THE BLACK BOX
BETWEEN ARCH
DRAWING 1101
MODELLING AND
REPRESENTATION



TASK FOR TODAY

1. Review a selection of students 'Electroliquid Aggregation' concepts:

“Why still speak of the real and the virtual, the material and immaterial? Here these categories are not in opposition, or in some
metaphysical disagreement, but more in an electroliquid aggregation, enforcing each other, as in a two part adhesive.”

Lars Spuybroek, [1998] Motor Geometry, Architectural Design, Vol 68 No 5/6, p5
2. In 6x6 squares draw a series of 36 custom textures that represent the entire range from dark to light.

3. Inspired by your monuments at a macro scale create a series of smaller detail elements and add these to your monuments to
reinforce/supplement the electroliquid aggregation that they represent.

Note: throughout the class pairs of students will be critiquing each others images from their CryENGINE3 levels and discussing how
the landform is, or could be, demonstrating a distinctive and significant approach to bringing the clients together.

INDEPENDENT STUDY Complete by Sunday May 06, 9:00pm.

1. Apply a light, a medium and a dark texture to particularly significant rectangular prisms within your monuments. Upload the entire
set of 36 textures to your blog.

2. Continue to develop the landform, the monument and detail elements through to final resolution.

3. Use 'Fraps' to capture five images from your CryENGINE3 environment and upload them to your blog. We should be able to see
your custom textures in at least 3 of the images. Write short comments (36 words max!) under 3 of the images to indicate how they
relate to your "ElectroLiquid Aggregation” quote.

4. Upload your CryENGINE3 Levels folder to your FileFront (or similar) user page and provide a link to them from your blog.

5. Upload your final version of the monuments to Google Warehouse and provide a link to them from your blog.



THE BLACK BOX
BETWEEN ARCH
DRAWING 1101
MODELLING AND
REPRESENTATION



“Why still speak of the real and the virtual, the material and immaterial?
Here these categories are not in opposition, or in some metaphysical
disagreement, but more in an electroliquid aggregation, enforcing each
other, as in a two part adhesive.”

Lars Spuybroek, [1998] Motor Geometry, Architectural Design, Vol 68 No
ol6, p5




Why still speak of the real and the virtual, the material and immaterial?



Because, as Robin Evans tells us (The Projective Cast, 1995), Architecture
is limited by the forms of its representation that are available in any
particular period ... and we are, in this particular period, at an advantage
as we are living the transition from where there was clear distinction
between the real and the virtual to a period where we may not be able to

tell.



The Black Box, The Concealed Room

Erika Kruger *_

Submitted for the Degree of Master of Design at Victoria University of Wellington, 2004
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1. ANALOGY OF THE CAVE

From

“Republic” by Plato

“Behold! human beings living in a underground den, which has a mouth open towards the light and reaching all along the den; here
they have been from their childhood, and have their legs and necks chained so that they cannot move, and can only see before
them, being prevented by the chains from turning round their heads. Above and behind them a fire is blazing at a distance, and
between the fire and the prisoners there is a raised way; and you will see, if you look, a low wall built along the way, like the screen
which marionette players have in front of them, over which they show the puppets.

| see.”

“And do you see, | said, men passing along the wall carrying all sorts of vessels, and statues and figures of animals made of wood
and stone and various materials, which appear over the wall? Some of them are talking, others silent

You have shown me a strange image, and they are strange prisoners.

Like ourselves, | replied; and they see only their own shadows, or the shadows of one another, which the fire throws on the opposite
wall of the cave?”

“True, he said; how could they see anything but the shadows if they were never allowed to move their heads? And of the objects
which are being carried in like manner they would only see the shadows? ..........."






2. CAMERA OBSCURA

Translated from ltalian:

veiled or concealed room

“The 17" Century camera obscura, literally “dark room” was designed to create images for tracing. Latin:
“darkened room” — attributed to Hassan Idn Hassan (Alhazan) who lived from 965 to 1038 AD. He
described a technigue for observing an eclipse of the sun without looking directly at it. You must place a
small hole at an opening in the outside wall of a darkened room...so that the image of the sun is projected
onto the opposite wall. Then as the eclipse takes place you will see a changing, crescent shaped image.
However the hole must be quite small, otherwise rather than an image of the sun you will merely get an
image of the hole itself......”

Goldsmith The Camera and its Images pgl2







3. THE INVENTION OF DRAWING

From

“Natural History” by Pliny the Elder

The origin of drawing is said to have occurred when Butades daughter traced the projected image of her
departing lover of the surface of a wall. The invention of drawing is bound to shadow; suggesting hand drawing
IS an appropriate language for the shadow.

“It is of unquestionable significance that the birth of westem artistic representation was ‘in the negative.
When painting first emerged, it was part of the absence/presence theme (absence of body; presence of
projection).” stoichita A Short History of the Shadow, pg7






The 5 shadow types established in the Matrix:

Book 0. Introduction

sook 1. The Shadow as Threshold
sook 2. The Disconnected Shadow
sook 3. The Shadow as Refuge
Book 4. The Shadow as Solid

ook 5. The Shadow as Repetition



THE SHADOW AS THRESHOLD

Time of Night.................... Sunset, 4.48-9pm 215t June 2003
Inhabitant/Protagonist......... Deviant

Programme................... Gateway

Representation................... Stereotomy

the technique of cutting solids, as stones, to specified forms and dimensions.

TEXEeoer e “Perspective as Symbolic Form” by Erin Panofsky
Shadow Condition................ Mezz ombra (semi darkness)
Vehicle/Site............co.ov...... Tomb of the Unknown Warrior (competition)

The observatory instruments at Jaipur

Light Source...................... TWI|Ight

COIOUI ..., Grey



PROJECT ONE
THE SHADOW AS THRESHOLD
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FINAL DRAWINGS
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WATERCOLOUR, APPROX. 500MM X 1000MM



WATERCOLOUR, APPROX. 500MM X 1000MM



. | HE DISCONNECTED SHADOW

TNE. . ovoeeee e Late evening, 9pm — 11:45pm, 21st June 2003
Inhabitant......................... Vampire

Programme...........covovo... Theatre

Representation ................. Principle of Discontinuity

TeXt... oo “Polyphilo or the Dark Forest Revisited,

An Erotic Epiphany of Architecture” by Albeto Perez-Gomez

Shadow Condition............ Tenebrae (darkness)
Vehicle/Site....................... Blimp (flight craft)
Light SOUICE. .........oveve... Clouded Moonlight

COlOUN ... e, Red
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SHADOW AS REFUGE

Inhabitant....................

Programme.............oceeevnnen.

Representation.....................

Shadow Condition..............

Vehicle/Site..........c..oooe.e..

Light Source.............c.ceeeees

Colour

Midnight, 11:45pm — 12:15am, 21st-22d June 2003

Paranoid (Schizophrenic)
Bridge

Sciagraphy
drawing in light and shade; The art or science of projecting or delineating shadows as
they fall in nature; An old term for a vertical section of a building

“Flatland: a Romance of Many Directions” by Edwin Abbott Abbott
Umbra (Dark core, the shadow within)

Coal Bunker; Submarine

Moonlight

Black (+ white)



Project 3: The Shadow as Refuge

The criteria listed in the matrix are not explored as separate aspects of the shadow, but
rather unite as disfinct generative guidelines for the project. To see a full version of the matrix
see book '0° of The Black Box, pg xxxvil, or visit www.theblackbox co.nz/outline/
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SHADOW AS SOLID

Programme.....................

Representation................

Shadow Condition............

Vehicle/Site.....................

Light Source.....................

Colour

Early morning, 12:15am — 4am, 22"dJune 2003
Ghost
Memorial

Pentimento

An underlying image in a painting, as an earlier painting, part of a painting, or
original draft, that shows through, usually when the top layer of paint has become
transparent with age.

“The Architecture of Death: The Transformation of the Cemetery
in Eighteenth-Century Paris” by Richard Etlin

Umber under shadow)

Ground Zero; Twin Towers, New York
Artificial

White



Project 4: The Shadow as Solid
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SHADOW AS REPETITION

I+ ev oo Sunrise, 4am - 7:47am, 22" June 2003
Inhabitant........................ Artist

Programme.................. Art Gallery

Representation.............. map/trace

TeXt...ooooooeeeeeee “A short History of the Shadow” by Victor L.Stoichita
Shadow Condition............ Penumbra (the blur of the shadow)

Vehicle/Site..................... The Camera Obscura

A House for Durer

Light Source.................. Morning Civil TWI||ght

COlOUN ... e Blue



The Shadow as Repetition
Project Five

h G R e | A
e Wi iy it T i i Y,

Moo of drawang!
hechnigua
Mapftrace:
Axonometric

o A o we
Wier fo Lo waparpet st

Fre T ”/r—" el

Py Py

{the blur of tha
shasdow)

A Pt SNaw, B85 I B
GIMEEE, btented Fe{pOr of
oty shadow and
oot Purinckor.

t

The criteria listed in the matrix are not explored a5 separate aspects of the
shadow, but rather unite as distinct generative guidelines for the project. To
see a full version of the matrix see book "0 of

The Black Box, pg xxxvii, or visit www.theblackbox.co.nz/outline/
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FINAL DRAWINGS
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WEEK 03 - Textures

Above are the three main textures | used.

Light: This was used for the whole entire building
structure. For the main studios the exterior walls
were large scaled when tiled to signify a rocky and
marble terrain.

_r[

17

Medium: This was used for the stairs, to incorpo-
rate a treelike and also rocky look, and to blend
with the environment.

Dark: This was used for the meeting square lo-
cated in the middle of the structure. This shows a
bold meeting space, with a granite or marble
appeal to it, showing proffesionalism.

JAMES IMPERIAL
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Custom Textures

36 textures representing the entire range from light to dark.
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Textures Applied to Structure

The structure is predominantly textured white. In stark contrast from the grey of
the racky landscape, the labs are made distinctive fram their surraundings and
are designed to ensure the clients are not distracted, encouraging them to draw
inspiration from the natural landscape.

Light

The light texture has been applied to the entrances
of each of the client's labs, intentionally placed in dis-
cret positions th ater bo their personalit

N
.
*
o

Medium
The medium texture has been used for the ‘meet-
ing place’ on the structure - 3 mataphorical middle
ground for the clients to convens upan.

Dark

The darkest texture has been used to indicate the
ciruclation of the structure, highlighting the areas of
the structura that one may walk on,

36 TEXTURES

Light to Dark

JACOUELINE LINDEMAN
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TASK FOR TODAY

1. Review a selection of students 'Electroliquid Aggregation' concepts:

“Why still speak of the real and the virtual, the material and immaterial? Here these categories are not in opposition, or in some
metaphysical disagreement, but more in an electroliquid aggregation, enforcing each other, as in a two part adhesive.”

Lars Spuybroek, [1998] Motor Geometry, Architectural Design, Vol 68 No 5/6, p5
2. In 6x6 squares draw a series of 36 custom textures that represent the entire range from dark to light.

3. Inspired by your monuments at a macro scale create a series of smaller detail elements and add these to your monuments to
reinforce/supplement the electroliquid aggregation that they represent.

Note: throughout the class pairs of students will be critiquing each others images from their CryENGINE3 levels and discussing how
the landform is, or could be, demonstrating a distinctive and significant approach to bringing the clients together.

INDEPENDENT STUDY Complete by Sunday May 06, 9:00pm.

1. Apply a light, a medium and a dark texture to particularly significant rectangular prisms within your monuments. Upload the entire
set of 36 textures to your blog.

2. Continue to develop the landform, the monument and detail elements through to final resolution.

3. Use 'Fraps' to capture five images from your CryENGINE3 environment and upload them to your blog. We should be able to see
your custom textures in at least 3 of the images. Write short comments (36 words max!) under 3 of the images to indicate how they
relate to your "ElectroLiquid Aggregation” quote.

4. Upload your CryENGINE3 Levels folder to your FileFront (or similar) user page and provide a link to them from your blog.

5. Upload your final version of the monuments to Google Warehouse and provide a link to them from your blog.
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