsten Erschütterungen zu grossen Erlebnissen. 
Von allen Seiten strömen Stimmen zu, und die Welt 
klingt.”
Vassily Kandinsky
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21 x 14,8 cm
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A tree is trunk, branch, leaf, root.
Each part hides its own energy, its own rhythm. 
I have to prioritize, to select. What represents best what stands before me? 
What do I want to extract? To answer this question, I make different variations 
of the same model including various tools and compositions.

I do not want to realise nature studies. My drawings are translations, they 
show the aspects of the model I chose to focus on. At this point, I draw 
essentially without looking at my drawing, I let my hands free. A spontaneous 
transposition of a visual observation in gestures that bring a new visual 
pattern on the paper.

My project orientates itself as a graphic work where reduction, composition, 
forms, line of tensions, but also emptiness will play a major role.

“Kunst gibt nicht das Sichtbare wieder, 
sondern macht sichtbar.”
Paul Klee
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We do not know yet if we will be completely confined. So I try to work with what 
lies just outside my windows. Even if I stay immobile in my bed, the oustide 
world keeps moving. Even if everybody is  locked in, clouds will continue to 
pass by. And the cherry tree buds will bloom.

Fortunately, we have never been completely confined, and I continue to go 
outside and stick to my initial project.

Excursus: Windows
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Now that I have clarified my ideas and defined what I want to focus on, I begin 
to vary my formats and tools. From my small A5 sketchbook, I go to A3, then A1. 

How does the format influence my own drawing rhythm and feeling? 
How different are a fine liner and a pastel in terms of dynamism ?

During each drawing I pay close attention to how those changes influence me, 
the way I draw and the final result. 
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29,7 x 42 cm
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If I love the practicity and spontaneity I have with the small sketch book, I 
begin to feel restricted in space.  The bigger formats offer more freedom in 
gesture and composition. I can trace lines with my whole arm, the momentum 
marked on the paper. Brush and ink come in. The sketchy connotation of the 
small drawings gives way to a bigger visual impact.

50 x 70 cm
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Transposition

If I want to have a bigger format, it will be difficult to draw outside.
When I first thought about working inside, in a workshop, I was very sceptical. 
The observation process and the direct relation world-artist–paper are 
meaningful for my project and I grew attached to them. I have to find a way to 
incorporate this new process into my project and make it relevant. I have to 
pay attention that I don’t lose something essential on the way.

I begin to understand that the new process does not lose the intimate relation 
with the nature. 

Going out, wandering, perceiving, writing down, sketching. The observation is 
not gone, it is only separated from the drawing process.

A new temporality.
A time for absorption, integration.
A time for expulsion, fixation.
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Two A5 sketches of the same model and its corresponding text :

Flèches vers le ciel, avec chacune leur trajectoire.
Insectes grimpants nus à la racine, vers un filet de branches, secs et squelettiques
Courbes droites qui montent. Sur le chemin, des miliers de parapluies.

Absorption

I go into the forest with only a notebook and my small sketch book. 
This time I gather impressions and do not draw final products. 

The sketches are here to document visual information, to try out different 
patterns and tools. The texts help me to express in words the atmosphere 
and sensation I feel. At first it is difficult, the texts are unprecise,  just a list 
of visual metaphors that are stacked one over the other. It is  hard to pinpoint 
what I want to extract from a scenery. Should I focus on the verticality to 
express the feeling of being framed, almost imprisoned? Or the netlike quality 
and the horizontality of branches? It takes me a few attempts to know exactly 
what I should remember and concentrate on.

I am in a dynamic workflow in which nature, observations, texts and sketches 
influence one another. 

The pictures I took stand merely as a mean of documentation, I never looked at them during 
the drawing process.
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For the first time I do not draw from observation. I do not have the picture 
before me but memories. The fragments that stayed in my mind are already a 
reduction, an abstraction of the subject. What I have not focused on, I do not 
remember sharply and will not show on the drawing.

I do not really go back to the texts, as I remember quite clearly what I want to 
transcribe. However, I think that unconsciously the same key words I wrote 
emerge almost instantly when I stand in front of my sheet of paper and ask 
myself: What do I want to show?
The clarifying prep work happens in the forest.
When I am in the workshop I know what I want.

Expression

My workshop is a bit less inspiring than the forest but we have to do with what we have.
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Pattes à trois doigts,
Enserrant la terre.

50 x 70 cm

Des arches,
Un point de chute,
Et des inflections,
Qui n’osent pas se rencontrer.
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 50 x 70 cm

29,7 x 42 cm     29,7 x 42 cm     
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In the workshop, everything is intellectualized, I do not draw whithout looking 
anymore. My head takes control of my hands. Which can be good or bad. 
With my mind set, I have clear criteria and can define which variation is the 
best. However, sometimes the spontaneous sketches encompass a strength 
that the precisely done ones do not. The ones made in the workshop are 
sometimes too balanced and superficial.

What I photographed in my mind:  “Two trees going high up and a third one bent over, head 
looking down and arms spread out like a dancer.” 
What I want to express: Bent tree, dynamic, rupture of the horizontal lines. 

70 x 50 cm 29,7 x 42 cm
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100 x 70 cm



5352
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Observation 

• Direct link with the subject. Simultaneity. 

• Blind drawing, my hands are sometimes faster than my head, 
I let myself go. Feels comfortable because I do not have 
to think too much. Instinct, impulse, spontaneity, loss of 
control. 

• Respect of the “real” structure, pattern. Organic complexity. 

• Sometimes not affirmed enough. Fleeting, unclear intention.
• Unpractical for the bigger formats.

Reconstitution

• Separated from the subject. I have to be more attentive 
during my wanderings and have to put in clear words what I 
want to transcribe. Consciousness, clarity, concentration. 

• The result is often more abstract, more reduced.  
Straight to the point, intention. 

• Sometimes, I am thinking too much and the sheets lose their 
flow. I have to fight with my inclination towards balance. 
Some sheets are boring because they are just esthetic.  
Overthinking, rigidity, superficiality. 

• Practical, not weather dependent.
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Display

Because of the Corona Virus, the public presentation and the vernissage are 
cancelled. Instead, a digital platform is put in place to host our projects. This 
situation puts a lot of attention on display strategies and throws us out of our 
white and cubic comfort zone.

What do the different display environments offer ? What are their 
characteristics? What do they connotate ? How do they influence the 
perception of the work? How is the visitor’s experience impacted?

Those are really interesting question I wouldn’t have focused on so much if 
there had not been the virus. So let us make the most of this opportunity. I 
want to go further than a digital documentation and develop a fully thought out 
and independent digital final product.

What I want to achieve through the display:

• A dynamic arrangement where the pieces interact with one another.
• A rhythmical observation experience
• The possibility to have a global sight paired to a focus on individual pieces 

and details.
• Technical and formal comparisons between the works

I picked details in the forest, now I want to merge them together to create a 
new ensemble. My drive behind my drawings was to experiment different ways 
of expressing rhythm and dynamism and consequently the sheets differ in 
visual properties. I have to find a way to underline their charateristics and at 
the same time find a cohesion between them.
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Traditional viewing Photographic or filmic 
documentation

Digital

Wall at the HKB. Wall of the premises  
I have at disposal in 
Fribourg.

Interactive website.

Visitors walk freely,
they choose where 
to look.

I have no control 
over the speed or 
the succession in 
which the works are 
observed.

No movement in 
space.

Pictures:
Fixed number of 
angles. We can direct 
our attention but not 
go nearer or further 
without losing quality. 

Video:
Choreographical way 
to explore the work.
What time should I 
give to each piece ? In 
which order ?

No movement in 
space but free 
movement on the 
page.
 
Zoom in and zoom 
out.

Uncommun way to 
explore an art piece.
Interface and 
controllers are 
important. If not 
well done, they can 
interfere with the 
experience.

Relation to space, 
other visitors.

Relation to space, 
isolation.

Frontality, isolation.

Traditional viewing Photographic or filmic 
documentation

Digital

Neutral space,
no inherent story,
conventional.

Almost a white cube, 
can have its own 
narration (empty 
vitrine, empty shop).

Unconventional
space, with a lot of 
connotation.
I will have to argue 
why I didn’t do it 
«normally».

Limited space. Limited space. Unlimited space.

Materiality of tools 
and paper.

Materiality is still 
there, but no so 
visible.

Immaterial 
background.
I can also extract the 
drawings from their 
paper.

Original size and 
proportion.

We can recognize 
the size with the help 
of the architectural 
markers
but we lose the 
physical and emotional 
reaction.

We can feel the ratio 
but not the original 
size.

Comparative table
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First I have to experiment how to place the drawings in relation to each other. 

What initiates and influences rhythm in a display ?
Should it be balanced or not? 
How do I achieve a nice global effect that also lets the single pieces shine?

My first attempt is a bit blurry and unbalanced. 
There is no resting place for the eyes, and I want the viewer to be taken in and 
not rejected out off the ensemble.
 -> Lower the vibration, slow down the pace

The second variant shows a narrower selection of works. The space between 
pieces lets them and the viewer breathe a little and makes combinations pop 
out. If directional forces begin to be seen, their global flow is not achieved yet.

I work with small samples to facilitate the arrangement process.

First attempt with all the drawings made so far.

Another variant with fewer pieces and more space between them.
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What happens when I exchange my white wall for a white digital background?

Keeping the paper respects the integrity of the drawings. We are still in 
presence of individual pieces with their own boundaries, composition and 
white space. This version seems more structured because of the gridlike 
pattern of the rectangles. 

Removing the paper background results in floating patterns. If it does not work 
really well in this case, removing the drawings from their background enables 
them to be composed differently. The eye can pass from one to another 
whithout the interruption of the end of the paper. This continuity is something 
really interesting for my project.
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I try new arrangements. Here a serpentine path where we follow the 
directional forces of the drawings. The transitions between the works are 
interesting  when we are zoomed in, but the ensemble has no real unity once 
zoomed out. The fact that there is a precise beginning and end disturbs me.
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I decide to try a circular arrangement with no clear beginning or end. I 
also make a last attempt with the paper texture, but defi nitely discard this 
approach.
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All the arrangements you have seen in the 4 last pages were made with two 
possible executions in mind :

• A website page with the possibility to zoom in and out and allowing the 
viewer  to move around the work as he wishes. 

•  An animation showing a predefined path along the work. 

 
After a long reflection I chose the animation. This allows me more control over 
the way my drawings are perceived and enable me to show them exactly how I 
want. 
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Fragments of the animation. 
Framing, transition and speed play major roles. They even allow to recreate the composition 
lost with the removal of the paper’s edges.
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Animation enables something that a website or a wall display do not.
Sounds can be associated to precise drawings in a defined succession. 

I go back outside, but this time, I touch everything I looked at before. 
Through my research for sounds I explore my subject with my sense of 
hearing, but also touch. I come back with real leaves, branches and tree bark. 

Leaves often sound like paper. Running my nails along a spiky branch makes 
sharp small clics, that remind me of the nervosity of a pattern. Hitting two 
branches together gives a short full sound, like a point. 

Sound
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Collection of materials and fi rst experimentations with a pine cone.



7776

I also collect sounds of drawing gesture. I record all the tools I used to draw the 
different sheets. I lash the paper, draw with different speeds and directions; 
movement recognizable in sound just like in form.
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I do not associate the perfectly corresponding sound with its drawing. I try 
new combinations to represent the atmosphere and dynamic of the drawing.
If sometimes the sounds remain very minimalistic, sometimes I overlap them, 
making them hard to recognise. Like the drawings, sounds sway between 
fi guration and abstraction.
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The essence of my project sounded paradoxical: movement in immobility. 
However, the medium of drawing helped me to visualize and explore this 
apparent contradiction. During walks in the woods, I approached nature in 
terms of rhythm and dynamism. I documented my observations as texts and 
sketches, which I later processed in drawings of various formats. Each one of 
them is a translation. Trees and leaves take the form of patterns, simple lines 
or structures, abstracted and reduced to their dynamic qualities. 
I extracted the drawings from their respective sheet of paper and combined 
them in a new arrangement. Drawings, animation and sounds combined, 
becoming a work that can be seen, heard and felt. The camera seamlessly 
passes from a drawing to another and takes the viewer on a short walk through 
a forest of lines, points and sounds.

This project was, above all, experimentation.
Experimentation with the notion of movement and dynamism, with natural 
structures, with different creative processes, materials and formats, but also 
with display possibilities and with perception and senses.

I learned so many things along this entire process, and now, richer with new 
experiences, I will keep my eyes open for new connections and associations.

Conclusion



Second version
Retraces the process from February to June

June 16th, 2020
Written in Fribourg




