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Abstract

This article explores how collective digital drawing can function as a minimal interface for building
and sustaining transnational collaboration. It traces the development of a partnership between the
Royal Academy of Fine Arts Antwerp and the University of Kwazulu-Natal, initiated through a
short-term international project and later structurally anchored through recurring mobility and
exchange frameworks. Central to this collaboration is FRAMED a low-threshold, open-source
platform for real-time collective drawing, designed to operate reliably under unequal infrastructural
conditions. Over a multi-year period, drawing was deployed not primarily to produce images, but
to rehearse collaboration: a shared performative act through which trust, shared authorship, and
institutional alignment gradually emerged. While the drawings formed the outward manifestation of
the exchange, the project generated what this article terms an ‘infrastructural studio’ beneath it,
composed of protocols, facilitation routines, technical care, and recurring forms of coordination
that continued to function beyond moments of active platform use. The article examines the
methodological, pedagogical, and infrastructural dimensions of this practice across diverse artistic
and educational contexts, including public festivals, community-based workshops, off-grid envi-
ronments, and large-scale transnational drawing sessions such as Poetry Africa, the Artfluence
Human Rights Festival, AfrikaBurn, and the Royal Academy Drawing Marathon. Situated within
frameworks of the nomadic subject, relational aesthetics, and critical approaches to infrastructure,
the analysis argues that technological sophistication is not the primary driver of sustainable
collaboration. Instead, autonomy, maintainability, and the ethics of shared traces prove more
consequential than feature-rich systems. The article concludes by demonstrating how collective
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digital drawing enabled curricular integration and by outlining the transferability of lightweight,
adaptable setups across educational, community-based, and off-grid environments.

Keywords
art pedagogy, artistic research, collective digital drawing, drawing-as-interface, media
infrastructure, open-source infrastructure, participatory art practice, transnational collaboration

Introduction

Digital infrastructures increasingly determine how artistic networks emerge, grow, and become
sustainable. Yet within international artistic collaboration, platforms are still often approached as
neutral channels for communication or as production tools that promise frictionless connectivity.
This article starts from a different premise: collaboration is not something technology ‘delivers’. It
is something that must be enacted, negotiated, and maintained, especially across unequal conditions
of access, mobility, and institutional regulation (Bourriaud, 1998; Braidotti, 2011; Steyerl, 2013).

Within a collaboration between the Royal Academy of Fine Arts Antwerp and the University of
KwaZulu-Natal, drawing functioned not as an end product but as an interface for encounter. By
‘interface’, we do not mean a tool that disappears into usability, but a shared surface that renders
collaboration visible: a minimal, intelligible protocol through which participants can act together,
respond to one another, and carry responsibility across a collective process. Drawing proved
particularly effective in this role because it is immediately legible, culturally flexible, and does not
require a shared spoken language to initiate collective action.

This collaboration originated as an artistic practice rather than as an educational or technological
experiment, with drawing conceived as a performative and relational medium through which
collaboration could be rehearsed, negotiated, and sustained. During an internationally funded short-
term project focussing on digital drawing and urban communities, FRAMED, a low-threshold,
open-source platform for real-time collective drawing, was deployed to connect students, lecturers,
artists, and community participants across geographically distributed sites. Over time, a second
layer emerged beneath the visible drawings: a relational infrastructure composed of facilitation
routines, technical care, and organisational alignment.

In a subsequent phase, recurring mobility and exchange frameworks enabled more structural
forms of student and staff exchange, further embedding this practice within both institutions. This
article reconstructs the development of this partnership and analyses how a deliberately simple
shared practice can scale into a transferable model for distributed artistic collaboration under
unequal infrastructural conditions.

Central to this article is the concept of the infrastructural studio, understood not as a fixed site of
production but as a distributed condition. The case studies span a range of artistic and educational
contexts, including public festivals, community-based workshops, off-grid environments, and
large-scale transnational drawing sessions across Belgium, South Africa, Poland, Spain, and the
United States. Throughout, we adopt a non-utopian view of connectivity: the collaboration is
shaped by frictions, latency, outages, visa regimes, uneven access, and moments of moderation,
which are not merely obstacles but constitutive conditions of the practice.

While collaborative drawing, participatory art, and co-creative practice are often discussed in
terms of shared authorship, process, or social exchange, this article shifts attention to the infra-
structural conditions that allow such collaboration to persist across unequal transnational contexts.
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Its contribution lies not only in analysing drawing as a collective artistic practice, but in showing
how a minimal, maintainable interface can support a distributed studio condition sustained
over time.

This article makes three moves. First, it conceptualises collective drawing as a minimal interface
for collaboration. Second, it examines how infrastructural frictions become visible through this
interface and are worked with rather than designed away. Third, it analyses how this method
redistributes agency and authorship, producing pedagogical effects in terms of infrastructural
literacy, care, and collaborative responsibility.

Methodology

This project treats drawing not as an end image but as a social-technical interface through which
collaboration becomes visible. Methodologically, we combine a deliberately minimal technological
stack (to enable equitable participation) with an embedded, practice-led research approach. The
section is organised as follows: first, the technical architecture and its design choices are outlined;
next, these choices are situated within a decolonial pedagogical horizon; this is followed by a
discussion of the research approach and materials; finally, the operationalisation of the method
across sites is discussed through a series of case studies.

Technical architecture and design choices

The technological core of the project is FRAMED, a low-threshold, open-source drawing platform
for real-time collective use. The platform follows the KISS principle (Keep It Simple, Stupid),
prioritising intuitive interaction, minimal bandwidth requirements, and compatibility with older
hardware. Within its development logic, simplicity is treated not merely as a technical constraint but
as a reflexive principle, continuously reconsidered in order to support long-term maintainability and
adaptability rather than feature expansion (Figure 1).

A key tactical constraint is the absence of an eraser or undo function. Once a line is drawn, it
cannot be removed, only overwritten. This irreversibility renders drawing a performative and
collective act in which traces accumulate visibly, and responsibility is distributed across partic-
ipants. Attention shifts from aesthetic refinement to relational process, foregrounding encounter,
negotiation, and mutual reading over image as product.

Early tests using VPN-based connections proved unstable for multi-site sessions. In re-
sponse, a lightweight relay architecture was developed that removed VPN dependence and
stabilised latency across geographically distributed locations. A first robust proof of concept for
real-time transnational simultaneity was achieved during a public cultural event, after which
collective co-drawing across distant sites became technically dependable and pedagogically
deployable at scale.

Overall, the architecture prioritises robustness and accessibility over feature richness. The
platform is not conceived as a high-spec creative suite, but as a durable conduit for shared action
under variable infrastructural conditions.

Democratising digital practice: Pedagogical context and technological accessibility

At the University of KwaZulu-Natal, ongoing curriculum decolonisation emphasises rediscovery
and recovery rather than replacement: dominant Western canons are re-oriented and de-centred to
make space for local histories, knowledge systems, and frames of reference (Le Grange, 2016).
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Figure |. Low-threshold collective drawing interface used across multiple sites, enabling real-time shared
mark making under variable infrastructural conditions.

Within this horizon, the selection of FRAMED, a low-threshold, open-source platform for col-
lective drawing, was as much a pedagogical and political decision as a technical one.

The platform’s low-threshold design enables participation without specialised equipment
or stable high-bandwidth connectivity. This redistribution of access and authorship positions
students and community participants as co-makers rather than recipients of externally im-
posed technological solutions. During and after the COVID-19 pandemic, when access to
institutional labs and proprietary software ecosystems was limited, open and lightweight
tools reframed technology as a shared resource and a site of agency rather than a gatekeeping
layer.

Openness here is not limited to cost-free licensing. The ability to download, adapt, redeploy, and
locally maintain the software strengthens institutional autonomy and avoids the creation of new
dependencies. This orientation aligns with arguments for accessible media as a means of dem-
ocratisation and counters forms of digital coloniality in which structurally uneven regions remain
under-represented in digital culture.

Pedagogically, this translated into three linked effects: agency, as participants learnt that
meaningful digital practice can emerge from simple processes and modest hardware; infrastructural
literacy, as collaborative drawing exposed latency, resilience, and moderation as lived conditions
rather than background technicalities; and plural aesthetics, as the shared canvas became a site of
mutual translation rather than stylistic convergence.



Beck et al. 5

Research position, materials, and analytic procedure

The analysis is embedded and practice-oriented. The research team participated directly in the
planning, facilitation, and debriefing of the project across its phases. The research combines
multiple situated forms of engagement, including participant observation during workshops, public
activations, and classes; reflective documentation such as field notes, process logs, and selective
screenshots; and conversational feedback with students, lecturers, and community partners during
and immediately after sessions. The project operates within a practice-oriented research paradigm
in which research emerges from, is shaped by, and feeds back into co-creative practice. As
Borgdorff (2012) argues, artistic research takes place when artistic practice functions not only as the
outcome of research but also as its methodological vehicle. Following Daichendt (2012), such
research is necessarily heterogeneous and non-linear, as artistic processes resist standardised modes
of data collection.

The project did not involve formal data collection in the empirical sense. Instead, the artistic
processes themselves were documented across multiple media. Digital drawings were automati-
cally archived through the software during sessions; working processes were selectively captured
through audio-visual recordings, photographs of projections and spatial setups, and physical visual
artefacts such as flipbooks and card-based materials.

Analytically, insights emerged through iterative cycles of action and reflection. Documentation
was revisited through collective review processes to identify recurring patterns related to infra-
structural friction (e.g. latency, access, moderation), forms of care and facilitation, and shifts in
agency and authorship across contexts. Knowledge claims are therefore situated (Haraway, 1988)
and relational, demonstrating how infrastructures, bodies, and networks co-shape one another
within specific settings.

No personal data were collected or stored, and documentation remained deliberately limited and
ephemeral by design.

Patterns were identified through repeated cross-case comparison of documentation, focussing on
how similar infrastructural constraints produced different collaborative responses under varying
local conditions.

Across the cases, analysis focused both on recurring constants such as irreversibility, low-
threshold access, and shared authorship and on contextual variations in visibility, facilitation,
infrastructural instability, and scale.

Operationalisation across sites

The method was operationalised across diverse settings, ranging from community-based contexts
and public events to off-grid environments and institutional lab settings. Formats varied from open
walk-in sessions to closed professional workshops, each with tailored facilitation strategies and
projection configurations. Not all participants engaged through drawing directly. Some contributed
through organisation, networking, facilitation, or technical care. The practice therefore operates
across multiple layers: a visible layer (the shared drawing surface) and several less visible layers
(technical mediation, organisational coordination, and social norms) that collectively sustain the
conditions for participation.

The case studies that follow should not be read as applications of a fixed or prescriptive method,
but as analytical situations through which the method becomes legible under changing conditions.
Each case foregrounds a specific infrastructural dimension, such as hierarchy, visibility, autonomy,
latency, or large-scale coordination, allowing comparison between recurring methodological
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constants and context-specific variations. Read together, they demonstrate how drawing-as-
interface persists across diverse environments while being continuously reshaped by local tech-
nical, institutional, and social constraints.

Artistic and pedagogical context

The collaboration was developed and tested across diverse artistic contexts in which the low-
threshold digital drawing platform functioned as an artistic setup activated through performance,
participation, and spatial intervention. Read together, these cases show how drawing-as- interface
adapts across community-based, public, off-grid, immersive, and large-scale transnational settings
without stabilising into a single fixed format.

In these contexts, drawing operated as a situated artistic action rather than as an illustrative or
representational outcome.

Community-based poetic performance context

The first deployment of the platform took place during a workshop at a community-based multi-arts
centre in a peri-urban context in Southern Africa, as part of the international poetry festival Poetry
Africa 2022. Both performers and audience members actively participated in the drawing process,
creating a shared space in which spoken word and visual expression materialised simultaneously.
Personal narratives, often contributed by young participants from the surrounding community, were
translated visually, reinforcing drawing as a social binder rather than a representational end
(Figure 2).

The low-threshold interface played a key role in enabling participation. After a brief in-
troduction, participants were able to work independently without prior technical knowledge.
For many, this constituted a first encounter with digital drawing tablets and large-scale pro-
jection, positioning the workshop simultaneously as an exercise in creative exchange and
digital literacy. The immediacy of the interface allowed drawing to function as a shared action
rather than a skill-based activity, lowering barriers related to language, education, and technical
familiarity.

A subsequent closed session within the same festival context was reserved for participating poets
and performers, without students or a general audience. This more informal moment of exchange
shifted the focus from aesthetic coherence to collective experimentation and communication. In the
absence of an explicitly facilitating drawing instructor guiding the visual flow and drawing
alongside participants, the resulting imagery became uncoordinated and visually heterogeneous.
Rather than being corrected or steered toward visual unity, this condition was deliberately allowed
to persist.

This absence of hierarchical direction revealed an essential quality of the platform: its capacity to
function as a neutral, shared surface for interaction and mutual interpretation, even when no artistic
hierarchy or formal control is present. Without a guiding hand, drawing became less about visual
outcome and more about responsiveness, negotiation, and the real-time reading of one another’s
marks.

This early deployment demonstrates how drawing, when stripped of aesthetic coordination and
pedagogical control, can operate as a social interface rather than a representational medium. The
absence of hierarchy did not weaken the collaboration; instead, it foregrounded negotiation, at-
tentiveness, and shared responsibility as core dynamics of the practice.
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Figure 2. Live poetry performance accompanied by collective digital drawing during a public workshop,
where visual and spoken expression unfolded simultaneously.

Public-facing humanitarian context and transnational simultaneity

This case foregrounds collective drawing as a public-facing interface, marking the transition
from local community engagement to real-time transnational simultaneity and infrastructural
visibility.

During the Artfluence Human Rights Festival, held in an urban Southern African context, a
humanitarian community centre serving vulnerable populations was temporarily transformed into a
digital drawing space. Coordinated as part of a public programme linking art, technology, and social



8 Convergence: The International Journal of Research into New Media Technologies 0(0)

engagement, the collaboration brought together students, local residents, refugees, artists, and
community partners in an open walk-in format.

Using FRAMED, a low-threshold digital drawing platform, participants engaged at varying
intensities: some drew continuously, others intervened sporadically, while many participated
through observation, conversation, and movement around the projected surface. The drawing
interface was projected at architectural scale, extending the practice beyond a workshop setting and
situating it within a shared social and spatial environment.

For the first time within the project, remote connections were tested. Participants located at
the Royal Academy of Fine Arts Antwerp drew simultaneously with participants on site at the
University of KwaZulu-Natal, demonstrating that the infrastructure could operate not only
locally but also across distance. This moment marked a crucial shift: drawing ceased to be
solely a co-present activity and became a shared transnational act unfolding in real time across
geographically distributed sites. The successful synchronisation laid the groundwork for later
multi-node sessions and confirmed the technical and pedagogical viability of simultaneous co-
drawing.

The session’s openness and public visibility amplified its symbolic and ethical dimensions.
Participants contributed collectively legible motifs and messages oriented toward peace and
solidarity; the canvas became less a site of artistic production than a socio-spatial framework
through which shared concerns could be articulated in public. In this context, drawing functioned as
a form of hosting: maintaining a collective surface that remained accessible to participants arriving
with different levels of confidence, time, or digital familiarity.

Analytically, this case demonstrates how the drawing-as-interface method shifts when placed in
a humanitarian and public context. Visibility introduces additional layers of responsibility, legi-
bility, and care: marks are no longer addressed only to co-participants, but also to passersby, local
communities, and distant collaborators. At the same time, the first instance of transnational si-
multaneity rendered infrastructure itself perceptible. Latency, synchronisation, and coordination
became part of the lived experience of drawing, rather than remaining invisible technical
conditions.

This activation was preceded by a student preparation process in which open visual templates
were developed for later public extension, as discussed later in this article.

Here, drawing shifts from a local participatory tool to a publicly visible infrastructural surface,
extending responsibility beyond immediate collaborators to wider audiences, local communities,
and distant participants.

Off-grid, temporary community context

This case foregrounds infrastructural autonomy, examining how collective drawing operates when
digital connectivity, institutional support, and stable network infrastructure are entirely absent.

During the temporary off-grid desert community event AfrikaBurn 2024, FRAMED, a low-
threshold digital drawing platform, was deployed as a fully autonomous setup. The entire technical
installation was transported to the site and operated without internet access or reliance on con-
ventional network infrastructure. Extreme climatic conditions, limited power availability, and the
absence of stable connectivity fundamentally shaped both the technical configuration and the mode
of engagement.

Within this context, the platform was not presented as a curated installation or pedagogical
workshop, but as a shared instrument that anyone could encounter and use without prior selection,
formal instruction, or artistic framing. The interface was configured as a mobile setup: initially
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presented as a large frame placed directly within the landscape, and later mounted onto a moving
structure. Projection onto the ground transformed the terrain itself into a temporary collective
drawing surface: a floor of light inviting spontaneous interaction.

Here, the emphasis shifted decisively away from aesthetic coherence or visual refinement.
Drawing operated as play, improvisation, and immediate response, shaped by the rhythms of
the temporary community rather than by educational outcomes. The absence of facilitation or
moderation reinforced this openness: marks appeared, overlapped, and were overwritten as
participants came and went, leaving no stable authorship and no persistent narrative
continuity.

Analytically, this deployment demonstrates that infrastructural autonomy is a defining condition
of the method. Detached from institutional frameworks and networked simultaneity, collective
drawing persisted as a mode of encounter. Its viability in an off-grid environment underscores that
the practice does not depend on continuous connectivity, but on a shared willingness to engage in
collective action under constrained conditions. Infrastructural limitation became a generative
parameter: self-reliance, mobility, and improvisation were not obstacles to participation but integral
to its enabling conditions.

Immersive projection environments and embodied latency

This case examines drawing as a spatial and temporal interface, foregrounding latency, em-
bodiment, and the limits of immersive projection environments.

A subsequent phase in the spatial application of the project took place within an artistic research
context, where a semi-spherical dome projection was used to present live collective drawing in a
performative setting at the Domus Planetarium in A Corufia, Spain. The sessions combined live
drawing with spoken word performance within a planetarium-like environment. The dome
functioned as a continuous projection surface that enveloped participants and intensified the spatial
and affective dimensions of the drawing practice.

The technical setup introduced a specific form of latency. The signal route from the drawing
interface to the projection system produced a slight but perceptible delay between gesture and
projected line. For participants physically present in the dome, this delay became a tangible element
of the experience. Rather than being treated as a flaw to eliminate, participants adapted their
behaviour: movements became more rhythmic and anticipatory, and drawing shifted away from
representational precision toward gestural patterning responsive to speech, timing, and embodied
listening.

A subsequent deployment in a full-room immersive projection environment produced a con-
trasting outcome. Despite the promise of spatial immersion, projection mapping and surface
continuity proved uneven: multiple projectors did not form a homogeneous image plane, causing
drawn lines to be interrupted, distorted, or scaled inconsistently depending on position. The
crispness of digital lines made these irregularities highly visible, resulting in a fragmented ex-
perience that disrupted collective legibility.

Taken together, these deployments show that immersive projection does not automatically
support live collective drawing. Whereas the dome setting absorbed minor temporal friction and
allowed latency to become an artistic parameter, spatial discontinuities in a multi-projector en-
vironment undermined the shared surface as a coherent interface. This suggests that the legibility of
the shared surface remains the primary infrastructural requirement, expanding the notion of the
infrastructural studio to include spatial configuration, bodily orientation, and the material con-
ditions of projection (Figure 3).
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Figure 3. Collective digital drawing projected onto a semi-spherical dome environment, foregrounding
spatial immersion and temporal latency as part of the drawing process.

Large-scale transnational drawing infrastructure

This case represents the moment at which drawing-as-interface scales into a fully operational
transnational infrastructure.

A large-scale, multi-site drawing session took place during the recurring international Drawing
Marathon event hosted by the Royal Academy of Fine Arts Antwerp, in collaboration with the
Drawing Across Borders project (Beck, 2026). Multiple geographically distributed locations were
connected through a single shared digital canvas, enabling participants across different time zones
to contribute simultaneously to one extended collective drawing process over several hours.

What appeared on screen as an accumulation of marks depended on an expanded infrastructure
of technical routing, time-zone coordination, facilitation agreements, and institutional cooperation.
The session required synchronised start protocols, stable network mediation, and shared con-
ventions regarding participation and collective responsibility. At this scale, FRAMED functioned
not merely as a tool for image-making, but as a method for orchestrating simultaneous participation
across distant sites.

Alongside the shared drawing surface, a web-based text interface was integrated as a parallel
communication layer, enabling anonymous textual contributions to unfold in real time alongside the
visual process. This second layer extended the interface beyond drawing alone, allowing participants
to coordinate informally, respond playfully, and reflect while the drawing continued. A further
lightweight visual layer provided ambient feedback about participation rhythms per location without
identifying individuals, supporting collective awareness rather than performance measurement.
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The session’s public accessibility through multiple viewpoints reinforced its performative
dimension: drawing unfolded not only on the shared canvas, but across rooms, projections, screens,
and audiences. Importantly, interactions followed a horizontal network logic rather than a hier-
archical structure; each participating site operated as an autonomous node contributing equally to
the collective process.

Analytically, this case crystallises the article’s core argument: drawing-as-interface does not
simply connect distant participants; it activates an infrastructural ecology in which simultaneity,
care, and shared responsibility become operative. At this scale, the drawing interface functions less
as an image-making tool than as an organisational protocol, revealing collaboration as a coordinated
infrastructural practice rather than a spontaneous encounter. What endures is not a finished image,
but a capacity for collective action at scale: shared protocols, trust between facilitators, and
readiness to reassemble the expanded studio elsewhere (Figure 4).

Taken together, the cases discussed in this section allow for a comparative reading. Read
comparatively, these cases reveal recurring constants: irreversibility, shared responsibility, and
low-threshold access, alongside context-specific variations in visibility, autonomy, latency, and
scale. It is through this combination of repetition and variation that drawing-as-interface becomes
legible as a transferable method rather than a context-bound technique.

Infrastructure and friction

Rather than treating infrastructural friction as a problem to be solved, this collaboration approaches
friction as a constitutive condition of transnational artistic practice. Across the projects described
earlier in this article, moments of delay, breakdown, asymmetry, and interruption did not merely
obstruct collaboration; they actively shaped how it unfolded. Technical instability, uneven access to
resources, mobility constraints, and the need for moderation were not external to the work but
integral to its formation.

In contrast to dominant narratives of digital connectivity that prioritise seamlessness and ef-
ficiency, the collaboration foregrounds the labour required to sustain connection. Infrastructure here
is understood not as a neutral background system, but as a relational arrangement that demands care,
negotiation, and ongoing adjustment. Each instance of friction, whether logistical, technical, in-
stitutional, or social, made visible the dependencies and power relations embedded in transnational
collaboration.

Drawing-as-interface proved particularly effective in this context because it did not promise
frictionless exchange. Its low-threshold design exposed rather than concealed infrastructural
conditions: latency became perceptible, access became uneven, and responsibility for collective
space became shared. In this sense, friction functioned as a diagnostic tool.

Mobility and visas

Mobility functioned as a decisive infrastructural condition within the collaboration between the
Royal Academy of Fine Arts Antwerp and the University of KwaZulu-Natal. While collective
digital drawing enabled sustained transnational exchange, access to physical mobility remained
unevenly distributed. Visa procedures for students based at the University of KwaZulu-Natal were
complex, costly, and time-intensive, often requiring months of preparation and extensive insti-
tutional mediation. These procedures directly shaped the timing, sequencing, and feasibility of
physical exchanges.
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A

Figure 4. Parallel text-based communication and instruction interface used alongside the shared drawing
surface during a transnational collective drawing.

In contrast, students and staff affiliated with the Royal Academy of Fine Arts Antwerp en-
countered significantly fewer restrictions when travelling regionally or to partner institutions
abroad. This asymmetry exposed mobility not as a logistical variable but as a political infrastructure
regulating access to embodied presence, informal exchange, and institutional visibility.
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Rather than halting collaboration, these constraints reconfigured it. Because physical mobility
could not be assumed, digital drawing sessions became a primary site of encounter rather than a
supplement to in-person meetings. Time zones, delays, and asynchronous preparation were in-
tegrated into the shared working rhythm, shaping how collaboration unfolded over time.

The labour required to facilitate mobility, including administrative coordination, funding ap-
plications, and compliance procedures, formed an often invisible but essential layer of the col-
laboration’s infrastructure. By acknowledging these constraints explicitly, digital participation was
not framed as secondary or compensatory, but as a legitimate and central mode of engagement
through which trust, authorship, and pedagogical alignment could develop.

Unequal access to technology

Access to technological resources constituted a second major infrastructural friction. At the
University of KwaZulu-Natal, students often relied on shared computer labs and institutionally
managed equipment, with access dependent on schedules, availability, and local infrastructural
stability. Personal hardware could not be assumed, and digital participation frequently required
collective organisation and improvisation. At the Royal Academy of Fine Arts Antwerp, by
contrast, access to computers, drawing tablets, projection equipment, and stable networks was more
readily available.

These differences shaped not only logistics but also pedagogy. Workshops had to be designed
with flexibility in mind, accounting for shared devices, fluctuating access, and varying levels of
technical familiarity. The choice of FRAMED, a lightweight, open-source drawing platform, was
directly informed by these conditions. Its ability to run on older hardware, require minimal
bandwidth, and avoid proprietary dependencies made it viable across unequal technological
environments.

Crucially, unequal access did not translate into unequal authorship. The drawing interface
redistributed agency by prioritising participation over technical proficiency. Collective drawing
foregrounded responsiveness, timing, and relational awareness rather than individual mastery or
software expertise. In this way, infrastructural limitations actively shaped the aesthetic and col-
laborative dynamics of the work.

The contrast between the two institutions did not function as a deficit model but as a structuring
condition that informed design choices, facilitation strategies, and pedagogical emphasis. By
working with rather than against these inequalities, the collaboration avoided reproducing tech-
nological dependency and instead cultivated shared responsibility for maintaining the collective
drawing space.

Infrastructure, instability, and improvisation

Beyond asymmetries in mobility and access, infrastructural instability itself shaped the collabo-
ration in fundamental ways. Network interruptions, power cuts, fluctuating internet connectivity,
and delays in institutional decision-making were recurrent conditions rather than exceptional
disruptions. These instabilities affected scheduling, duration, and the technical configuration of
drawing sessions, requiring constant adjustment by participants and facilitators.

Rather than aiming for infrastructural optimisation or redundancy, the collaboration developed a
working methodology oriented toward resilience. Sessions were designed to tolerate partial failure:
drawing could continue locally when connections dropped, facilitation roles shifted fluidly, and
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technical setups were adapted on the spot. Improvisation became a shared competence distributed
across participants, technicians, and organisers.

This mode of working foregrounded infrastructure as a process rather than a stable system.
Breakdowns made visible the dependencies underpinning collective digital practices, from elec-
tricity and bandwidth to institutional responsiveness and human availability. In this sense, in-
stability functioned as a form of infrastructural pedagogy: participants learnt to read, anticipate, and
respond to conditions rather than rely on seamless technological performance.

The low-threshold design of FRAMED proved critical in this context. Its minimal requirements
reduced the cascading effects of failure and allowed drawing to persist even under degraded
conditions. More importantly, the acceptance of instability shifted attention away from technical
perfection toward collective care. Responsibility for sustaining the shared space was distributed,
reinforcing collaboration as a relational and ethical practice rather than a technically guaranteed
outcome.

Through repeated exposure to infrastructural fragility, the collaboration cultivated an under-
standing of digital practice grounded in adaptability, patience, and mutual support. Instability did
not undermine the work; it actively shaped its rhythms, forms of engagement, and pedagogical
value.

Openness, moderation, and infrastructural boundaries

The openness of the digital drawing platform constituted both a strength and a structural vul-
nerability. Its low-threshold design allowed participants from diverse contexts to enter the shared
drawing space without prior selection, authentication, or technical filtering. This openness was
central to the project’s ethos of accessibility and shared authorship. At the same time, it introduced
questions of moderation, responsibility, and boundary-setting that could not be resolved purely
through technical means. These tensions became particularly visible during large-scale, multi-site
drawing sessions. The presence of a shared canvas spanning multiple institutions, regions, and time
zones required collective agreements on conduct, facilitation, and intervention. When an inap-
propriate contribution occurred, the response was not automated or punitive but situational: a
temporary suspension of the affected connection, followed by communication between facilitators
and an explicit reaffirmation of shared norms. Moderation thus operated as a relational practice
rather than a fixed protocol. This moment highlighted that openness does not imply the absence of
boundaries. On the contrary, shared digital spaces require ongoing negotiation of limits in order to
remain hospitable. Within the collaboration, boundaries were enacted through human judgement,
trust between facilitators, and a shared understanding of responsibility for the collective surface.

Governance emerged as an infrastructural layer sustained by care and communication rather than
by surveillance or control mechanisms.

Importantly, these moments of moderation did not undermine the project’s participatory
character. Instead, they reinforced the understanding that collective authorship entails collective
accountability. The drawing interface functioned not as a neutral space but as a shared environment
whose conditions had to be actively maintained. Openness, in this sense, was not a static feature but
a practice that had to be continuously upheld. By making moderation visible rather than invisible,
the collaboration resisted the illusion of frictionless participation. Boundaries were not imposed
externally but articulated from within the network itself. This approach aligns with the broader
argument of the article: that infrastructural practices in transnational collaboration are inseparable
from ethical and pedagogical considerations. The capacity to sustain openness depends not on
technical sophistication, but on shared responsibility, responsiveness, and care.
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Pedagogical dimension and community formation

The method developed in this project took shape across both formal and informal educational
contexts. At the University of KwaZulu-Natal and the Royal Academy of Fine Arts Antwerp, the
collective digital drawing practice was gradually integrated into the curriculum, while in parallel it
was deployed in workshops and community-based sessions outside the academic framework. This
dual embedding — simultaneously institutional and community-oriented — made it possible to
connect different pedagogical logics and temporalities.

Importantly, the pedagogical effects of the collaboration did not manifest immediately as
predefined learning outcomes. Learning emerged indirectly and often belatedly through repeated
participation, shared responsibility, and moments of uncertainty. Rather than being articulated
upfront, pedagogical value sedimented over time in how participants related to technology, to one
another, and to the possibility of sustained collaboration across distance. It is precisely at this point,
where practice begins to transform into shared understanding, that the pedagogical dimension of the
project becomes legible.

In community-based contexts, FRAMED functioned as a participatory instrument that
engaged young people, refugees, and underserved groups in a shared creative act. The
emphasis was not on technical instruction, but on creating accessible situations of joint
action — drawing as social interaction rather than the production of discrete artistic objects.
For many participants, particularly those without prior experience in digital media, this
constituted a first encounter with digital imaging and co-creation. This low-threshold ap-
proach contributed not only to digital literacy but also to a sense of collective agency within
the workshops.

One of the initial pedagogical entry points for students at the University of KwaZulu-Natal
involved a preparatory workshop linked to a public cultural activation. Undergraduate
students were introduced to the drawing platform while developing preliminary visual
templates that would later be activated by public participants. The focus of this workshop lay
less in technical mastery than in cultural exploration mediated through technology. Students
were encouraged to draw from their own cultural and traditional backgrounds, identifying
repetitive patterns and motifs that could be shared, extended, or completed by others. By
deliberately leaving these patterns open or unfinished, the drawings invited participation and
translation (Figure 5).

This process prompted students to reflect on how their individual contributions interacted with
those of others, and how audiences unfamiliar with their cultural references might engage with the
work. As a result, students began to understand their drawings simultaneously as individual ex-
pressions and as components of a collective performative composition. Heritage and culture thus
functioned as conceptual anchors guiding the collaborative process, foregrounding questions of
shared authorship, cultural translation, and responsibility within participatory digital environments.

Reflections from participants who moved between roles — as students, contributors, and
facilitators — highlighted the pedagogical impact of this practice. One participant noted that ex-
posure to collective digital drawing expanded peers’ sense of what digital art practices could be, and
encouraged them to see such practices as accessible and viable creative trajectories. Rather than
introducing new tools alone, the practice broadened students’ imaginative horizons, fostering
artistic agency rather than focussing on technical refinement.

The openness of the method also stimulated interdisciplinary participation. During early joint
sessions, students from other departments spontaneously joined the drawing activities, contributing
performative, textual, or gestural elements alongside visual input. Participant reflections indicate
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Figure 5. Visual patterns developed by participants as part of a preparatory drawing process, later activated
within a public collective drawing session.

that this openness enabled the drawing platform to function as a shared space for expression and
encounter across disciplinary boundaries. The practice thus fostered not only digital literacy, but
also collective imagination — a common ground where different artistic languages, rhythms, and
modes of performance could intersect.

The open-source nature of the drawing platform proved crucial in this regard. Local partners
were able to continue using and adapting the software independently, without relying on the
initiating institutions. This strengthened the autonomy and sustainability of participating com-
munities, which developed their own forms of continuation within local arts education, workshops,
and informal learning contexts.

Within the academic context, these practices led to concrete curricular innovation. At the
University of KwaZulu-Natal, collective digital drawing was formally incorporated into the
curriculum, not as a replacement for analogue techniques but as an expansion of the artistic
repertoire. Students learnt to deploy digital tools within performative and collaborative settings,
with an emphasis on process, participation, and reflection. At the Royal Academy of Fine Arts
Antwerp, the practice was integrated alongside classical model and observational drawing, al-
lowing students to experience digital collaboration as an extension of the physical studio.

This pedagogical interweaving had a transformative dimension. Sharing infrastructure became a
form of education in itself, where knowledge transfer unfolded horizontally rather than hierar-
chically between institutions and participants. Technical and institutional frictions — previously
perceived as obstacles — were reframed as pedagogical opportunities, foregrounding improvisation,
peer learning, and collective responsibility.

By centring learning as a shared and ongoing process rather than a predefined outcome, a
community of practice gradually emerged that extended beyond the project’s original bounds.
Students, artists, and community partners remained connected through both digital and analogue
networks, supporting the continuity and evolution of the collaboration over time.
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Across these contexts, the pedagogical significance of the method lay not in teaching a specific
tool, but in cultivating shared capacities for responsiveness, adaptation, and collaborative re-
sponsibility under unequal conditions.

Drawing as interface

Across the collaboration described in this article, drawing functioned not as a representational end
point but as an interface through which relations, responsibilities, and infrastructures became
operative. The shared drawing surface provided a minimal yet effective protocol for transnational
collaboration: a space where participants could act together without requiring linguistic alignment,
technical expertise, or hierarchical coordination.

By interface, we do not mean an invisible tool optimised for efficiency, but a shared surface that
renders interaction visible and consequential. The irreversible nature of drawing, introduced earlier
in the methodology section, transforms gesture into an accountable trace — whether as response,
continuation, or overwriting. The interface thus foregrounds presence, accountability, and col-
lective authorship rather than control or refinement. Importantly, the drawing interface did not
operate in isolation, but relied on multiple supporting processes, technical mediation, facilitation,
institutional coordination, and social care, that became perceptible through moments of friction,
latency, interruption, uneven access, and moderation. In this sense, drawing functioned as a di-
agnostic interface that revealed how collaboration is sustained, negotiated, and occasionally
repaired.

The effectiveness of drawing as an interface lay in its low threshold and adaptability. Because the
practice did not rely on feature-rich systems or proprietary infrastructures, it could be transferred
across educational, community-based, and off-grid contexts. What travelled was not a fixed setup,
but a relational method: a way of working together that remained legible and responsive under
changing conditions.

Through repeated activation, the drawing interface enabled what this article terms an expanded
studio: a distributed space in which learning, artistic practice, and infrastructural negotiation
coincide. This understanding builds further on earlier reflections developed through the Drawing
Across Borders project, where collective mark-making and networked drawing practices were
approached as shared performative and infrastructural conditions (Beck, 2026).

The studio was no longer bound to a single location or institution, but emerged temporarily
wherever the interface was enacted and sustained by collective care.

Drawing-as-interface therefore operates simultaneously as a methodological tool, a pedagogical
condition, and an ethical proposition. It demonstrates how minimal shared actions can activate
complex transnational collaborations without erasing difference or dependency. Rather than
promising seamless connectivity, the interface holds space for friction, making visible the work
required to collaborate across distance, inequality, and institutional boundaries.

Conceptual frameworks

The practice developed through the collaborative drawing project can be situated within several
conceptual frameworks that illuminate its relational, infrastructural, and co-creative dimensions.

These frameworks are not applied as external explanatory models, but function as lenses through
which the artistic practice can be articulated and reflected upon. Rather than being imposed
retrospectively, they emerge through the conditions of practice itself, becoming legible through
repeated use and reflection.
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Relational frameworks

Rosi Braidotti’s concept of the nomadic subject provides a productive framework for understanding
the collaboration as a dynamic constellation of shifting positions rather than a stable collective.
Within the collective drawing practice enabled through FRAMED, participants continuously
moved between roles — student, artist, facilitator, observer — across physical and digital contexts.
Subjectivity here emerged relationally, shaped through interaction with others, with technology,
and with the specific conditions of each setting.

This resonates with Nicolas Bourriaud’s notion of relational aesthetics, in which the artwork is
not defined by a discrete object but by the social relations it generates. Collective digital drawing
can be understood as a performative situation: value is produced in the act of drawing together, in
the negotiation of shared space, and in the temporary communities that form around the interface.
The drawn image itself remains secondary to the encounter it facilitates.

The idea of drawing as a form of social interaction and a means of generating new knowledge is
notably extended by Tim Ingold, who understands drawing as a process of material thinking, an art
of inquiry in which ‘the conduct of thought goes along with, and continually answers to, the fluxes
and flows of the materials with which we work’ (2013:8). This resonates with Julian Klein’s view
that artistic knowledge evolves through practice and can be understood through the experience of
making itself (2017:5). By extension, Ingold’s concept of ‘wayfaring’, which he describes as
moving actively through an environment while responding critically and creatively to what one
encounters (2007), translates effectively into the collective drawing context. Multiple participants
in different locations draw collectively onto a shared canvas, where each is ‘wayfaring’ in relation
to the gestures, images, and marks of others. While the activities are sometimes framed by shared
prompts or directives, the platform’s irreversible design requires participants to attend to what is
already present and respond accordingly.

At the same time, the project cannot be understood through a celebratory model of relationality
alone. As critiques of relational aesthetics have shown, participatory situations are shaped by
uneven distributions of power, authorship, and visibility (Bishop, 2012). This is particularly
relevant here, where collaboration unfolded across asymmetrical infrastructures, visa regimes, and
unequal technological access. The significance of the drawing interface therefore lies not in
producing harmonious relation as such, but in making the labour, negotiation, and maintenance of
relation visible within conditions shaped by infrastructural inequality, facilitation decisions, and
institutional asymmetries.

Infrastructural frameworks

Critical approaches to infrastructure emphasize that technological systems are never neutral,
but embed power relations, exclusions, and dependencies. Within the collaboration described
here, such dynamics became tangible through visa regimes, uneven access to hardware,
network instability, and institutional constraints. Rather than masking these conditions, the
collective drawing practice rendered them visible through use. From this perspective, drawing
operates as an infrastructural probe: a minimal artistic action that exposes the conditions under
which collaboration becomes possible or fragile. Infrastructure is treated as a living assem-
blage, maintained through care, improvisation, and shared responsibility, rather than as a stable
technical backbone.

Within this logic, the infrastructural studio can be understood as a distributed manifestation of
this assemblage: a condition sustained through use rather than installed as a fixed system.
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The infrastructural studio is therefore not a specific space or platform, but a relational
condition produced through repeated practice across time, composed of shared protocols,
facilitation rhythms, institutional trust, and a tested readiness to reassemble collaboration
elsewhere.

Within the context of this project, infrastructural frictions, technical, institutional, and
geopolitical, produce sites of genuine negotiation and interaction rather than points of
failure.

These frictions are not treated as obstacles to eliminate, but as conditions that shape events in
relation to lived realities rather than simulated environments. Borgdorff argues, knowledge pro-
duced through continued practice is integral to the processes of making rather than separable from
them (2012: 205), and it is precisely this kind of procedural, relational, and care-based knowledge
that accumulates within the infrastructural studio. This resonates with arguments in the South
African context that the privileging of textual research output over knowledge generated within
artistic practice remains a persistent institutional problem (Stewart, 2024). Crucially, the infra-
structural studio is not produced by technological sophistication. The deliberate adoption of a low-
tech, open-source, and accessible platform was not a resource compromise but a principled refusal
of technological dependency as a governing logic.

This position aligns with critiques of digital coloniality, whereby structurally uneven regions are
too often constituted as recipients of externally developed systems rather than autonomous agents
within their own digital cultures (Couldry and Mejias, 2019; Ndlovu-Gatsheni, 2021).

Ndlovu-Gatsheni identifies this dynamic as part of a broader conceptual status quo in which
knowledge systems, including technological ones, are produced in the Global North and consumed
in the Global South, sustaining what he terms an uneven intellectual division of labour in which
peripheral regions function primarily as sites for data extraction rather than knowledge production
(2021: 887-888). In this sense, the choice of an open-source platform that could be locally
downloaded, shared, and maintained without reliance on the originating institution functioned as an
act of epistemic as well as infrastructural autonomy, a refusal to reproduce dependency logics
associated with digital coloniality.

Co-creative frameworks

The collaborative logic of the drawing platform aligns with co-creation theories that emphasize
shared agency and distributed authorship (Cizek et al., 2019). Within this practice, however, co-
creation is not treated as a normative ideal or institutional buzzword, but as an operational condition
shaped by irreversible traces, infrastructural constraints, and shared accountability.

The irreversible nature of drawing enforces attentiveness to others’ actions, shifting au-
thorship from individual expression toward collective negotiation. Rather than resolving
difference, co-creation in this context sustains it. The artistic practice holds space for di-
vergence, latency, and interruption, allowing collaboration to unfold without collapsing
complexity into consensus.

While this argument aligns with existing scholarship in its commitment to shared authorship and
accessibility, it places equal emphasis on the unstable conditions that must be continuously built,
maintained, and repaired in order to sustain collaboration across structurally unequal contexts.
Existing literature has productively examined the outcomes of co-creative or practice-based
research. In contrast, this research foregrounds the infrastructural conditions through which col-
laborative practice becomes possible, tracing how the concept of the infrastructural studio emerges
through repeated acts of coordination, care, and negotiation.
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Conclusion

What began as an experimental drawing practice across geographically distributed contexts de-
veloped into a relational and infrastructural network in which technology functioned not as an
objective or solution, but as an interface and catalyst. Within this collaboration, drawing operated
first and foremost as an artistic practice: a situated, performative gesture through which rela-
tionships were tested, negotiated, and sustained across distance.

Alongside the visible accumulation of lines and gestures, a distributed infrastructure emerged,
composed of organisational coordination, pedagogical alignment, technical care, and institutional
negotiation.

This underlying structure proved flexible and resilient, capable of functioning across academic,
community-based, and off-grid contexts. Rather than stabilising into a fixed system, it remained
adaptive: a living assemblage shaped by use, breakdown, and repair. The concept of the infra-
structural studio helps to articulate the article’s broader contribution to artistic research. Rather than
referring to a physical space or a specific technological platform, it names a distributed relational
condition: a set of shared protocols, rhythms, and responsibilities that can persist even when the
drawing tool itself is no longer in use. What endures is not simply the interface, but a transferable
capacity to reassemble collaboration elsewhere under changing conditions.
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