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SUMMARY

KEYWORDS LINES; DRAWING; CROCHET; CRAFTS; MAKING; PRACTICE-BASED RESEARCH

Reacting to a context of constant creative secularization, with this research project | seek to
respond to a necessity for re-framing the interactions between different creative fields. Approach-
ing disciplines as tools, | see the value of artistic creation as something that belongs to the
realm of the maker and not the media. This thesis proposes the conceptualization of lines as
hybrid elements that link all disciplines and contribute to a trans-disciplinary view of various
creative fields. Lines are an intrinsic part of making, they construct form and contain their
maker's intention, body and movement.

With this in mind, | investigate the making of lines through a process of reflection-in-ac-
tion. Considering making as a way of thinking and drawing as a way of making, it is always
through the principles of drawing that | think and express myself. In this thesis | extend my
previous drawing universe towards the technique of crochet, seeking to establish an encoun-
ter between the two disciplines. Therefore, this practice-based research focuses on the
difference between the experience of drawing lines in the two-dimensional space with
graphic materials — traces — and drawing lines in the four-dimensional space using textile
— threads. While traces exist on a surface, threads have volume.

This theoretical framework grounded my practical research. The first part of this research
took a parallel look into the specificities of crochet and drawing techniques in three phases.
Phase one looked into form: straight, curved and zigzag lines. Phase two focused on material
by creating a parallel between textile yarns and graphic media. The third phase looked into
human and material agency, approaching how the hand affects the drawing of lines in com-
parison with conventional and unconventional material tools. The know-how acquired in this
initial part built a foundation for the development of the second practical part of the thesis,
which concerns an artistic project called Threads, Traces and Everything In-between. This
project consisted of five artistic installations that followed an incremental rationale. At first,
| explored form, material and support by approaching the shadows of threads as an input
for the drawing of traces. | continued to explore the same elements, adding the subject of
the body, testing the physical dialog between me, the threads, and traces. Next on, | intro-
duced material agency by investigating how threads can be used to draw traces. At last, |
reflected on how the perception of drawings is transformed by the properties of real time
and space such as depth, composition, perspective, light and movement. Ultimately ques-
tioning how, by materializing lines and thus making them accessible, a new type of agent is
generated: the other, the one that creates lines not by making but by acting.

RESUMEE

MARKSONAD  JOONED; JOONISTAMINE; HEEGELDAMINE;
KASITOO; TEGEMINE; PRAKTIKAPOHINE UURIMUS

Reageerides pidevale loomingulisele sekulariseeritusele soovin kdesoleva uurimisprojektiga
anda oma panuse erinevate loomealade vaheliste suhete imbermétestamisse. Kasitledes
erinevaid loomevaldkondi kui t&0riistu, nden ma loomingu véartust eelkdige selles, mis kuulub
tegijale, mitte meediumile. Pakun antud magistritéos vélja kasitluse joontest kui hiibriidsetest
elementidest, mis Ghendavad kdiki distsipliine ning aitavad kaasa erinevate loomealade vald-
kondadeiilesele kasitlemisele. Jooned kuuluvad lahutamatult tegemise juurde, nende abil luuakse
vormi ning need hdlmavad endas tegija kavatsust, keha ja liikumist.

Seda arvesse vottes uurin joonte tegemist I4bi tegevusaegse reflekteerimise (reflec-
tion-in-action) protsessi. Kasitledes tegemist métlemise viisina ja joonistamist tegemise viisina,
motlen ja vdljendan end alati labi joonistamise pdhimétete. Kdesolevas magistritéos laiendan
oma senist joonistamisel pohinevat maailmanagemist heegeldamise tehnika labi, soovides
luua kahe valdkonna vahele kokkupuutepunkte. Seetéttu keskendub see praktikapdhine uuri-
mus kogemuslikele erinevustele graafiliste vahenditega kahedimensioonilises ruumis joonte
tdmbamise (jooned) ning tekstiilidega neljadimensioonilises ruumis joonte tdmbamise (niidid)
vahel. Kui jooned eksisteerivad vaid tasapinnal, siis niitide puhul lisandub mahuline médde.

Selline teoreetiline raamistik oli aluseks minu praktilisele uurimusele. Uurimuse esim-
eses osas vaatlesin paralleelselt heegeldamis- ja joonistamistehnikate eripdrasid kolmes
etapis. Esimeses etapis keskendusin vormile: sirgetele, kumeratele ja siksakilistele joontele.
Teises etapis votsin vaatluse alla materjalid, vorreldes 16ngu graafilise meediumi vahenditega.
Kolmandas etapis vaatlesin inimese ja materjali agentsust, uurides, kuidas kasi mojutab
joonte tdmbamist vorreldes traditsiooniliste ja ebatraditsiooniliste materiaalsete todriistadega.
Esimeses osas kogutud oskusteave oli aluseks magistritoo teise ehk praktilise osa val-
jatootamisel, milleks on loominguline projekt ,Niidid, jooned ja kdik muu selle vahel”. Projekt
seisneb viies installatsioonis, mis jargisid jarkjargulise kasvamise pdhimotet. Kdigepealt
uurisin ma vormi, materjali ja pinnastruktuure, kasutades niitide varje alusena joonte joonis-
tamisel. Jatkasin samade elementide uurimisega, lisades vorrandisse keha ning katsetades
fulsilise dialoogiga enda, niitide ja joonte vahel. Jargmisena tdin sisse materjali agentsuse,
uurides, kuidas on voimalik niite kasutada joonte tdmbamiseks. Siis vaatlesin, kuidas joon-
istuste taju muutub vastavalt reaalajas ja ruumis olevatele omadustele nagu sligavus, kom-
positsioon, perspektiiv, valgus ja likumine. Lépuks uurisin, kuidas labi joonte materialiseerimise
Ja nende seeldbi kattesaadavaks tegemise tekib uut tiilipi agent: teine, kes loob jooni mitte
tegemise, vaid tegutsemise kaudu.
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INTRODUCTION

This first chapter introduces the topic of this research by presenting the context
and personal motivation from which it emerged. Further on, | explain how the project
came to be, describing the material and technical choices that framed the practical
research. At last, | provide an overview on the structure of the written thesis.

1.1

SEEKING MEANING IN MAKING

Having a past in Communication Design, | have devoted most of my academic
and professional life to the study and exploration of two-dimensional aesthetics.
For being an extremely tacit person who grew up also with an experience in
dance and body movement, throughout this path | have always felt attracted to
manual processes that implied a dialog between action and material. During my
time as a communication designer, | began to develop a strong interest for draw-
ing, derivative from the movement qualities which it implies. Drawing encompasses
bodily experience: its “very grammatical form is the gerund, the -ing, an action,
the action of making marks on a blank ground with a tool, and with your body."

My keenness for textiles stemmed from a similar motivation as drawing. In
my opinion, textile proposes a most prominent tactile experience and holds a closer
relationship to our bodies. We are embraced by textile throughout day and night
— either by sheets, towels or clothes — seeking them for warmth, comfort, hygiene,
refuge and pleasure. Textile is shape shifting, moving and transforming in space
and therefore generating an extremely diverse interaction with the maker.

When creating a textile object, once the making process is finished, the
object does not become stagnant — one can stretch, squeeze, throw, twist, turn,
wave it, etc. — thus proposing an even higher embodied experience than the act
of drawing on paper. Because of the rhythmic qualities that are typical of most
textile techniques, textile crafts also propel the meditative and reflective mood
which | previously found in the drawing process.

Amy Sillman, “Drawing in

the Continuous Present,”
filmed January 2017 at

Menil Collection, Houston,
TX, video, 33:09, https://
www.youtube.com/
watch?v=BLOgc466nRk&ab_
channel=TheMenilCollection.

Taylor Carman, foreword
to Phenomenology of
Perception, by Maurice
Merleau-Ponty (London:
Routledge, 2012), IX.
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Fig.1

Vincent Van Gogh, Still
Life: Vase with Twelve
Sunflowers, August 1888,
oil on canvas, 91 x 72 cm.
Munich, Neue Pinakothek.?

In my opinion, the artist's body works like a lens, a camera or machine that
absorbs experience and crystallizes it into something that resembles, yet differs,
from what is being perceived. Variations in the results depend on the experience
of the lived body, what and how we sense, and our life experiences, memories
and skills.? Representations imply reinterpretation of a situation. When a person
draws a chair, the drawing is different than the actual chair that is being seen.
Van Gogh's sunflowers (see fig.1) are different than the sunflowers that were
actually in front of him; the painting represents reality but not reality itself. Making
is an act of transforming an experience as it flows through our body.

Two people might write exactly the same set of words on a piece of paper,
and yet the aesthetics of these words are unique to each one. Material agency
also has its influence in this process, as the ink has its own unpredictable behav-
ior, and the paper can be textured or absorbent. Essentially, the maker's hand is
what most impacts the visual qualities of the drawn line. The actor’s represent-
ability through their makings is, as | see it, transversal to any media with which
a person might create.

In Portuguese, when one wishes to address another person’s expressive-
ness or aesthetic quality in drawing, they refer to their trago, which literally trans-
lates as trace. In this thesis | explore two types of lines: traces and threads. In
particular, how the individual trace of the maker can transcend media, dimension,
material and form by materializing into threads. | aim to test the relationships
between these elements by analyzing my own practice with the medias of drawing
and crochet as case studies.

Reacting to a context of constant creative secularization, with this thesis |
seek to respond to a necessity for re-framing the view on structures and interactions
between different creative fields. New discourses in favor of more multidisciplinary
approaches have been becoming more prominent within contemporary creative
contexts.® Nevertheless, | believe that this approach is still very much based on
establishing collaborative relations between different disciplines instead of envi-
sioning creative practice as something that transcends materiality or technique. To
put it differently, | believe that being inserted in a particular discipline should not
restrict the discourse of the creator. | see the value of artistic creation as something
that belongs to the realm of the maker and not the media. This thesis contributes
to a trans-disciplinary view of various creative fields by proposing the conceptual-
ization of lines as a hybrid elements that link all disciplines. With this in mind, |
extend my previous drawing universe towards the technique of crochet, seeking
to establish an encounter between the two disciplines.

Van Gogh, Vincent. Still

Life: Vase with Twelve
Sunflowers, August 1888.
Qil on canvas, 91 x 72 cm.
Munich, Neue Pinakothek,
accessed May 19, 2021,
https://commons.wikimedia.
org/wiki/File:Vincent_Willem_
van_Gogh_128.jpg.

Katja Fleischmann and

Clive Hutchison, “Creative
Exchange: An Evolving Model
of Multidisciplinary Collabo-
ration”, Journal of Learning
Design 5 (2012), 24.
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1.2 THE RESEARCH

This practice-based research arose from my interest in the exploration of three-di- ~ « The workshop was conducted
mensional textile materials and two-dimensional drawing techniques. As | began 2 e Estonian Acadeny
to explore the textile field, | became engaged with the concept of it being a media Speciality Project 8.
that transforms two-dimensional images (in the form of patterns, for example) = Timingold, Lines: 4
into the realm of the physical space. Thus attributing them qualities such as ggjﬁ:;;f’géb‘;?djg
thickness, texture and movement (see fig.2).
My interest in this topic first came into practice in 2018 during a two-week
origami workshop with Paul Jackson,* where | tested the deconstruction of printed
patterns through the three-dimensional manipulation of surfaces (see fig.3). As
| experimented further with the topic and with textile techniques, my research
naturally evolved from an approach to textile as a surface for drawing to an explo-
ration of its sculptural potentiality.
In this thesis | research how one can draw in the four-dimensional space
with textile and how this process differentiates from drawing on paper. | delved
into the study of lines as a starting point to understand drawing as an expanded
field. The decision to resort to lines as the object of study stemmed from it being
identified as the primary element of drawing. Fia3 f;;’ggrf,"n‘j;gﬁ;e;gjgj‘fm
As the research focuses on a truthful comparison between drawing with T:E;gs *:;an L“!‘LZL”SiZfJL’Zid
textile and drawing on paper, | narrowed down the selection of textile techniques through three-diimensionality,
based on three parameters. Firstly, my intent was to research three-dimensionality on e Tl
to expand maker's physical interaction. For this reason, | sought for techniques
of a sculptural nature. Secondly, | required a technique with a similar process to
drawing with a pen, brush or bar. When drawing with textile materials, the maker
uses a tool such as a needle or a hook — or what Ingold calls a manual implement®
—to apply a material such as yarn, constructing a line and guiding its orientation.
The third criterion | established concerned a technique which would imply a high
physical engagement throughout the construction process. To allow me to grip,
move and turn it, or if it is big enough, rest it on my lap or shoulder. Textile tech-
niques that meet all these criteria are: embroidery, basketry and crochet.

Fig2  |nas Neves, pattern
experiments testing
how the shape-shifting
qualities of textile can
impact a two-dimensional
image, 2019, electric wire
sublimated on synthetic
fabric, 15 x 25 cm. Tallinn.




| finally decided to use crochet for my research, based on how the technique
involves the manipulation of a single yarn from point A to B through a succession
of stitches, and how this changes conceptually the construction of lines. In short,
it proposes a dual exploration of lines (see fig.4): the yarn that constructs the
form and the visual of the form being constructed.

In sum, in this research | seek to test the relations between line, form, body,
material, tool, space and time. Through this process, | aim to answer what is the
difference between the experience of drawing in the two-dimensional space with
graphic materials — traces — and in the four-dimensional space using textile —
threads. As a consequence, | will also question: Can the drawn line transcend
media? How can | take advantage of the textile materials and techniques to build
four-dimensional lines? And does the individual signature transpire equally towards
traces and threads?

—_— FLSEACE

‘gm — FICERRA s E

Fig.4  (top) Inés Neves, sketch from
autoethnographic journal
(entry reference F1) illustrating
the essence and appearance
of a line made in crochet,
scanned image, 2020. Tallinn.

Fig.6  (bottom) Inés Neves, Threads,
Traces and Everything In-
between, 2021, photograph
of installation series. Tallinn.
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1.3 STRUCTURE

This written thesis is structured in four chapters. The first and current chapter is the
Introduction providing an overview of the theoretical and practical components of
the research. lts first section — Meanings in making — presents the personal and
general context that frames the work. The second section introduces my research
questions. The present and third section describes the structure of the thesis.

The second chapter delves into the methodology used to conduct this
study, and has three sections. The first section presents practice-based research,
delving into drawing as the specific method that was used to produce the artifacts.
The second section introduces autoethnography as the method for collecting
qualitative data regarding the process. The third section is the literature review
that framed my practice, articulating it with my own personal reflections.

The third and fourth chapters introduce the thesis’ practical explorations.
The third chapter Drawing the line concerns the material exploration. It presents
the process of creating two-dimensional lines with drawing and three-dimensional
lines with crochet. Presenting drawings and textile samples in parallel with reflec-
tions on the process, this chapter includes three sections. The first section
examines three types of line: straight, curved and zigzag. It shows my initial
recognition of the medias based on their structure, technique and gesture. The
second section focuses on material, comparing and contrasting textile and graphic
materials based on their texture, behavior and aesthetic. The third section pre-
sents an exploration of different human and material agents in order to understand
how they can impact the process and outcomes.

The fourth and final chapter of this thesis is entitled / drew the line. Struc-
tured in two sections, the first presents an artistic project called Threads, Traces
and Everything In-between. It presents five installations which sought to test the
research’s potentiality to propel towards an expanded interaction with time and
space. The second section concludes the thesis and speculates on the exten-
siveness of the topic and potential for further development.

This thesis is complimented with three appendixes. The first appendix
comprises a visual catalogue of the drawings and samples presented in the
journal in its entirety. The third appendix includes the data charts which gather
qualitative data collected through the autoethnographic journal.

19



2 METHODOLOGY

This project was conducted through the concurrent use of practice-based research
and literature review as research methods. | recur to practice-based research to
approach drawing as a tool for studying different types of lines, materials and
agents. This process was registered and transformed into qualitative data using
autoethnography. In parallel, literature review was used to support my personal
reflections on lines, drawings and the meanings and implications of making.
While literature review helped to structure and conduct the conceptual compo-
nent of the study, reflective writing was used to articulate the findings and propose
new perspectives on the practice. The practical and theoretic knowledge collected
through these methods were adopted to build a technical and conceptual foun-
dation that informed my artistic practice.

20

Inés Neves, process of
crocheting lines during the
project Threads, Traces

and Everything In-between,

2021, video still. Tallinn
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2.1 PRACTICE-BASED RESEARCH

By producing original artifacts which stem from material thinking and reflec-
tion-in-action, practice-based research presents an opportunity to explore drawing
methods through the production of original artifacts that stem from material
thinking and reflection-in-action. Practice-based research is a methodology which
considers creative practice and its outcomes as the central instruments to gen-
erate new knowledge or theory, thus grounding the relevance and innovation of
the findings on the created artifacts.® The practitioner-researcher is a central part
of this type of research, as not only are they responsible for carrying through the
creative process, but also for reflecting on it, in order to generate knowledge.”
There are three models of practice-based research which allow the integration
of projects in academic research.® While the first refers to researching design
practices, the second concerns the improvement of design methods, and the
third is directed towards improving designed artifacts.® Considering the first
model, this project explores possible alternative functionalities of textile crafts
and expands the drawing practice. Crochet is examined as a possible tool for
four-dimensional drawing, and the relationships between the author, space,
material and practice are questioned by the production of original artifacts. Prac-
tical experiments result from theory as much as from a reflective dialog with the
practical process which was conducted using drawing as a research method.

Throughout history, drawing has been used for studying and documenting
both the real (see fig.7 and fig.8) and the imaginary (see fig.9). As a tool for
discovering and dialoging between the known and the unknown,'° scientists,
inventors or artists have been recurring to it for constructing and deconstructing
the physical and exploring what lies beyond the visible and the possible. “In
drawing we seek truth, not power”"", as it unravels the artist’s thoughts trough
intimacy and immediacy."?

Besides for its inquisitive qualities, the methodological potential of drawing
is also set on the fact that it is diagrammatic®®. According to The Cambridge
Dictionary, diagrammatic is described as what is used “to explain where some-
thing is, how something works, etc.”™ During my studies in academic drawing'®,
| learned that diagrammatic drawing is a way to construct the representation of
something by building relations between its parts (see fig.10). With time and
experience | began to understand that this method is transversal to any and all
drawings. Drawing is a process of establishing spacial relations between “sub-
stance, surface and body.""®

22

Linda Candy, “Practice Based
Research: A Guide”, Creativity
and Cognition Studios Report
1 (November 20086), 3.

Ibid., 1.

Owain Pedgley, “Capturing
and Analyzing Own Design
Activity”, Design Studies 28
(2007), 464, doi:10.1016/].
destud.2007.02.004

Ibid., 464.

Maarit Mékeld, Nithikul
Nimkulrat and Tero
Heikkinendrawing, “Editorial /
Drawing as a Research Tool:
Making and understanding

in art and design practice”,
Studies in Material

Thinking Vol. 10 (2014),

6, ISSN: 1177-6234.

Christian Rattemeyer, Vitamin
D2: New Perspectives

in Drawing, (New York:
Phaidon Press, 2013), 9.

Ibid., 9.
Sillman, “Drawing”, 41:36.

“Diagrammatic”, Cambridge
Dictionary, accessed May
3, 2021, https://dictionary.
cambridge.org/dictionary/
english/diagrammatic.

Studies conducted in the
classes of Drawing | and
Drawing Il at the University
of Porto Faculty of Fine Arts
(2013-2014).

Sillman, “Drawing”, 33:59.

1. Geospiza magnirostris.

e e

(top-left) John Gould, Darwin’s
finches or Galapagos finches.
Darwin, 1845. Journal of
researches into the natural
history and geology of the
countries visited during the
voyage of H.M.S. Beagle
round the world, under the
Command of Capt. Fitz Roy,
R.N. 2d edition, C. 1882."7

(top-right) Leonardo da
Vinci, Studies of the Foetus
in the Womb, C. 1510, pen
over red chalk. Windsor
Castle, Royal Library.™

(bottom-left) Hieronymus
Bosch, Grotesque Figures,
engraving, 30 x 22 cm.
Rotterdam, Museum
Boijmans Van Beuningen.®

(bottom-right) Alberto
Giacometti, Untitled,
1952, Ink on paper, 50,2
x 33,1 cm. New York, The
Museum of Modern Art.2°

John Gould, “Darwin’s finches
or Galapagos finches”, C.
1882, accessed May 19, 2021,
https://commons.wikimedia.
org/wiki/File:Darwin%27s_
finches_by_Gould.jpg.

Leonardo da Vinci, Studies

of the Foetus in the Womb,
¢.1510, pen over red chalk,
Windsor Castle, Royal Library,
accessed May 19, 2021,
https://en.wikipedia.org/
wiki/Leonardo_da_Vinci#/
media/File:Leonardo_da_
Vinci_-_Studies_of_the_
foetus_in_the_womb.jpg.

Hieronymus Bosch, Grotesque
Figures, engraving, 30 x 22
cm, Rotterdam, Museum
Boijmans Van Beuningen,
accessed May 19, 2021,
https://commons.wikimedia.
org/wiki/File:leronimus_
bosch_drollen.jpg.

Alberto Giacometti, Untitled,
1952, ink on paper, 50,2

x 33,1 cm. New York, The
Museum of Modern Art,
accessed May 19, 2021,
https://www.moma.org/
collection/works/36478.



Furthermore, drawing is intellectual *', speculative,?*> and a way of thinking
or producing knowledge.?® Drawing is also projective, as it materializes something
that was observed or imagined before its existence.?* However, because it results
directly from our body, from the gesture of the hand,* it is also a private expres-
sion.” Drawing comes from the self, the attitude, and, by default, the hand follows.
2" In its duality, drawing becomes an intermediate dimension, or a messenger,
between the inside (drawer) and the outside (tangible world).?®

There is an undeniable spatiality to the act of drawing, but there can also
be spatiality within a drawing. Whereas the technician (engineer, architect, etc)
resorts to this spatiality in straightforward manner, as a way reach content or
meaning, the artist uses it to pursue materiality, or the graphic substance that
exhibits the meanings.?® Conversely, Richard Serra (see fig.11) explores materiality
in drawing to convey a feeling of space, stating that “l don't draw image, | draw
interval or | draw space.”® In the context of his large-scale sculptures which seek
to engage the spectator, Serra recurs to drawing to depict the same feeling of
volume and immersiveness through the use of materiality. In his drawings, you
can “enter into the space of the drawing because it deals with the delineation of
the architecture.”®" Although Serra’s graphic work does to seek to represent his
sculptures,®? the transversality of this spatiality creates an undeniable dialog
between drawing and space, thus transpiring a dissolution of the line that sep-
arates the three-dimensional and the two-dimensional space. Another artist who
works on the spatialization of drawing is Helena Almeida (see fig.12), who seeks
to “surpass the limits of the canvas™®® and “challenge the physical space”.®* In
her work, Helena enters the two-dimensional space of the drawing through the
dialog between her photographed body and the brushed line or stain. Through
this process, the drawing dimension is expanded, becoming inhabitable, reaching
an illusion of four-dimensional physical interactivity. Similarly, in William Kentridge's
scenographic drawings (see fig.13), the dimension of the drawn line is also
challenged through perception, exploring how graphics can transcend to the
four-dimensional space. By using live, recorded, plastic, projected, multi-dimen-
sional and multi-material lines, he immerses the space, objects and people that
occupy it in a “360° experience of drawing."®®
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Fig.14 Inés Neves, image describing
what is drawing, with the
words of Any Sillman.

In this research | recur to the multiplicity of drawing to research the dimen-
sions of the body, practice, material and space. On a primary phase, | used
drawing as a tool for documenting®® and investigating®” material exploration
regarding the nature of lines and crochet.®® Further on, at a final stage, | explored
the artistic potentiality of drawing and the expanded interaction between its
different dimensions in relation to body and space through artistic installations
which resulted from performative actions.®®

One of the core qualities of practice-led research is that it is extremely
personal, focusing on the self's creative practice and making their discourses
public.*® This echoes with my intention, as a researcher, to specifically study my
capability as a maker and my individual practice. For this reason, autoethnography
was used as a tool to register my process, reflections and findings during the
drawing process. An autoethnographic journal was developed to document and
analyze qualitative data related to my practice and interact with the overall research.

2.2 AUTOETHNOGRAPHY

With this thesis | aim to study drawing and textile craft through my own experience
as a maker. | employed reflection-in-action and reflection-on-action*' using my
own practice as a case study. Combining “verbal and non-verbal dimensions”
(or writing and drawing) within the creative process is of crucial importance, as
they compound the /anguage of designing.*? For this reason, | gathered visual
and narrative data related to my perspective as a maker and the materialization
process through the use of autoethnography. Autoethnography is a research
method that describes and analyses personal experience,*® accepting it as an
inevitable part of the research process.** It envisions “the body as the site from
which the story is generated”,*® therefore basing the research on the collection
and analysis of qualitative empirical data.

Through the autoethnographic
journal presented on
Appendix two: journal.

Through the drawings
presented on chapter
Appendix one: samples.

Explored on chapter 3.
Drawing the line.

Explored on chapter
4. | drew the line.
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In this research | gathered technical notes, sketches and reflective writings
based on my experience through an autoethnographic journal. lts structure was
inspired by Owain Pedgley’s research methods in the “guitar project”. Pledgley
presents tools for facing the challenges intrinsic to capturing both the observable
(sketching or model-making), and the immaterial (the thought process) parts of
his own process.*® Pedgley's diary comprises timed entries that were both written
concurrently to the design action and in retrospective (on the same day).*’ This
format includes three types of stationaries: “no detailed”, gathering a short sum-
mary of the day’s activity; “standard”, providing a free space to process thoughts;
and “tracing”, referring to the use of tracing paper to point out details in the
“standard” stationary.*® The data was gathered using a system of codes referring
to characteristics identified by Pedgley in his entries (e.g.: LEVEL, Lv: meaning
that a certain level of detail was reached). These codes were then converted into
a chart that organized the proceedings of the diary chronologically.*® Testing the
journal on his own practice allowed Pedgley to adapt its structure overtime in
order to answer to the needs and challenges of the design process.

The autoethnographic journal developed for my thesis constitutes three
types of entries:

1) Free entry® (see fig.15): filled concurrently to the practice (reflec-
tion-in-action). It gathers notes and sketches that record the creative
thought process in real time. Each note indicates the time and the
reference for the sample in study;

2) Detailed entry®' (see fig.16): filled at the end of the practice (reflec-
tion-on-action). It gathers more detailed notes on the conclusions found
in that session and proposes questions to be explored next;

3) General entry®? (see fig.17): the last entry to be filled, after the practice
session. It gathers one-liner descriptions on the research done in each
session and links it to the other entries, functioning as an index for the
rest of the research.
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Pedgley, “Capturing and
Analyzing”, 471-472.
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In the Appendix two: journal,
the entry reference for free
entries is F (e.g. F1, F2, etc).

In the Appendix two:
journal, the entry reference
for detailed entries is DE
(e.g. DE1, DE2, etc).

In the Appendix two: journal,
the entry reference for general
entries is G (e.g. G1, G2, etc).
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Fig.15 (top-left) Inés Neves,
scan of free entry F1.1
from autoethnographic
journal, 2020.

Fig.16 (top-right) Inés Neves,
scan of free entry D1
from autoethnographic
journal, 2020.

Fig.17 (bottom) Inés Neves,
scan of free entry G1
from autoethnographic
journal, 2020.







2.3 LITERATURE REVIEW

2.3.1 Thinking with things

LEARNING THROUGH EXPERIENCE

In its core, this project ponders how drawing with our hands using different
resources affects the way we create. As | see it, to create entails not only the
act of making but also of comprehending how the physical properties of the
space, materials and techniques mold the envisioned artifact. To create is to
prepare, dwell in mistakes and then recover form.*® In other words, it implies
learning and incorporating that knowledge in order to act towards improvement.

Although our body is often considered non-thinking in opposition to the mind
being the thinking agent,®” knowledge is essentially tacit and implicitly present in
our everyday patterns of action.®® This knowing-in-action occurs from automatic
performance and from reflection-in-action, when one is thinking about something
while doing it and studying their successful and unsuccessful actions in order to
improve their future actions.®® Experiential knowledge and skills acquired from the
interactions between ourselves and the surrounding materials and environments
are essential for encountering new material challenges,®® which ground practical
competence.®" In regard to craft and design practices, knowing and thinking are
intrinsic to making.5> Making is a celebration of “the material and skill as sources
of meaning in the work”, that is, a materialistic approach that is settled in our
subconscious.?® Based on the creative and intellectual stimuli that making brings
forward to the creator's experience, manual engagement enriches not only the
ultimate potentiality of the artifact but also the mind and spirit of the maker. The
adoption of an experimental practice results in the idea of the maker as a reflective
practitioner,®* suggesting the contemplation of making not only as a way of mate-
rializing an idea, but also as a way of thinking.®®

When writing, one thinks with words, but when crafting a piece of furniture,
for example, one thinks with things. With this in mind, whereas the theorist “makes
through thinking”, the craftsman “thinks through making”.®® This complements
an idea of material sketches on which the value of crafted objects is grounded
on their endurance to time and physical accessibility in opposition to thought,
which is fleeting and hard to grasp. This concept can be described as the art of
inquiry,®” considering the evolution of thought to be dependent on the behaviors
of the materials we work with.
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Knowledge can only be achieved “through an act of self-discovery”, ¥ so to
understand what is around us, we must understand ourselves and where we stand
in relation with our surroundings. To put it differently, in order to really comprehend
something, one must experience it themselves instead of learning about it. These
ideas fall into the philosophy of Phenomenology, which focuses on the truth behind
experience based on the premise that there is no absolute knowledge; for each
individual, reality is molded by their own perception of an experience.®®

According to Maurice Merleau Ponty’s Phenomenology, the world and the
objects within it exist to us because we exist next to them, as “to see is always
to see from somewhere”.?® Even if an object is always the same, when one looks
at it, their perceived properties change because it is the individual self who is
seeing it and not someone else. This happens because we interact with the world
with a perceptual sense.”® When facing an object, a person approaches it not
only with their sight, touch, hearing, smell and taste, but also with a “vast back-
ground of assumptions, memories, associations, and anticipations”.”" Perception
shapes all knowledge™ but it is also partial, for what we see and touch merely
represents a small sample of reality.” Because there is further sensory depth to
the perceived world beyond the mere visible or tactile, the perceiving self is
provided with endless inputs and stimulation.™

Considering that to perceive one must perceive some thing, which by
definition must exist in the physical space, then there must be spatiality in order
to sense.” Since it is in space that all things originate, it is not a setting that
frames things but yet what enables the existence of those things.”® Therefore,
space becomes the connector of everything, rather than a mere environment in
which all things lay.”” Space is objective,” and as such, the things that exist in it
are by themselves objective.” When perceiving a thing, the space in which it
exists helps us make sense of its traits. For example, characteristics like size or
form depend on where the object is placed in relation to our body, as well as the
surroundings.® When sensing things, we form a “context of relations”®' based
on “appearance, distance and orientation"®? that helps us shape our perception
and construct some objectiveness.®®

Following this line of thought, one can say that space propels the maker’s
understanding of the created artifacts and themselves. A line that I build with my
body can spatially relate with is more informative and stimulating than an imagi-
nary line. When acting in space, different parts of the body have different roles
in harvesting different types of spacial information.®* When it comes to the specific
act of making, a certain part of the body that is mostly responsible for the input
and output of information is the hand.
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THE THINKING HAND

This section seeks to find answers to why the hand is the body part that is most
often related to the act of making. The hand is the most versatile and capable
limb in terms of moving, gripping, touching and harvesting data.®® The intelligent
hand describes this body part as a more reliable source for gathering information
than the eye.®® “Our mindful hands know the shape, temperature, orientation and
surface structure of the material instantly, as if our hands could think."8”

Having a direct link to the brain and the eye through a neural network, the
hand makes sense of what the eye sees, providing us with tacit information on
matters of texture, hardness, volume, etc. “Stored information about holding a
ball, for instance, helps the brain make sense of a two-dimensional photograph
of a ball: the curve of the hand and the hand'’s sense of the ball's weight help the
brain think in three dimensions, seeing a flat object on paper in the round”.28 There
is a diverse panoply of hand movement patterns at our disposal.®® A grasp informs
us of the weight of an object, our fingers gather information on its texture, the
pressure of a grip tells us how hard or elastic it is: “each hand movement pattern
seems to be optimal for telling us a little bit about the world.”®°

Our hand is composed of a vast set of nerve endings, all of which special-
ized in gathering different types of haptic data: being it temperature, pain, vibration,
pressure, etc.”’ These nerve endings are distributed in different depths on different
areas of our skin, therefore different parts of our bodies are more sensitive to
certain sensations than others. However, the hand is not capable of harvesting
this information in a completely impartial way, “there is no sensation without
emotion”, meaning that haptic data gathered travels towards two different sys-
tems: the somatosensory cortex, which discriminates the objective location and
manner of the touch, and the posterior insula, which assigns these various kinds
of touch to different emotions.®> “We are used to thinking of certain sensations
of having an intrinsic emotional tone but this is a trick our brain plays on us”.%®
We may feel our thumb hurting, but the related emotion that makes us scream
“auch!” is a mere consequence of these two systems being simultaneously active.

With this thought process | merely seek to illustrate how making things
with our bare hands contributes to having a highly complex and stimulating cre-
ative experience. “Experiences we have collected through our hands provide us
with an understanding of materials”®* so not only can we gather an enormous
amount of information about the object we have in our hands, but based on our
haptic memory we also add emotion to this information: we take in what physically
exists in the outside world and add a bit of us and our experiences to our per-
ception of such objects.
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2.3.2 Making, the maker and the made

THE MOVEMENTS OF MAKING

In this research | examine how interacting with kinesthetic lines can enhance the
making experience. Making is an action, a “process of growth”,*® therefore in
order to make, there must be movement. This section explores how we approach
materials and surroundings through these movements and gestures. In the world,
we are surrounded by transitional objects:*° things that move and mutate. These
objects propel the making process by forcing us to anticipate different obstacles
that might appear in the process of molding them: “in anticipation rather than
retrospection, lies the path of discovery”.?” Although one can also explore different
gestural qualities in the action of drawing on paper, the movement potentiality of
soft materials such as textile is much greater, as it can bend, stretch and flow
through space. With textile, the maker can manipulate the shapes while con-
structing them and afterwards.

Gesture is the surplus of an action.?® So if making implies action, gestures
represent the artist's expression in what is being made, the surpluses of the graphic
code: “the nervous turn of the letters, the spurt of the ink, the tensile quality of
the strokes.”® There are many gestures implied in making. When first approaching
a material through touch, we perform a gesture of perceiving, grasping and com-
prehending.'® However, making comprises other gestures that are not simply
related to understanding an object but which also imply imposing value on it. We
start by evaluating the material, then we produce, research and fabricate.!'

Nevertheless, a making process concerns more than just the mere impo-
sition of forms into materials, it requires thought. “Hands are only creative when,
in the course of their struggle with a raw material they have just grasped, they
need to develop new ideas, that is, prototypes.“'°? In order to complete the object
that is being made, one must conform through the gesture of realization.'”® With
a last gesture of presenting, the made object is removed from the maker's indi-
vidual sphere and shared with a collective: “as [artists] present their work, the
hands offer themselves to another. They expose their work, making it public.”'**
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Considering the learning virtues of existing in the four-dimensional space,
what truly builds the experience of the maker is attitude,'®® “it is by moving that
we gather information by interacting with our surroundings”.'*®® Movement is
described as “a displacement or a change of position”.” Drawing is movement
that allows ink to flow on and through the paper, while crochet allows yarn to
intertwine itself. Different natures in movement dictate the intensity and level of
reflectiveness of an experience.'®® Fast movements render an opportunity for
impulse: stemming from intuition and revealing the maker's knowing-in-action.'*®
On the other hand, slower movements propel the maker’s reflection-in-action:'°
making space for intention and rationality, a process of carefully analyzing the
experience while it is happening.

However, there must be a distinction between movement, the moving object
and the reference points that are connected through the movement."" “Every
movement — in order to be movement — must be a movement of something”,'"
and often the movement of the material, the agent and the moving object do not
act in accordance with one another. When we move our hand holding a brush,
the movement we make may be straight and assertive whilst the brush (the moving
object) — as it creates traction against a surface — can perform in an irregular
and corrugated manner. In sum, the act of making is affected by the movement
of its different agent.

HUMAN AND MATERIAL AGENCY

It seems to be a matter of common sense that the hand is the main agent in the
act of making; however, in the process of drawing and crocheting, this act often
entails the use of a tool. When we recur to tools and materials to make, this system
of agency expands. Being exclusively a human property, the assumption of agency
as a result of consciousness and intentionality has been a prominent tendency
within the social sciences.'™ The Actor-Network Theory (ANT) accepts both human
and material behaviors as being possibly responsible for agency, proposing its
authorship as stemming from an international network of agency."* ANT suggests
that agency does not fall under the responsibility of either the human or the mate-
rial, but rather in a new hybrid agent!™ A gunshot can exemplify this theory: the
author of the shot is the gunman, that is, the intersection of both human and
material agents, and the “socio-technical network” that enables said situation.'®

Another example that can be used to reflect on material and human agency
is the potter. The shaping of the material is influenced by both the hands of the
potter, and the potter's wheel."'” This example brings forward questions on
authorship in the act of making “If we accept that agency is essentially about
doing and that the problem of agency is essentially about who or what is the
cause of the doing, then what we need to try first to understand is the relation
between agency and causality”."® In the potter example, the “sense of agency”
is the potter’s feeling of how he is moving his hands and shaping the clay while
the “sense of ownership” is their feeling of the hands moving.""® Furthermore,
there must also be awareness of the difference between this sensing and the
actual impact on the clay.'?°
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Even though we may claim ownership over our actions — / sliced an apple,
| made a drawing, | wrote a book — in reality, agency results from the network
between brain-hand-knife-apple, brain-hand-pen-ink-paper, or brain-hand-key-
board-computer-printer-ink-paper. In sum, “there is no way that human and material
agency can be disentangled”, for agency does not belong to the human or material
realm, but instead results from material engagement, or “the grey zone where
brain, body and culture conflate”."

DRAWN LINES AND MADE LINES

A line is “the track made by the moving point (...) the repose of the point”.?? It
is “a visible action"?®, always connected to a “force”'?* or “direction”'?®. A line is
the proceeding of an action, the common element upon which activities are built,
either “walking, weaving, observing, singing, storytelling, drawing and writing".'?¢
“Life is lived [...] along paths, not just in places, and paths are lines of a sort”,'*’
they are everywhere.'?® In other words, the existence of lines is not limited to the
products of gestures (material marks), but extends to material or immaterial lines
that guide or trace a movement.

There are two core classes of lines: threads and traces.'”” A thread exists
in the three-dimensional space connecting two points, “a filament of some kind".'%°
As threads have volume, they also have surfaces.”® Furthermore, threads™? can
be artificial — like a yarn or an electrical cable — or natural — like the stem of a
flower, or the hair of the horse.”®® On the other hand, Ingold describes traces as
“any enduring mark left in or on a solid surface by a continuous movement.”'34

Traces usually refer to paths or tracks produced by movements, they can result
from animal life as well as the human hand using a manual implement® Two types
of traces are: additive when the trace applies material over a a surface, and reduc-
tive when the material is removed from the surface.'®*® One example of an additive
trace is the signature that is written with a pen on paper, or the slime track left by
the snail on a surface, whereas a reductive artificial trace can be the embossment
carved on a block of wood or the tracks left on the soli by a running horse.

Despite this categorization of lines, Ingold states that threads can also
transform into traces and vise versa.'*” When a trace converts into thread it forms
a surface, and in this surface, the trace re-appears. As | try to transmute a trace,
a stroke, a drawn line towards the three-dimensional with yarns, a surface that
forms the constructed cylinder is created through stitches or knots, creating an
illusion of the trace: the visual trace.

“The stitch is a knot through whose iteration — as in knitting and crocheting
— an unbroken surface can be formed from a continuous line of yarn.""*® When
reflecting upon the crocheted line, | can see how it differentiates from the stroke
on the paper not only regarding its physical qualities, but also the associated
movement. While trace is the demarcation of one movement, the thread is con-
structed — in a single direction — “through the accumulation of movements.”'3°
These lines are threaded, not traced.
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3 DRAWING THE LINE

This project examines the interactions between space, form, material and craft.
In an initial phase, although the literature review helped me build a stronger foun-
dation for my research, material and technical exploration accompanied by notation
helped mature it. Contemporary literature on craft and making such as Richard
Sennet’s The Craftsman, Tim Ingold's Making, and Peter Korn's Why We Make
Things and Why It Matters: The Education of a Craftsman helped me develop
a strong interest in the idea of craft as a tool to propel reflection and the creative
process of the maker. Framing these ideas with my own experiences, | intuitively
started comparing these concepts with the practice of drawing. From simpler

explorations of three-dimensionality and two-dimensionality in printed textiles, My 00 1es Neves, Expanded

research evolved into an inquiry on the function of textile, and how textile can be Drawing 1, 2020,
used in an unique way to add three-dimensionality to drawing, not by implementing
it into a surface with volume, but by sculpting it three-dimensionally.

photograph. Tallinn.

Initially, my study concerned drawing as a whole. | planned to start by
investigating the construction of lines, then planes, and at last solids. However,
the more | delved into the exploration of the line, the more | realized not only its
immense physical and conceptual depth, but also its role as the core element of
drawing. Reading Tim Ingold’s Lines: A Brief History led me to realize an immense
opportunity for researching lines that are everywhere, intrinsic to humans and
the natural world."° For this reason, | decided to focus my research solely on the
study of lines. Based on Ingold and Kandinsky's Point and Line to Plane, | struc-
tured my thesis around different types of lines — threads and traces — and their
forms — straight, curved and zigzag.

These specific concepts were framed by more general theories of experi-
encing and making in space, which provided different perspectives on the process
of constructing these lines. | delved into Merleau Ponty’s Phenomenology of
Perception, which describes our perception of things as depending on the per-
ception of ourselves within space. This concept framed my approach to space
as the element that links and distinguishes drawing and textile. Donald Schon'’s
concept of reflection-in-action in The Reflective Practitioner: How Professionals
Think in Action led me to the importance of tactility in the metabolization of thought,
and Vilém Flusser's Gestures provided knowledge on the stages of making which
structured my practical research. The focus on the hand and its gestures moved
me to read Carl Knappett and Lembros Malafouris’ Material Agency: Towards a
non-anthropocentric approach, which led me to investigate the differences between
the hand and the tool in the process of making and drawing.

Taking into consideration the extensiveness of both the textile and graphic
fields, | reduced the variables to a limited amount of materials and tools, both of
which were defined along the way as a consequence of reflection-in-action.
Because | wanted to keep my focus on drawing medias that interact directly with
the hand, | decided to use the same white paper for all the experiments.

The research is structured into three phases, each examining different
properties of lines (see fig.21). Phase one researches form, phase two studies .
media and phase three focuses on the agent. This chapter shows the results of
these phases and the data collected through the autoethnographic journal.

Ingold, Lines.

Fig.21 Inés Neves, diagram
illustrating the research

process, 2021.
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3.1 PHASE ONE: FORM

The term linear or linearity often seems to imply straightness.'" Yet, lines can
have many forms not only in their material composition but also their structural
and visual essence. The first phase of this research seeks to study the different
forms of lines based on a varied application of forces. It concerns an initial contact
with the techniques and materials at use through the exploration of the three
types of lines: straight, curved and zigzag (see fig.22, fig. 23 and fig.24).

The structure of line is defined by the force which produces it, and therefore,
lines can only be made from the “application of one force”'*? or the “application
of two forces.”'*® A straight line is made by one exterior force in a single direc-
tion."* However, when two forces form lines, these can act by alternating — forming
angular (or zigzag) lines — or act simultaneously — producing curved lines."*®
The approximation of the forces (going from singularity to independent coexist-
ence and then collaboration) outlines an increase in drama.'®

In this phase, | developed a series of fluid line sketches on paper, consid-
ering material, the position and movement of the hand, and the scriber means.
This served to understand which core qualities lines drawn on paper can exhibit.
In parallel to this exploration, | crocheted various lines in raffia, paper yarn and
rag yarn. The choice of materials for this phase followed an intuitive line of thought
based on their physical characteristics, conditioned by what was available at
hand due to the closure of the yarn stores during the beginning of the pandemic
in 2020. The first material | explored was raffia: a hard, rough, non-stretchy material
with uneven thickness. This material allowed me to understand how the material
affects the shape of the built artifacts, as | often found myself struggling to control
it when attempting to build a uniform straight line.

Based on the uneven properties of raffia, | started to experiment with paper
yarn: a material which has similar visual and physical properties to raffia while
keeping a very even width. The continuity of the thread also proposed a more
similar result, taking into account that raffia yarn exists in small pieces and, on
the connection between pieces, the structure becomes noticeably thicker. The
choice for the rag yarn stemmed from the goal to explore curved shapes by relying
on the elasticity of the yarn to bend the structure. Because of the limitations, |
used rag yarn because it was the most elastic material | could have access to.
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Fig.22

Fig.23

Fig.24

Inés Neves, straight thread
(sample reference: S.9),
2020, crochet with rag
yarn, 46 x 5 cm. Tallinn.

Inés Neves, curved thread
(sample reference: S.77),
2020, crochet with paper
yarn, 45 x 20 cm. Tallinn.

Inés Neves, zigzag thread
(sample reference: S.73),
2020, crochet with raffia,
59 x 25 cm. Tallinn.



STRUCTURE

The process for this research begun with a simple reflection on what defines a textile
line. | started from a notion that all physical lines have thickness, as they are made
of a material. Therefore, a textile line must have a thickness too: a fibre is a textile
line, and a thread is an agglomerate of fibers (lines) twisted together, which can also
be seen as a (thicker) line (see fig.25). For this reason, | decided to begin the process
using an un-spun yarn, in order to minimize the complexity of the line’s identity.

Admitting that a line is a connection between two points, | started with a
longitudinal approach, using just the chain stitch (see fig.26) to direct the thread
from point A to point B (see fig.27). | then tried a second approach, in which |
combined the foundation base stitch with one row of single stitches (see fig.28),
this created a thicker and stronger line, but which is guided from A, to B and
back to A (see fig.29). A third sample followed the same method as the second
but combined the foundation stitch with 6 rows of single stitches, closing together
the first and last row, thus forming a cylinder (see fig.30).

Although in all these three samples | was aiming for a straight line, the
tension of the stitches in a longitudinal approach made the structure unintention-
ally collapse into a spiral and twisted structure. In retrospect, | noticed that these
methods did not allow an easy manipulation of form, imposing a non-intentional
curved structure on the straight line. For this reason, | decided to experiment a
third method, aiming to obtain a more free and precise exploration of form (see
fig.31). Here | constructed the line by making a circular base in foundation single
stitch and extruding it using a combination of single, double and triple stitches
in a cylindrical structure from point A to point B, following a circular accumulation
of thread. This method turned out to fulfill my needs and expectations, and there-
fore it was used for the rest of the phase one.
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Fig.29 Inés Neves, experiment

using the first method for

attempting a straight thread

(sample reference: S.7),

2020, crochet with raffia, 7

120 x 22 cm. Tallinn. p B 7 ) Fig.27
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Fig.30 Inés Neves, first experiment

using the second method

for attempting a straight

thread (sample reference:

S.2), 2020, crochet with

raffia, 128 x 1 cm. Tallinn.
Fig.28

Inés Neves, second
experiment using the second
method for attempting a
straight thread (sample
reference: S.2.7), 2020,
crochet with raffia, 95

x 2 cm. Tallinn.

Fig.31

Inés Neves, sketch illustrating
the structure and essence

of a textile line (entry
reference in autoethnography
journal: F7), 2020.

Inés Neves, sketch

illustrating the structure of
first experiment in crochet
(sample reference S.7), (entry
reference in autoethnography
journal: F7.2), 2020.

Inés Neves, sketch illustrating
the structure of second
experiment in crochet (sample
reference: S.2), (entry
reference in autoethnography
journal: F7.2), 2020.

Inés Neves, sketch illustrating
the structure of second
experiment in crochet (sample
reference: S.3), (entry
reference in autoethnography
journal: F2.1), 2020.



TECHNIQUE

Throughout the practical part of this thesis, the process was generally very intuitive ~ « schon, Reflective Further on, | also realized that the shapes’ movement is influenced by the

and unpredictable even if it was based on a solid and logical structure. Along with Practiioner, 56.
analyzing premeditated performances, surprise and intuitive thinking are just as
important to propel reflectiveness. When a performance renders nothing more than
expected results, the action becomes automatic and reflection-less: it is in surprise
(positive or negative) that lies thought-stimulation.'*” In such situations, thinking
and doing act as one, and learning occurs outside of pre-established theory through
the conversion of intellect into practice, practice into intellect and so on.'®

Throughout the building of the first five samples, although | was planning
to construct from the start a straight or curved line, | was still learning the behavior
of the materials and technique. Therefore, my approach was to let myself be
surprised by the process, and even embrace deformation at times in order to
better understand the media (see fig.32). | soon discovered that there are several
factors that influence the structure of the form:

1) Evenness of the yarn's width (even yarn results in even shapes);

2) Elasticity of the yarn (a more rigid yarn creates a straight shape, while
an elastic yarn generates bending shapes);

3) Tension of the stitches (by combining looser and tighter stitches, the
structure bends, collapsing inwards where the stitches are tight);

4) Number of stitches (double and triple stitches result in wider shapes).

Fig.32 Inés Neves, sketch illustrating
the deformation of a straight
thread (sample reference
S.6), (entry reference
in autoethnography
journal: F8), 2020.
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following factors:

1) Tightness of the stitches (looser stitches lead to softer and more
dynamic structures);

2) Hook and yarn size proportion (using a bigger hook with a thinner yarn
result in looser stitches);

3) Number of stitches (double stitches entail more elastic structures);

4) Twist of the yarn (e.g.: when using raffia, untwisting the yarns enhances
the elasticity drastically).

Once | started to understand better and feel more comfortable with the
materials and techniques, | begun to work these textile lines alongside an explo-
ration of graphic lines drawn on paper (see fig.33). Through this experimentation,
| could observe the following: first, while crocheting | adapted my practice to fit
the expected properties and interactivity of the final artifact. Second, that when
drawing on paper | intuitively took the making process more into consideration
than the end-result.

Fig.33 Inés Neves, series of straight,
curved and zigzag traces
using china ink, graphite,
charcoal, oilbar, markers and
pens developed during phase
one: form (sample references
from top left to bottom right:

D.1,D.2, D.3, D.4, D.5, D.6,
D.7, D.8, D.9, D.10, D.11, D.12,
D.13, D.14, D.15, D.16, D.17,
D.18, D.19, D.20, D.21, D.22,
D.23, D.24, D.25), 2020,

16,7 x 24 cm each. Tallinn.




GESTURE

The main parameters that were examined referred to the way | moved my hand and
interacted with the material: velocity, pressure, rotation and amplitude of the hand
gesture and level of mindfulness (directly related with the velocity). | discovered that
the velocity, pressure and mindfulness level when drawing depended on:

(1) The type of line, straight lines related to slow, controlled and strong
movements, zigzag lines were connected with fast, impulsive and light
gestures, and curved lines concerned a slower and more mindful ap-
proach, in which the orientation of the line was thoroughly considered;

(2) Tightness, in tight curves and zigzags, the movement was faster, looser
and more impulsive than in wider ones;

(8) Material, drawing with graphite and markers resulted in fast gestures,
with charcoal and oilbar the action was average in speed, and with
china ink, the movements were slow.

As for the rotation and amplitude of the hand gesture, it varied depending
on identical factors:

(1) The type of line, zigzags required smaller rotation yet wide movements,
curved lines needed higher rotation and wide movements, while straight
lines gathered a smaller rotation and movements;

(2) Material, charcoal and oilbar stood for wider movements and high rota-
tion, china ink recurred to small movements and high rotation and
graphite and markers concerned wide movements and small rotation.

In sum, this phase of the research revealed several differences and similar-
ities between constructing a crocheted line in the three-dimensional space and
drawing a two-dimensional graphic line on paper. For once, the textile line con-
sidered an extra dimension: depth. For example, when drawing a loop, a line could
not be drawn simply according to the directions z and x, | also had to consider y
(see fig.33), otherwise the structure could have clashed against itself (see fig.34).

Nevertheless, the textile and graphic formats held more similarities than |
initially expected in regard to the movement and interactivity between the maker
and the media. This is true even considering that, while in textile the maker’s
behavior adapted to serve the ultimate artifact, on paper the line was drawn
having in mind the maker's interaction with the process.

46

N

Fig.34 Inés Neves, sketch illustrating
the process of drawing
considering z, x and y (entry
reference in autoethnography
journal: F27), 2020.
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3.2 PHASE TWO: MATERIAL

The second phase of this research delves into material. It aims to compare and
contrast textile and graphic materials in an attempt to create a visual and pro-
cessual parallel between the two. In order to reduce the variants, the color palette
was restricted to only black-colored materials. The choice for the color black was
based on an identification of monochromatism as a recurrent quality within the
field of line-based drawing.'*®

Similarly to the first phase of this research, the choice of materials was
equally based on intuitive thinking, and some of the comparisons were found
more immediately than others. | began by taking the five graphic materials that
were instinctively used in phase one: china ink, charcoal, graphite, oil bar and
pens/markers. | then attempted to find equivalent textile materials for each of
these which would have similar visual, tactile and behavioral properties, making
a first selection based on the graphic experiments done in the previous phase.

OILBAR AND VELVET

To replicate the oilbar’'s pasty appearance and irregularity in shape, my first
thought was to experiment with elastic yarn (see fig.35). However, | soon under-
stood that, due to its extremely uniform appearance, texture and structure, it did
not represent the expressiveness of the oilbar line and therefore | quickly aban-
doned this alternative.

Next on, | experimented with a 5mm wide organza ribbon. The result had
similar properties to the oilbar (see fig.36), resembling it in their irregular contour
(see fig.37). In terms of plasticity, it was rather shiny, but it still did not have the
doughy quality that is typical of the oilbar. Although it slightly resembled ink due
to its transparency, or graphite in its metallic appearance, its silhouette still did
not reach that much verisimilitude in these comparisons.

Still not content with my findings, | proceeded to experiment with plastic
raffia (see fig.38). | could observe that for some reason the structure was adopting
a twisted nature (see fig.39). Technical-wise, | knotted the yarn using a single
chain stitch, therefore this result did not stem from the structure or technique
but rather from the behavior or characteristics of the material itself.
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Fig.35 Inés Neves, oilbar,
photograph, 2021.

Fig.36 Inés Neves, detail of first

Fig.37

Fig.38

experiment with organza
(sample reference: S.17),
2020, crochet with organza
ribbon, 18 x 3 cm. Tallinn.

Inés Neves, sketch illustrating
the contour of a line

made with organza (entry
reference in autoethnography
journal: F30), 2020.

Inés Neves, detail of first
experiment with plastic raffia
(sample reference: S.18),
2020, crochet with plastic
raffia, 38 x 4 cm. Tallinn.

Inés Neves, sketch illustrating
the contour of a line made
with plastic raffia (entry
reference in autoethnography
journal: F30), 2020.
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In the meantime | came upon a fake fur yarn. This material had a doughy
appearance that was very similar to the oilbar, so | immediately gave up the idea
of using plastic raffia in favor of this fake fur. To my dismay, after finishing my first
line (see fig.40) | gathered that there were several aspects that still did not
convince me in this comparison. First, unlike the oilbar which effortlessly flows
through the paper, this was extremely hard to manipulate and to identify the
structure of the crochet stitches. Second, the contour of the line turned out to
have a more blurred out or brushed aspect (perhaps more similar to that of the
charcoal or china ink), instead of a lumpy aesthetic.

Looking backwards at plastified raffia, | understood that | was moderately
content with this material, so | tried to look for larger quantities in order to explore
further how to manipulate it while avoiding deformation. However, | found quite
hard to find it in local stores, so in order to continue exploring this process at a
consistent rhythm, | decided to replicate the same materiality of the plastic raffia
by cutting strips from black plastic bags. As | finished these experiments | under-
stood that, after cut and manipulated, these plastic bags did not resemble at all
the oilbar’s materiality, turning out to look very metallic.

After a series of unsuccessful attempts, | decided to looked for alternative
materials to experiment. About one month after, | found a polyester-based yarn
with a velvet touch (see fig.41). This material fulfilled all the parameters | drew as
necessary to be considered equivalent to the oilbar: not only did it have a similar
lumpy silhouette and doughy materially, but the making process was also very
fluid. When making with oilbar and velvet yarn, | manipulated the matter as if it
was dough: softly flowing through my fingers, these materials were full of texture
and depth, adding a quality of organic matter to any line that was drawn.

Fig.40 Inés Neves, detail of first
experiment with fake fur
(sample reference: S.19),
2020, crochet with fake
fur, 83 x 5 cm. Tallinn.

Fig.41 Inés Neves, detail of
experiment with velvet yarn
(sample reference: S.32),
2020, crochet with velvet
yarn, 95 x 3 cm. Tallinn.
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CHARCOAL AND MOHAIR WOOL

When looking for a material that resembled the oilbar, | came across a mohair
wool yarn which appeared to me very similar to charcoal (see fig.42). As | began
to experiment with it, it became evident that the tactility and visual contour of the
line seemed identical to that of the charcoal line: soft and with smudged edges.
The charcoal line dissolved and smudged if we touched it. Similarly, the fibers
of the mohair wool easily fell apart as we engaged with it.

In the first experiment | used a 4mm hook, which created a very dense line
(such as the one of the synthetic charcoal). In the following experiment (see
fig.43), | used a 10mm hook to achieve a softer line that resembled vegetable
charcoal. The extra space in-between the stitches enhanced the blurriness of
the material and created an even smoother tactility.

Fig.42 (top) Inés Neves, vegetable
and synthetic charcoal
bar, photograph, 2021.

Fig.43 (bottom) Inés Neves,
experiments with mohair
wool (sample references:
S.20, S21), 2020,
crochet with mohair wool,
digital image. Tallinn.




However, while constructing this sample, | felt that this material did not
allow a very sharp control of the line. | therefore made more line using mohair
wool, this one curved. After finishing, | noticed that the method | was using was
too subtle when applied to this material due to its softness, thus resulting in a
straight line instead. | attempted again some months later (see fig.44), using
the same technique which | used before for zigzag lines (see fig.45)."°

The process of drawing with charcoal was rather fluid, but equally hard
to control. In order to have a clean line, | had to use specific parts of the bar
(where the edge was sharp), and the movement had to be slow and with high
pressure. Similarly, making a crochet line with mohair wool also required me to
be conscious in my practice. | had to be attentive in order to understand the
structure of the stitches underneath the loose and messy fibers that surrounded
the yarn in order to manipulate the material with success. In sum, making with
mohair wool and charcoal demanded listening to the material.
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150 Consult Appendix two:
journal (entry reference:
F.14) for the detailed
description of the method.
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Fig.44 Inés Neves, detail of curved
thread with mohair wool
(sample reference: S.29),
2020, crochet with mohair
wool, 45 x 31 cm. Tallinn.

Fig.45 Inés Neves, sketch illustrating
the method for constructing
zigzag threads (entry
reference in autoethnography
journal: F14), 2020.
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CHINA INK AND RAFFIA

In search for a textile material that would resemble china ink (see fig.46), | first started
experimenting with fake fur. Based on my first drawings in china ink (see fig.47), all
of which were made using a brush, | found that this material offered a similar brushed
trait (see fig.48). However, its pasty and shiny appearance contradicted their full
comparison and, therefore, | continued my quest to look for an alternative.

Unsatisfied with the materials available in the stores, | re-examined the samples
made in the previous phase. When reflecting upon the samples made with raffia
(See fig.49), | realized that some textile attributes overlapped with the materiality
of the china ink. Firstly, both raffia and china ink had a brushed texture. The fibrous
quality of the raffia closely resembled that of the ink that was applied with a brush.

Secondly, both materials were extremely hard to control. Due to its irregularity
in width, hardness and texture, it was highly difficult to make a raffia line with a
uniform width. The same happened when drawing with china ink (as it does with
most water-based materials): the hand might have been steady in its movement,
but it was hard to predict how the ink would flow through the paper. Despite attempts
to control them, ultimately both raffia and ink followed their own will. In other words,
they were stubborn and unpredictable, they required compromise. When using
them, | had to embrace the spontaneity and organicity that defines them.

At last, in order to create more verisimilitude between both lines, | proceeded
to dye the raw-colored raffia in black using fabric dye. As some parts of the raffia
were more watertight than others, the material and the lines it built acquired
different color intensities (see fig.50). Although unintended, this characteristic
only came to enhance the relationship with the inked line which, for being a rather
transparent hydrous media, holds an uneven distribution of pigment that results
in different hues of black.
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Fig.46

Fig.47

(right) Inés Neves, china
ink and brush pen,
photograph, 2021.

(left) Inés Neves, series

of straight, curved and
zigzag traces using china
ink (sample references from
top left to bottom right: D.7,
D.6, D.11, D.17, D.21), 2020,
16,7 x 24 cm each. Tallinn.
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Fig.48

Fig.49
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(top) Inés Neves, sketch
illustrating the verisimilitude
in contour of china ink traces
and raffia threads (entry
reference in autoethnography
journal: F33), 2020.

(bottom) Inés Neves, raffia
threads made in Phase one:
form (sample references
from top left to bottom right:
S.8, 8.7, S.3, S.13), 2020,
digital image. Tallinn.

Inés Neves, detail of raffia
thread with different hues
(sample reference: S.28),
2020, crochet with raffia,
30 x 10 cm. Tallinn.



Fig.52 Inés Neves, elastic
curved thread (sample
reference: S.16), 2020,
crochet with elastic yarn,
44 x 28 cm. Tallinn.

MAKER/PEN AND ELASTIC

My discovery on the likelihood between the lines made with markers (see
fig.51) and elastic yarn were to me very immediate. As | began to experiment
with elastic yarn (see fig.52), | observed its potential for high precision and
control. This happened, firstly, because, due to its elasticity and strength, it
was very easy to manipulate. Curves and zigzags were seamlessly achieved
with little effort, as the tension of the yarn helped to mold the tightness and
position of the stitches. Secondly, the created lines became very strong

and hard, especially in the parts where the yarn was tensely stretched. This
allowed the line to keep its shape when thrown around. Nevertheless, because
of its elasticity, the shape would also adopt different forms when manipulated
with the hand (see fig.53).

Likewise, markers and pens also stood for a very high control of the line.
When making with makers and elastic yarn, | had the freedom of space to mate-
rialize accurately whichever line | had in my mind. Both are cooperative materials,
they like to help the maker, to serve the path of the line.

Fig.53 Inés Neves, sketch illustrating
the malleability of elastic
threads (entry reference
in autoethnography
journal: F29), 2020.
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Fig.51 Inés Neves, acrylic marker and
gel pen, photograph, 2021.
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GRAPHITE AND PLASTIC BAGS

Initially, as | explored with organza, | considered this to be an interesting parallel
material for graphite (see fig.54), however, some qualities that were still lacking.
First, similarly to markers and pens, graphite allowed a very precise line, specially
when implemented with a mechanical pencil. Secondly, although graphite is shiny
just as organza, this is a metallic shine, rather than sparkling.

To my surprise, as | explored the cut-out plastic garbage bags when seeking
for a replication of the oilbar (see fig.55), | found that these lines appeared extremely
metallic (i.e. shiny and ashy) and had very high-definition. Like a line made in graphite
which can be blurred or erased, the trash bags could be stretched and torn: they
were malleable and breakable. Both graphite and plastic bags were suitable for
work-in-progress, giving space for thinking and interacting. These materials are
not rigid but do not surrender either; they allow a dialog with the maker.

Graphite is a very versatile material. For instance, it exists in different forms,
powder, bar, pencil and lead (for mechanical pencil), and in different densities, from
extremely dark and soft graphite (9B) to very hard and light (4H) or an in-between
(HB). Trash bags can also provide many attributes. When | cut the strips very
narrow (1cm), the line was sharp like when drawn with a pencil, whereas a line that
| built with thicker strips (4cm) was less defined like when it is drawn with a bar.

The way the strips are cut significantly influences the shape of the line. For
example, | began by making a line made from strips which were cut without a
ruler, so its shape was very lumpy and irregular in width. On the other hand, a
second line was constructed using strips that were cut very precisely, so their
uniformity transpired to the uniformity of the line it composed. Nevertheless, even
though these two samples were crocheted with the same hook, in the following
experiment | observed that the size of the hook also had a substantial impact on
the character of the line. Using 1mm stripes and a Tmm hook, the resulting line
was very thin, sharp and compact (see fig.56).

Fig.54 Inés Neves, graphite pencil
and bar, photograph, 2021.
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GRAPHIC EXPERIMENTS

This material-driven research which focused on finding textiles that resembled
graphic materials was conducted in consonance with a series of drawings that
sought to delve further into the attributes and potentialities of these different
graphic materials. Based on how qualities like movement, amount of material,
pressure, rhythm and types of movements had been already investigated in the
previous part of the research, | found myself intuitively moving towards another
variant: the tool. With each material, | starting testing different material agents in
the form of conventional tools (e.g. mechanical pencil for graphite, brush for ink,
etc.) and unconventional tools (e.g. spatula, hook, etc.), as well as a human agent
using the hand.

When exploring “material”, | naturally started to test different ways of imple-
menting the graphic materials. It seemed natural to me that ink could be applied
to paper using a pen, a toothbrush or a finger. Unfortunately, at first, this explo-
ration of the agent or tool did not occur as naturally to me with textile as it did
with graphic materials. Upon reflecting on this process, | recognized that by
testing the potentiality of these materials, | elevated the drawing process to a
higher level by exploring also different tools and agents. It was based on this
framework that | moved into the third phase of the research which focused on
agent in the act of making graphic and textile lines.

Fig.55 Inés Neves, detail of plastic
straight thread (sample
reference: S.23), 2020,
crochet with plastic bags,
80 x 1,5 cm. Tallinn.

Fig.56 Inés Neves, plastic
straight thread (sample
reference: S.25), 2020,
crochet with plastic bags,
34 x 0,5 cm. Tallinn.
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3.3 PHASE THREE: AGENT

As we make, the way we perceive a material when we use a tool differs from
when we use the hand to directly manipulate the material. By making with our
hands, we gather immediate information about the material itself. Conversely, by
using a tool we establish an indirect connection with the material: acquiring
secondhand input. When making with a tool or gadget, our perception is rooted
on how the tip of the tool (pencil, brush, crochet hook, etc) interacts with the
material. This information is transmitted to us through the way this tool interacts
with our hand.”™" | believe that in a making process in which a tool is used, the
action is built on an interpretation and reaction to the tool and not the material
(see fig.57). Therefore, the link between the maker and the material is somewhat
broken, and the tacit knowing is affected.'®

In this phase of the research | examine how the agent used in the construc-
tion of lines can affect the act of making and its outcomes. | explore material and
human agency in drawing and crochet by recurring to three different approaches:
using specialized tools designed for the particular technique at use, unconven-
tional tools, and the hand.
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Fig.57 Inés Neves, illustrative
diagram of hand-tool-
material interaction, 2021.

MATERIAL AND HUMAN AGENTS IN DRAWING

The first two phases of this study were developed with conventional formats and
tools. Whereas in crochet | made use of different crochet hook sizes (1mm -
12mm), | recurred to different brushes to apply ink (square tip, round tip and
brush pen), markers, pens and pencils (normal and mechanical). When drawing
with charcoal and oilbar, | implemented them with a bar, the form in which they
are most commonly used.

As | began the next phases of research, | tested their behavior and poten-
tiality by enforcing them as they are, in the form of bars, with conventional and
unconventional tools, and the hand, depending on the characteristics of each
material. | conducted these experiments by applying the following variations on
the action:

(1) More and less material;

(2) Faster and slower movements;

(8) Fluid, intermittent and combined rhythms;
(4) Higher and lower pressure;

(5) Applying one or two forces.

My first tests with china ink used a brush pen and n 4 round and square
brushes as conventional tools (see fig.58). These three experiments proposed
similar results in flow, control, plasticity and appearance: a reduced diversity of
lines, all moderately regular in width and with a consistent brushed appearance.

)

Fig.58 Inés Neves, series of china
ink traces using conventional
tools (sample references from
left to right: D.26, D.29, D.30),
2020, china ink on paper,
16,7 x 24 cm each. Tallinn.




| then attempted to use unconventional tools such as a large big-eye sewing
needle, a spatula, and a toothbrush (see fig.59). Even though these three tools did
not relate to each other regarding shapes or textures, the lines they produced were
rather analogous. With these tools, even the slowest movements generated aggres-
sive, expressive and impulsive-looking lines. Their irregular shapes allowed for a wide
range of lines: from thick to thin, compact to irregular, or continuous to interrupted.

Further on, my inspection on the oilbar equally focused on conventional
and unconventional tools. | identified the bar as its most traditional form of appli-
cation. | tested two types of oilbar, one softer and the other harder, coming to
the conclusion that both provided a range of similar highly saturated lines with
high control and material fluidity. Because this is a harder material than the ink,
was the only tool that | used to implement it on the paper, using it to scoop lumps
of material from the bar (see fig.60). Although the spatula enabled a bigger
assortment of lines than when using the bar, the variety was still much smaller
than when the spatula was used to apply china ink. When using alternative tools,
the moisture of the material was key to explore its full potential.

Considering this, and bearing in mind how the rest of the graphic materials
held a very dry nature, in the next experiments | sought to inquire other dimensions
of the relationship between material and agent. | experimented the application
of charcoal and graphite in the forms of bar and pencil.

In my tests on charcoal, | examined both synthetic and vegetable types. Their
most obvious difference laid in the shine and pigmentation, with vegetable charcoal
being more gray and metallic, and the synthetic darker and matte, similar to pastel
(see fig.61). Yet, they could also be distinguished by their softness, as the synthetic
charcoal allowed for more precise lines and the vegetable lines for blurrier ones.

Fig.59 Inés Neves, series of china ink
traces using unconventional
tools (sample references from
left to right: D.27, D.31, D.32),
2020, china ink on paper,

16,7 x 24 cm each. Tallinn.

Fig.61

Fig.60 Inés Neves, oilbar traces using

spatula (sample reference:
D.39), 2020, oilbar on paper,
16,7 x 24 cm. Tallinn.

Inés Neves, detail of vegetable
and synthetic charcoal traces
(sample references from

left to right: D.41, D.43),

2020, charcoal on paper,

16,7 x 24 cm each. Tallinn.
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| was surprised to find more significant differences between the type of
charcoal (soft or hard) and the type of bar (round or square) than between tools
(bar or pencil). Vegetable charcoal, which is organically round (see fig.62), and
synthetic squared bars (see fig.63) generated a higher variety of lines than syn-
thetic round bars (see fig.64). The findings regarding graphite were similar, with
the bar producing a higher variety of lines (see fig.65), pencils offering an average
range, darker lines with softer pencils and lighter lines with harder pencils, and
the mechanical pencil drawing extremely uniform sharp and thin lines (see fig.66).

As | came upon the markers and pens, | realized that throughout this whole
process | had not been exploring a material, but an implementation of it. Although
the visual appearance of the lines made with markers and pens was utterly dif-
ferent from those made with the china ink, in truth, these explored the same
material: their difference was on the tool. With this in mind, instead of exploring
various ways of applying the marker's ink on the paper, | tried to research different
inks that can be applied with these tools instead.

‘;

Fig.62 Inés Neves, vegetable and
charcoal traces (sample
references from left to
right: D.41, D.42), 2020,
charcoal on paper, 16,7
x 24 cm each. Tallinn.
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Fig.63 Inés Neves, square bar of
synthetic charcoal traces
(sample reference: D.45),
2020, charcoal on paper,
16,7 x 24 cm. Tallinn.

Fig.64 (left) Inés Neves, round bar
of synthetic charcoal traces
(sample reference: D.45),
[ 2020, charcoal on paper,
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N
QL) y i / ) 16,7 x 24 cm. Tallinn.
) g é , / /) i// ’ Fig.65 (right) Inés Neves, graphite
v N 4 : & bar traces (sample reference:
| oA - : D.45), 2020, graphite on
) ) : \ \ paper, 16,7 x 24 cm. Tallinn.
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Fig.66 Inés Neves, graphite pencil
traces (sample reference from
left to right: D.34, D.33, D.35),
2020, graphite on paper,
16,7 x 24 cm each. Tallinn.
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Following this chain of thought, | experimented alcohol-based, acrylic-based
and water-based markers and pens, and gel-based pens and markers (see fig.67).
The outcomes were overall very similar. Water-based tools revealed themselves
as more transparent and with a brushed appearance. Lines drew with alco-
hol-based tools were overall consistently uniform and dark (even when more dried
out). Pens offered very delicate, fluid and precise results. Acrylic-based markers
offered the higher variety in product, going from the most pigmented and compact
line towards an extremely irregular line (when using dried out markers).

In retrospective to this process, | began to reflect on wether the bar of material
could be considered a tool or not. In order for the hand to be the agent in the
drawing of the graphic line, it should be in direct contact with its final form. In other
terms, that for the hand to be fully responsible for the line, it should touch its sur-
face. When making with a bar, although there is no actual tool involved, the material
itself forms an obstacle in the relationship between the hand and the matter that
is being molded. Therefore, the bar identifies as both tool and matter.

Having considered this, my last experiments aimed to tackle this question
by exploring how to establish an immediate relation between the hand and the
drawn line. | made four drawings using my finger as the tool to apply the material
on the paper. | used ink in, oilbar and charcoal (see fig.68). | purposefully left
markers and pens out of these equation, assuming that they were already rep-
resented in the research through ink.

Fig.67 Inés Neves, traces from
top-left to bottom-right:
alcohol, acrylic, water, gel
based markers and pens
(sample references: D.46,
D.47, D.48, D.49), 2020,
charcoal on paper, 16,7
x 24 cm each. Tallinn.

Fig.68 Inés Neves, finger-made
traces from left to right: ink,
oilbar, charcoal (sample
references: D.28, D.40, D.45),
2020, charcoal on paper,

16,7 x 24 cm each. Tallinn.
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MATERIAL AND HUMAN AGENTS IN CROCHET

This section details my challenge to transpose the thought process that so intu-
itively took place with the graphic materials towards the textile dimension. While
when crochet implies a great deal of hand-material interaction, with a graphic
material, the material molds itself to the shape of the tool. For instance, when
using a brush its hairy texture reflected on the ink, or as | drew with a mechanical
pencil, the thickness of the line was based on the size of its leads.

By contrast, the same does not happen with textile materials. Their behavior
might have changes — the stitches might have become looser, or more irregular
— but the yarns remained the same independently of the tool that was being used.
Based on my experience, | could observe that the textile yarns did indeed mutate,
as the plastic bag became thinner if stretched, and the wool’s fibers would fall apart
if pulled. However, this process resulted from the interaction with the material and
not the particularities of the tool. Taking this into consideration, for this phase |
decided to focus on how the tool can affect the construction of the crocheted line.

| started these experiments by making a lines with velvet yarn using my
finger as if it was a hook (see fig.69 and fig.70). | chose this material because it
allowed very loose stitches but was also quite rigorous in how it shaped the line.
Additionally, | considered it to be a very fluid material, sliding seamlessly through
the tool and itself, therefore proposing a very organic manual interaction with it.

| immediately deemed this structure to be very flaccid, as if the stitches
were collapsing on themselves. Assuming this to be a consequence of the
material and not the agent, | repeated the process with raffia (see fig.71), hoping
its stiffness would help to maintain the form. After finding this attempt still unsuc-
cessful, | tried again, this time using elastic yarn (see fig.72), having faith on its
strength and precision.

| was rather surprised to discover that, even throughout such different
materialities, this particularity of the stitch was uniformly present in all the exper-
iments (see fig.73 and fig.74). In order to eliminate all possible causes, | did one
more attempt (see fig.75) using a hook with the same diameter of my finger
(12mm). Upon achieving uniform-looking stitches and a rather sturdy general
look, this experiment proved that the unique collapsing structure of these fin-
ger-made stitches was not a consequence of the material but the agent.

Fig.69 Inés Neves, sketch illustrating
the process of crocheting
threads with the finger (entry
reference in autoethnography
journal: F48), 2021.
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Fig.70

Fig.71

Fig.72

Fig.73

Fig.74

Inés Neves, velvet thread
made with the finger
(sample reference: S.32),
2021, crochet with velvet,
93 x 4 cm. Tallinn.

Inés Neves, raffia thread
made with the finger
(sample reference: S.33),
2021, crochet with raffia,
64 x 3 cm. Tallinn.

Inés Neves, elastic thread
using the finger (sample
reference: S.37), 2021,
crochet with elastic, 46

x 2,5 cm. Tallinn.

Inés Neves, sketch illustrating
the structure of threads
made with the finger (entry
reference in autoethnography
journal: F49), 2021.

Inés Neves, details of threads
made with the finger (sample
references: S.32, S.33, S.34.),
2021, digital image. Tallinn.
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Upon a closer examination of the stitches constructed with my finger, |
understood they looked different in structure, with a flat and horizontal form which
distinguished from the round appearance of the hook-made stitches. In sum, my
finger had its own identity in movement. Even when replicating its shape with a
similar-looking hook, the manner in which its bones articulated and how | made
them move was decisive to the way the material took shape.

My discovery of how the hand can change the structure of the crochet
technique brought me to take the next step to test unconventional tools. For my
first experiment | used a bobby pin to crochet elastic yarn (see fig.76). Initially, |
attempted to replicate the movement of the crochet hook by placing the yarn at
the end of the pin. However, the yarn consistently slipped from the pin thus
requiring me to overuse my fingers in its manipulation. | then decided to change
methods by slipping the yarn on and off the deepest end of the pin as | would
do when using a sewing needle (see fig. 77). Although this process was much
slower, it enabled a more purist approach to agency my downsizing the involve-
ment of my hand. After repeating the process with a 3mm crochet hook similar
in size to the pin (see fig.78), | realized that although the process made the line
a bit more irregular, structure-wise the results were the same.

Attempting to test further if unconventional tools can deform the crochet
structure, | continued exploring the topic, concurrently comparing them to the
results of corresponding crochet hooks. | used a pencil on elastic, a tree branch
on plastic bags and a cable of a toothbrush on wool (see fig.79). In all these exper-
iments, similar results: moderately irregular lines made of regular-looking stitches.

On the aftermath of this study on three different agents in crochet, | under-
stood several advantages of using each agent. Through plays on tension, crochet
hooks provided an extremely high control of the line. Both unconventional tools
and the hand required a dialog with the material: | had to be attentive to their
peculiarities and behaviors, and act in conformity. Unconventional tools provided
duality; they generated textured lines while keeping a strong foundation and some
amount of regularity. As for the hand, it evoked organicity. The textile line made
with the body has its own will and essence, as a third organism that is created
merging the maker with the matter.

Fig.76 Inés Neves, detail of elastic
thread using made with a
bobby pin (sample reference:
S.38), 2021, crochet with
elastic, 37 x 3 cm. Tallinn.
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Fig.79 Inés Neves, detail of elastic

thread made with a hook
(sample reference: S.37),
2021, crochet with elastic,
45 x 3 cm. Tallinn.

Fig.77

Fig.78

(left) Inés Neves, sketch
illustrating the process of
crocheting threads with a
bobby pin (entry reference
in autoethnography
journal: F57), 2021.

(right) Inés Neves, detail of
elastic thread made with

a hook (sample reference:
S.37), 2021, crochet with
elastic, 45 x 3 cm. Tallinn.
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EXPERIMENT #1: SHADOWS

My first experiment explored form and media. When | entered the gallery space,
| had set for myself the premise of exploring how the four-dimensional space
could influence the drawing process, so | began to move the threads around the
room. As | moved them in space, | was most mesmerized by the shadows they
were producing across the room (see fig.82): projections of the four-dimensional,
immaterial two-dimensional lines, or traces.

Shadows over a white wall were the first images of human representation,’
the first form of drawing on a surface. What | found most interesting about these
line shadows was how the four-dimensional line holds the movement quality that
the ordinary two-dimensional material line lacks. A thread is interactive; | can
move it around, bend it, squeeze it, even after it is finished. | find that, most often,
this does not happen with traces.

After the two-dimensional line is drawn, it can be erased and drawn again,
but this is not a process of mutation, but re-construction. I may rip the paper, but
this is more an interaction with the surface than with the line itself. Once the
two-dimensional is drawn, it becomes one with the surface. By contrast, a thread
does not exist on a surface, it is the surface, and therefore independent and free.
During this process | discovered that shadows create the drawings on the surface
with the same independency, because they are immaterial and therefore trans-
mutable. | could move the shadow, not by doing something to its surface, but to
the object that was projecting it.

Additionally, what | found to be also interesting about the threads is that
they also differ from the traces in form. Although shadows are a projection they
are not an accurate one. By projecting a shadow, the line of the thread is deformed,
and therefore this immaterial trace that is drawn on the space is not a replication
of the line but rather a new line (see fig.83). This new line is drawn not only by
the human hand, but also the properties of the space: depth, surface and light.

The process of drawing the traces jumped between a dialog with the shad-
ows of the threads — or the projected lines — and my perception of them from
different perspectives. As | approached the drawing, | did not have a plan on
how to tackle these interactions, so the process followed an intuitive thought-pro-
cess. Once | finished the experiment, | reflected on the structure of my approach
through notation (see fig.84), which | organized in three phases.
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Jean-Michel Geneste,
Cave of Forgotten Dreams,
directed by Werner Herzog
(Creative Differences
Productions, 2011), 25:15.

Fig.82

Fig.83

Fig.84

(left) Inés Neves, first tests for
the project Threads, Traces
and Everything In-between,
2021, video still. Tallinn.

(right) Inés Neves, first tests
for the project Threads, Traces
and Everything In-between,
2021, video still. Tallinn.

Inés Neves, detail of
Experiment #1: Shadows
- Threads, Traces and
Everything In-between,
2021, installation, 150 x
200 x 150 cm. Tallinn.
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Phase one was dedicated to analyzing the shadows. In this phase, |
addressed the threads’ shadows. Because these shadows were already imprinted
on the paper by the light, | approached them not by tracing but interpreting. |
soon realized | was too focused on the paper's surface, and my body was in-be-
tween the three-dimensional line and the paper (see fig.85), which meant | was
disconnected from the objects. | tried a different approach on a second phase,
stepping back and looking at the perspective of the line on space.

On phase two | decided to focus on the threads themselves. | started
drawing what | was seeing, walking around, seeing different perspectives of this
object (see fig.86). When drawing with charcoal and ink, | was very careful to
avoid stepping over the lines on the floor in order not to smudge them. | then
realized that | was moving the threads with my body, making them dance in the
three-dimensional space, thus leading me to the next phase.

Phase three followed the movement of the shadow. This is something that
only happened because they exist in space at the same time as | exist and move
with them. If | was not there drawing with my body, the threads would just be
still. | started to draw the trace of the shadow (see fig.87), first following the tip
of one of the forms and then drawing the line from top to bottom while tracing
how it was moving itself, point by point. In this movement, | realized that as my
hand moved, my body moved with it.

In phase four, | returned to engaging with the threads by following their
movement with my body, dancing with them and their shadows. As my body
moved, the drawing was produced by the hand that followed it (see fig.88).
Holding the tool, the traces | produced in this phase were originated both as
traces of threads and shadows as well as and my own body.
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Fig.85

Fig.86

Fig.87

Inés Neves, process of
making Experiment #1:
Shadows - Threads, Traces
and Everything In-between,
2021, video still. Tallinn.

Inés Neves, process of
making Experiment #1:
Shadows - Threads, Traces
and Everything In-between,
2021, video still. Tallinn.

Inés Neves, process of
making Experiment #1:
Shadows - Threads, Traces
and Everything In-between,
2021, video still. Tallinn.




This first experiment resulted in a four-dimensional drawing which played
on three-dimensional perception (see fig.89). The result was a spacial yet flat
drawing: from the outside, threads and traces became indistinguishable, as if
they were drawn simultaneously in one single expanded dimension. Although
appearing as a single plane, the drawing was volatile in its spatiality, for its reading
and composition changed with our position on the space (see fig.90).

Upon reflecting on the whole process that comprised this first experiment,
| realized that when tracing the movement of the shapes, | barely drew on the
walls, whereas when drawing the shadows, | almost did not use the space on
the floor. Based on this, | decided to test how the different surfaces of space
affect the way | draw in the next experiment.

Fig.89 Inés Neves, Experiment #1:
Shadows - Threads, Traces
and Everything In-between, :
2021, installation, 150 x —
200 x 150 cm. Tallinn. W
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Fig.90 Inés Neves, details of
Experiment #1: Shadows
- Threads, Traces and
Everything In-between,
2021, installation, 150 x
200 x 150 cm. Tallinn.
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EXPERIMENT #2: DUALITIES

The next three experiments (Experiment #2, Experiment #3 and Experiment #4)
delved into the relations of form, media and agent. For the second experiment, |
wanted to create a more controlled environment where | could test in detail different
interactions between the threads and traces. In order to achieve this, | covered
the wall and floor with a paper roll and hung two threads from the ceiling. | gave
a larger distance between the threads and the paper surfaces than in Experiment
#1, allowing me to draw without going against the threads with my body.

Whereas in Experiment #1, the notation process was done in a post-draw-
ing stage, in Experiment #2 | alternated between drawing and writing (see fig.91).
With this in mind, the making process stemmed less from a stream of conscious-
ness and more from a strategic step-by-step approach, thus allowing me to
metabolize better my thoughts and facilitating a more open dialog between
thinking and making. | started by exploring to a deeper level the fourth phase of
Experiment #1, tracking the movement of the threads with my body whilst drawing
traces. | adopted two different approaches in this phase. Firstly, | assumed an
independent relation to the threads: going against the shapes with my body and
then following and tracing their movement (see fig.92 and fig.93).

I first drew their natural movement as in Experiment #1. Next on, | inverted
the direction of the line. Considering that a line is a connection between two
points following a movement — from A to B or from right side of the paper to
left side of the paper — there is an implicit direction, a beginning and an end.
Equally, the crocheted line also has the beginning of (or beginning of the yarn)
and an end (or end of the yarn). | began to play with the appearance of the line,
following different directions: from B to A, from middle to end, or around the
circumference of the thread.

Unlike in Experiment #1, there was a generous distance between the
threads and the traces, which generated moments of stillness. As | pushed the
threads, when | went back to the drawing to interpret them into traces, they would
eventually stop moving, thus giving me more time to reflect on their interpretation
in movement versus stillness. Due to this constant alternation between object
and surface, | began to explore presence and memory. Sometimes | looked at
the threads that hung in front of me as | drew, and in other moments | tried to
draw them from my memory. In order to do that, | recurred to a combination
between sound, rhythm and visual or embodied orientation, thus exploring cog-
nition through the senses (see fig.94).
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Fig.91

Fig.92

Fig.93

Fig.94

Inés Neves, process of
making Experiment #2:
Dualities - Threads, Traces

and Everything In-between,

2021, video still. Tallinn.

Inés Neves, process of
making Experiment #2:
Dualities - Threads, Traces

and Everything In-between,

2021, video still. Tallinn.

Inés Neves, process of
making Experiment #2:
Dualities - Threads, Traces

and Everything In-between,

2021, video still. Tallinn.

Inés Neves, process of
making Experiment #2:
Dualities - Threads, Traces

and Everything In-between,

2021, video still. Tallinn.




In my general drawing practice, music is something that accompanies my
process. For this reason, when performing these expanded drawings, music was
playing on the background. However, as in this experiment | delved more con-
sciously into the analysis of movement, | realized that it was distracting me from
the movement of the threads. As | followed the objects and their shadows, my
body inherently started to follow the rhythm of the music and not the movement
of the shapes. This made me turn off the music in order to remove the variant.
However, even without the music, | found it hard to fight my own movement. |
became so immersed in the gestures of the shapes that recurrently became
distracted from them. Even thought | was looking, staring, at the movement of
these threads, | found myself not moving anymore in synchrony with the shapes
but just following my own inner movement. This forced me to be extremely con-
scious about how | performed.

As | tried to fight my own movement, | began to wonder how | was also
part of this four-dimensionality, this relationship between threads, traces and
maker. If | was exploring how my identity could transpire through the act of making
in space, shouldn’t my movement and bodily qualities be equally crucial to the
process of drawing? Even if | wanted to detach myself from this process, that
will never be possible because | will always be a body that coexists with the lines,
| will always be the one making the lines. My body was intrinsic to the drawing,
and so was my mark. This realization made me move towards the second approach.

When installing these two threads, | connected them through a fishing
line which extended outwards. Ergo, | held the thread connected to the threads
with my hand, making so that as | moved, the shapes moved with me: acting as
one (see fig.95). This phase dealt less with tracing the line and more with tracing
the gesture or my movement, what is not visible. Then again, if lines trace move-
ments, then by tracing myself, | was also tracing my line. Line and self were
interrelated and interdependent because the line stemmed from the body. By
acting, they became the same.
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Fig.95

Fig.96

Inés Neves, process of
making Experiment #2:
Dualities - Threads, Traces

and Everything In-between,

2021, video still. Tallinn.

(left) Inés Neves, process
of making Experiment #2:
Dualities - Threads, Traces

and Everything In-between,

2021, video still. Tallinn.
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Ultimately | realized that this experiment was, above all about duality and
the sensuous encounter between two forces. Primarily, this was explored by
looking into the relations between object-surface and shadow-drawing, so dif-
ferent forms of representation. | then tested the duality of body-line (see fig.96)
and material-material (see fig.97 and fig.98). At last, | researched the body-space
relationship: first looking into left-right (left eye-right eye and left hand-right hand),
and then into body-surface and wall-floor, to examine how my body influenced
the drawing of the traces not only by dictating the movement of the threads, but
also by defining the limits of the drawing. For example, the drawing on the wall
could only go as high as my body allowed, and the drawing on the floor was
affected by the position of my body on the paper, and if and how | stepped over
these traces. With this process | understood that | became both an obstacle that
interrupted and dictated the course of the line, and a tool (see fig.99). By step-
ping over the traces, | smudged them and transformed them into new lines. As
my body became dirty from touching the material, it begun to produce also its
own lines. This led me to explore the relationship between body-material, body-
tool and material-tool.

Fig.97 (left) Inés Neves, detail of
Experiment #2: Dualities
- Threads, Traces and
Everything In-between,
2021, installation, 100 x
200 x 200 cm. Tallinn.

Fig.98 (right) Inés Neves, detail of
Experiment #2: Dualities
- Threads, Traces and
Everything In-between,
2021, installation, 100 x
200 x 200 cm. Tallinn.

Fig.99 Inés Neves, process of TR B
making Experiment #2:
Dualities - Threads, Traces
and Everything In-between,
2021, photograph. Tallinn.

B L5
3.,"& «5’*‘;1’{

_———

2 AN OR STACL S

s A

/
//
/
/




EXPERIMENT #3 AND #4: MATERIAL AS AN AGENT

Following the exploration of my body as a tool in Experiment #2 — exploring human
agency — in the next experiments | decided to test other forms of drawing by
examining material agents. Concurrently, since | used yarns of different colors for
all the samples exploring form that were developed in Phase one: form,”*® | decided
to dye these in black to include them in this set of experiments (see fig.100).

On account of the local shops being closed due to restrictions related to
COVID-19, and online deliveries not providing prompt enough solutions, | used
china ink to dye these samples instead of fabric dye."® This necessity rendered
the opportunity to explore the threads not only as elements of form and drawing,
but also as tools. Therefore, for Experiment #3 | placed another roll of paper on
the wall and floor over which | hung threads dipped in china ink to explore three
kinds of interaction with the surface and body (see fig.101).

The first thread was placed so that about a third of its surface was laying
over the paper. When drawing on the paper over the ground, this thread proposed
a similar process to when using a brush: the traces were made by dragging the
object around the paper. The second thread was placed so that only its tip was
touching the paper, resembling a pen or marker. As its weight was distributed less
over the surface, moving the threads over the paper stood for a very easy and fluid
process, leaving a thin and soft mark over the paper. The third thread was completely
suspended from the ceiling, with a distance of about 50cm from the paper. With
this thread, expressive traces were produced through a process of dripping.

However, in order to draw any of these three threads on the wall surface,
my intervention was required. Without gravity’s contribution to hold the shapes
over the paper, as the shapes became heavy and softer with the ink, they consist-
ently fell vertically towards the floor. As a consequence, holding the shapes next
to the paper in order to draw on the wall did not suffice. | found myself having to
push the threads against the paper (see fig.102), as if they were bars of charcoal
or oil, where tool and material fuse into one. At times, | attempted to throw the
threads in order to draw with the dripping ink (see fig.103). However, as this move-
ment needed to be fast in order for the ink to be projected on the wall instead of
falling over the floor, the dripping did not create a continuous line but a series of
separate drops, or dots, on the paper. This process of drawing on the wall resulted,
once again, from a deep engagement of my hand with the material and surface.

Fig.100 Inés Neves, process of making
Experiment #3: Material as
an Agent - Threads, Traces
and Everything In-between,
2021, photograph. Tallinn.
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Chapter 3. Drawing the
line: 5.1. Phase one: form.

Ultimately, | dyed all the
samples a second time with
fabric dye, as china ink didn’t
provide uniform coloring
with some of the materials.

Fig.101

Fig.102

(top) Inés Neves, process
of making Experiment
#23: Material as an Agent
- Threads, Traces and
Everything In-between,
2021, video still. Tallinn.

(bottom-left) Inés Neves,
process of making Experiment
#3: Material as an Agent

- Threads, Traces and
Everything In-between,

2021, video still. Tallinn.

(bottom-right) Inés Neves,
process of making Experiment
#3: Material as an Agent

- Threads, Traces and
Everything In-between,

2021, video still. Tallinn.
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Based on this experience, for Experiment #4 | attempted to remove the
input of my body as much as possible from the act of making, in order to explore
at a deeper level the behavior of these threads as tools. After | finished dyeing
all the samples, | placed them to dry at random over a sheet of paper (see fig.104).
As the threads dried over the paper, moving as | stacked them over each other,
they left marks, or prints, behind (see fig.105).

As | piled thread over thread, | was rather unsure on whether lines would be
drawn through this process, when my active intervention was rather limited and so
was movement. However, these threads were constructed from lines: the yarn that
intertwined was a line, and so were the fibers that composed it. With this in mind,

this experiment resulted in a manifestation of the threads and material’s nature.

o § Fig.105 Inés Neves, Experiment
#4: Material as an Agent
- Threads, Traces and
Everything In-between,
2021, ink on paper, 64
x 89,5 cm. Tallinn.

Fig.104 Inés Neves, process of making
Experiment #4: Material as
an Agent - Threads, Traces
and Everything In-between,
2021, photograph. Tallinn.




EXPERIMENT #5: PERSPECTIVE, IMAGE AND PERCEPTION

The last experiment tested how media, form and agent conversed and transformed
in real time. It delved into how threads and traces could emerge into a unique spatial
and temporal dimension, thus questioning and demarcating the line that separates
the two-dimensional and the four-dimensional through visual perception.

The first parameter that | addressed concerned how texture and perspective
could be manipulated through a play on frame and composition towards an illu-
sion of two-dimensionality. Making use of a small room that was connected to
the main the exhibition space (see fig.105), | hung the threads throughout the
space, occupying different depths. The small door provided a framing to this
three-dimensional composition that flattened the image, thus making it look plane,
as if it were a canvas (see fig.106).

| then started to reflect on my first tests in the space, when | moved the
threads around the room to play with their shadows. This led me to think about
how, in these first experiments with the visual and kinesthetic representation of
threads into traces, | never truly explored how traces could be expanded into
space. In this regard, | projected immaterial lines from images of traces and
threads (see fig.107 and fig.108) over the physical composition of lines. With this
approach | aimed to question what was missing and what was there, how imma-
terial lines can provide input to a three-dimensional space and the difference
between perception and reality.

Although of a flat essence (originating from a photograph), these lines
penetrated the room in its entire spatiality because light is four-dimensional.
Consequently, | questioned new dimensions of the flat line: through the photo-
graph and its projection. This made me understand that whereas the photograph
is a two-dimensional interpretation of three-dimensionality, projection transposes
this two-dimensional object onto the realm of space. | realized that while the
projection of the threads and traces was opposed in their composition (as one
is made from light and the other from the absence of light), they were similar to
each other in their behavior. Both forms of projection proposed lines that, despite
being immaterial, had the power to behave in space: they adapted to the corners
of the rooms, they expanded and distorted with changes in perception, they were
deconstructed by objects that overlapped their path. They mutated in space,
they had motion. This new dimension of textile and graphic lines can attest to
how the line that separates the two fields is, after all, thin and volatile.
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Fig.105 Inés Neves, process of

making Experiment #5:
Perspective, Image and
Perception - Threads, Traces
and Everything In-between,
2021, photograph. Tallinn.

Fig.106

Fig.107

Fig.108

(top) Inés Neves, Experiment
#5: Perspective, Image and
Perception - Threads, Traces
and Everything In-between,
2021, mix-media installation,
270 x 211 x 300 cm. Tallinn.

(bottom-left) Inés Neves,
Experiment #5: Perspective,
Image and Perception

- Threads, Traces and
Everything In-between, 2021,
mix-media installation, 270

x 211 x 300 cm. Tallinn.

(bottom-right) Inés Neves,
Experiment #5: Perspective,
Image and Perception

- Threads, Traces and
Everything In-between, 2021,
mix-media installation, 270

x 211 x 300 cm. Tallinn.




4.2 CONCLUSIONS AND SPECULATIONS

Lines are intrinsic to making."” They construct form, space and experience; they
are tools. They also contain experience: crystallizing matter, perception, body
and movement. Lines exist in nature, in the animal world, in physics and even in
the imaginary.”® Lines occur in many forms and dimensions, and therefore, not
all lines are man-made. Because lines are global, they are intrinsically present in
any field. This research unravels the potentiality of lines by proving that they can
simultaneously be a constructive element of the different fields and transcend
them. The process of creation is not responsible for inventing lines, but for giving
them a new form. The maker can give birth to new, inimitable lines by joining
existing lines with the maker's trace.

| believe that to leave a mark, a trace, is a human need: to solidify in time
and space our identity through the interaction between body and matter, the
“continuity between ourselves and the larger world.”"*® Since the beginning of
times, drawn lines testify to the identity of their maker.'®® “We use the term line
as we use the term signature, as capable of identifying the subject: Her line, her
trace”.'® The artist's body is captured in the marks they make, surpassing “the
exchange in which it is caught up”. This makes the artist’s line inimitable because
the body where it comes from is itself individual and unique.'®® As | see it, this
quality — or signature — results from a combination of many things. Our tastes
and interests, our perceptual sense, our lived experiences transpire through our
motor and visual knowledge and skill, leaving a tendency — or trace — in everything
we do. By transposing our ideas to the realm of the physical space and manually
engaging in the materialization process, we transpire our own line onto the object.
The maker's voice is more likely represented in an object that is made in person
than through its visual representation.'®®

This research attests to the line's omnipresence and transversality by pro-
viding insight into how the maker can collaborate with lines, materials and tools
in order to materialize their own trace towards the realm of space. It draws the
line between what is textile and what is drawing, expanding the practice within
these fields as well as the definition of line. A trace drawn on paper encompasses
the line of the movement, form and material flow, whereas a thread made with
crochet comprises the line of its visual appearance, the yarn that builds it and its
fibers. When it comes to the life of lines, in duality rests sensuality. Experience is
propelled through encounter, with the “approximation of two forces”, being them
body and mind, body and material, hand and surface, space and movement, or
traces and threads.'®* Just as a square’s reality is expanded by being pulled into
the third dimension, the making experience is also amplified when the dimension
of lines is challenged, when one tries to look beyond “limited Dimensionality.”'®®
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Sillman, “Drawing”, 16:35.

Ingold, Lines.

Rattemeyer, Vitamin D2, 8.

Dominique Barter, Cave of
Forgotten Dreams, 32:00.

Laura A. B. Ramirez, “From the
body. [Animafilm: “Displaced
Web"]” (MA thesis, Estonian
Academy of Arts, 2020), 11. Fig.109 Inés Neves, tests on merging
Experiment #1: Shadows and
#5: Perspective, Image and
Perception - Threads, Traces
and Everything In-between,
2021, photograph. Tallinn.

Barthes, Cy Twombly, 170.

Peter Korn, Why We
Make Things, 59.

Kandinski, Point and
Line to Plane, 67.

Edwin A.Abbott, Flatland:
A Romance of Many
Dimensions, (New York:
Penguin, 2013), 202.
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Drawing is diagrammatic, we use it by creating relations between elements.
Drawing is a space, it is what helps us make sense of what is around us. When
the dimension of drawing is challenged, its power for establishing relations is
magnified. As | see it, this happens not only because it acquires depth and
therefore the visual perceptional field is expanded, but also because the body
has an extended tactile, spacial and kinesthetic ability to comprehend it. When
drawing becomes four-dimensional, when the trace becomes a transitional object,
the maker's experience is propelled through the stimulation of the senses.

The research hereby demonstrates one of many possible ways in which a
creative person can take advantage of the four-dimensional space’s qualities. It
provides a language to draw within the line that separates the textile and drawing
fields — the in-between — as well as a record of examples on how they can be
used and maximized. In order to apply this research, | had to learn a great deal
about the different parts of the making process. The material exploration presented
in chapter 2. Drawing the Line refers to the gestures of perceiving, grasping,
comprehending, evaluating and producing. Through material exploration based
on reflection-in-action, | developed the necessary knowledge and skills to reach
understanding of the materials and techniques at hand through the production
of artifacts. During this process, | uncovered the nature of materials, finding
qualities and behaviors that go beyond their physical and chemical composition.
Materials have different personalities — some are resilient and rough, others are
gentle and sensual — and these qualities mold not only the experience of the
maker but also the essence of the line.
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Furthermore, | found that different networks of agency also have a tremen-
dous impact on the shaping of these materials: each tool, or hybrid agent, provides
a different identity to the line. Conventional tools are very precise, they control
the material with rigor and precision. Unconventional tools generate more organic
structures, giving space to the material, allowing it to flow. As for the hand, its
interaction with the material is sensory, it gives something to the material and
takes something in return, there is a dance between one and the other and
together they build lines that have an indomitable character. The act of making
is a dialog, a process of negotiation, the exploration of the network between
maker, tools and materials with each encounter rendering a different result.

The artistic exploration presented in chapter 3. / drew the line concerns
the gestures of researching, fabricating, realizing and presenting, exploring how
the materials and techniques can dialog with my creative practice by presenting
it in space. Making allows oneself to interact with what is around: | take a material
and enter a dialog with it; | shape it according to my thoughts, feelings and
intentions; | take a piece of it and give back a piece of myself; the material is now
different because it was me who manipulated it, and not someone else. By con-
structing this artifact and thus placing it in a physical environment, even if | do
not display it, it exists in the world for someone else than just me. | enter a dialog
with the public, opening a door that affords — or enables — the possibility of
accessibility or visibility.
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The pieces built in the artistic project Threads, Traces and Everything In-be-
tween showcase a process of drawing that goes beyond pure materialization of
thought and intention. As | liberated this language into an expanded space, allowing
the lines to become trans-disciplinary, | understood that, by becoming accessible,
lines leave the dimension of the maker, becoming public. A line that is public, that
can be interacted with, earns an identity that is not only attached to their material
or how they were made, but also how they change. Anyone who walks between
these lines can become therefore the agent: not by making, but by acting.

This reflection on the nature of the gesture of presenting proposes a new
way to see making as not only an act of building and learning but also interacting.
Furthermore, because lines are inimitable,'®® so is this research. If another creative
individual would apply the same process to their practice, the result would never
be the same, because people (and their bodies) are not the same. This is a dimen-
sion of the study of lines whose surface | merely scratched, as this project is just
an example of how this theory of lines can be explored in an artistic practice.

With this thesis | propose a bank of examples on how one can draw with
crochet and graphic together. This is merely the start of what can be a much
more extensive research. There are still many dimensions to lines that can be
further explored. In this thesis | present a study on additive threads and traces
using ten graphic and textile materials of my choice, however, the possibilities
are endless, as there are still many materials to be explored, many techniques,
many types of lines. Next, one could explore reductive lines. One could go forward
by exploring not the forms in which lines are materialized, but also their nature.
Not all lines have to be threads and traces. Next, one could explore cuts which
are lines that divide a material, cracks which refer to accidental ruptures produced
by “stress, collision or wear and tear”, or creases which are caused by folds.'®”

This research focuses on the visual qualities of lines, but it can leap towards
other aesthetic dimensions, going beyond what we can see or touch towards a
study of the “visionary or metaphysical”.'®® One could move forward to study
immaterial ghostly lines, or even lines that don't fit which are difficult to catego-
rize, such as the line of a lightning bolt or the trace of a scent.'®® Moreover, not
only can other types of lines still be explored, but also different creative fields.
Individual traces exist in-between disciplines, materials and formats: a same line
can be manifested through visual, sonic, lyric, tacit and movement expressions.
As creators, lines are present in everything we do, they are an intrinsic part of
us, our practice and our existence. This thesis contributes to a trans-disciplinary
view of the various creative fields by proposing the conceptualization of lines as
a hybrid elements that link all disciplines.
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Barthes, Cy Twombly, 170.

Ingold, Lines, 44-47.

Ibid., 47.

Ibid., 47-51.

Fig.110 Inés Neves, process of
making Experiment #5:
Perspective, Image and
Perception - Threads, Traces
and Everything In-between,
2021, video still. Tallinn.
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Inés Neves, Experiment #5: Perspective,
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Traces and Everything In-between,
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APPENDIX ONE:

SAMPLES

S.1 Phase one: form; raffia with hook. S.2 Phase one: form; raffia with hook. S.6 Phase one: form; rag yarn with hook. S.6 Phase one: form; rag yarn with hook.

S.2.1  Phase one: form; raffia with hook. S.3 Phase one: form; raffia with hook. S.7 Phase one: form; rag raffia with hook. S.8 Phase one: form; raffia with hook.

S.4 Phase one: form; paper yarn with hook. &5 Phase one: form; rag yarn with hook. S.9 Phase one: form; rag yarn with hook. S.10 Phase one: form; paper yarn with hook.



S.11 Phase one: form; paper yarn with hook. S.11 Phase one: form; paper yarn with hook. S.18 Phase two: material; plastic raffia with hook. S.19 Phase one: form; fake fur with hook.

S.12 Phase one: form; rag yarn with hook. S.13 Phase one: form; raffia with hook. S.20  Phase two: material; mohair wool with hook. S.21 Phase two: material; mohair wool with hook.

S.14 Phase one: form; raffia with hook. S.15 Phase one: form; raffia with hook. S.22  Phase two: material; raffia with hook. S.23  Phase two: material; plastic bags with hook.

S.16 Phase two: material; elastic yarn with hook. S.17 Phase two: material; organza ribbon with hook. S.24  Phase two: material; plastic bags with hook. S.25  Phase two: material; plastic bags with hook.




S.26  Phase two: material; velvet yarn with hook. S.27  Phase two: material; raffia with hook. S.34  Phase three: agent; elastic yarn with finger. S.35  Phase one: form; elastic yarn with 12mm hook.

S.28  Phase one: form; raffia with hook. S.29  Phase two: material; mohair wool with hook. S.36  Phase three: agent; elastic yarn with bobby pin. S.37  Phase three: agent; elastic yarn with 3mm hook.

S.30  Phase two: material; velvet yarn with hook. S.31 Phase two: material; plastic bags with hook. S.38  Phase three: agent; elastic yarn with pencil. S.39  Phase three: agent; mohair wool with toothbrush.

S.32  Phase three: agent, velvet yarn with finger. S.33  Phase three: agent, raffia with finger. S.40  Phase three: agent; plastic bags with tree branch.
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D.6 Phase one: form; china ink.

D.5 Phase one: form; graphite.

Phase one: form; charcoal.

D.1 Phase one: form; china ink.

D.8 Phase one: form; graphite.

D.7 Phase one: form; oilbar.

Phase one: form; markers and pens.

D.3 Phase one: form; oilbar.




D.9 Phase one: form; charcoal. D.10 Phase one: form; markers and pens. D.13 Phase one: form; graphite. IDY ) Phase one: form; charcoal.

D.11 Phase one: form; china ink. D.12 Phase one: form; oilbar. D.14 Phase one: form; markers and pens. D.16 Phase one: form; china ink.




Phase one: form; oilbar. D.18 Phase one: form; graphite. D.21 Phase one: form; china ink. D.22  Phase one: form; oilbar.

Phase one: form; charcoal. D.20  Phase one: form; markers and pens. D.23  Phase one: form; graphite. D.24  Phase one: form; charcoal.




D.25  Phase one: form; markers and pens. D.26  Phase two: material and Phase three: agent; china ink with brush pen. D.29  Phase two: material and Phase three: agent; china ink with round brush. D.30  Phase two: material and Phase three: agent; china ink with square brush.

D.27  Phase two: material and Phase three: agent; china ink with sewing needle. D.28  Phase two: material and Phase three: agent; china ink with finger. D.31  Phase two: material and Phase three: agent; china ink with spatula. D.32  Phase two: material and Phase three: agent; china ink with toothbrush.




D.33  Phase two: material and Phase three: agent; graphite D.34  Phase two: material and Phase three: agent; D.37  Phase two: material and Phase three: agent; Sennelier oilbar. D.38  Phase two: material and Phase three: agent; Van Gogh oilbar.
pencils HB, B, 1B, 2B, 3B and 4B. graphite pencils 5B, 6B, 7B, 8B, 9B.

D.35  Phase two: material and Phase three: agent; D.36  Phase two: material and Phase three: agent; D.39  Phase two: material and Phase three: agent; oilbar with spatula. D.40  Phase two: material and Phase three: agent; oilbar with finger.
mechanical graphite pencils 2H and B. square 4B and round 8B graphite bars.




D.41  Phase two: material and Phase three: agent; 1cm vegetable charcoal bar. D.42  Phase two: material and Phase three: agent; 3mm vegetable charcoal bar. D.45  Phase two: material and Phase three: agent; synthetic charcoal with finger. D.47  Phase two: material and Phase three: agent;
alcohol-based markers and pens.

D.43  Phase two: material and Phase three: agent; round synthetic charcoal bar. D.44  Phase two: material and Phase three: agent; square synthetic charcoal bar. D.46  Phase two: material and Phase three: agent; D.48  Phase two: material and Phase three: agent; acrylic-based pens.
water-based markers and pens.




D.49  Phase two: material and Phase three: agent; gel-based markers and pens.
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CHARTS

— . —_ — —
Lo I == s - LAY _FEras . i ]
sd=d1 S, r—._a..-r.-‘ an" _%E.-F'-. dLd AP ST l"l..l L e .\__l._.-l _:___\__l._ —_= :_.L I et L LR
|:"-_ -\'__- "-ll";.""ﬂl\'_ -'\':_':'_'1"'|#.'- FERLF S [ | L G T B 8- LRI | e F"'-'\'_ d g r L DL
- IM |-:l.|'_l _;_‘. _q.--:a.l-\.l_l e Taam e D [ L T _ "|
—_ — —_ — oo —_— — = .
200 Hp |'— = "EE- .”-v:_..'-"'- yregeee  TEEES dour B T O T T LTI
i:l'ﬂ_l.l'_-_-:- :'_I".:._.‘_.l: o oEen ! T S, . 1
- r .t |i‘l.\_:\_|:.1-|-.!_:-'-\:"F.-'.'._-_.-r_.q.ul.-\..-\.- [ PLL ] FELEY LU TRRITETT! R R oF et L . I
o -\!_ - | T oD R ngdom
I 1 1
= LN IR T | ll-. e . [ =1 EREE ELT P io=
A I ek A UL RO L i I AEET R TR L A e
T | | -
—
S T |
== Ml ll I = —l e — -
= , T T - L DL
e F_I .--I"I . I"" M. FEEF e r ~Ad-FAE o N ! - - AT ol AT A oA
I = (LI ] S e ld
| — - — . - - P -
I «3:" o P e pEETALE Sy ] a A PrALTE PO kPl [ el N L
I i
—_ o —
|_,?' < 1 5-_."::.‘{:":_: HEE IE Ll PP ||-.-_..- L BT F =~ oo 0 SR 7S o D sk I
- S R - gl LT
H | i -
area et Q8 Bl E S o SRy & DA e g L I w i~ I N
=W D 1
- g ._. I - T LTS & ed L I L =
P L - e £+I-'- I Saraan Y |, I I T HL .
) L= a.rJt - —_— I-—
—_— ] Feews e | o asedt | P S
— — ey = T T ..1.- S A o orlam LS L . . " . R P
T .'I"__ |i':'.-.-‘_. f-z:l . - F-l Foen .- e T o | I | LR T | 1 '3 |
i
. 1= - - | —— B _
Y| A L T e e e ”‘? LI |_'€|-'\.-:I;J rates L ) A e I -
' Tl g A o ar L E -
i e e g I -
Tran o . . o A e Tl S R e i i
o3 J0 HECE el L Ll Lt e .ol - = H T
— Fors L | =3 L Pt SRRy ' *
& EELCE T T FI Y PR N e e
L
p— = — —— L] i
m rpe s Tk AR | S e A 1A pr, Bad] MBS L I I
LTI BT A HPodotdl = g ranel g g DT I e e - rogpa  CEEE
| I Lo L LE R LI T RS
Pl M I
I =l aeddy, =Egg
. =L by e PR . dund Te RS =L = -
'.:' "_:: I':L"'.r.:" TR Al e = =) 0 e ¥ M P 0 : r. ME g Tl Al |l e .
. Aa PR . .
FRNCTE R R
| L i Jrolas I
- (e d.at Lol PERT IREER b K TR I T LU ) I
PRI I — i HL Ay - & a g T el e Edra
| : — | — —
L |;__J_-|.:l_': I.--'-"--'sa.rl PR LI P P R b ] B TR Fraula g g Boe 2 9cs Oy R
— —— 1 - -

Table 1 Data regarding autoethnographic journal’s notes on threads in Phase one: form.
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Table 2 Data regarding autoethnographic journal’s notes on threads in Phase two: material.
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Table 3 Data regarding autoethnographic journal's notes on threads in Phase two: material.
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Table 4 Data regarding autoethnographic journal’s notes on threads in Phase three: agent.

F25.1

CUVRVED

YNVKorrw

VAN G o H6
Behackc
O/LBAR

HIGH

HI6H

LOoOw

HI6H

e 8

CVvARVE L

UKW O W

GRAPHITE
PENCILS
“#B8,28,48,
§B8 A 98

CVRVE O

v KNV O WH

VEGLETABLE
CHARLOAL
BAR tem

LIGCHT,

ME LI YA 4
16 H
VARIAT 104

Leg24

MEDIYM

AME DI /AT
& tow
VAR IA TIdM

M /G H

HIGH

EEEER

F25.1

LUVRVED

v K VI

cCvRrRVE P
(LooprPED)

MARKERS:
YN IPAINVT,
YNIPROCKEY
MEDIUA,
PILOT Fimm,
MoLarow
IMM L HISEL
FABER (ASTRU
BRVSH B,
Y 1BALL
MmICRO,
STAEDTLER
Fremsm £mw7
L/ VE R Z.0

A EO Y7

MELse 7

L oW

AEL) ey
b4 HISH
VARIATIGN

BIEL, vony

HNEL) A

AEDL) oy
£ LOow
SA4R 14 19k

Lowns,
AAEL s
L H 16 M
va 47700

b(/M/,
ME DIVM
b Hr6H
VAR I1ATION

YK worww

CHINA Iy K
WITH

54K VR A
BRYUS HPEN

tLow

A6 M

MEDIUM

:

CURVE
(LooPED)

G ROV

VAN GoHE
LLACK
0/L BA R

#le

176 L

ME Py

HEDL /S St

L ow

=y

L ow

A

N

coerrEL
LoorlED)

YKo

GRAPHITE
PENCILS
e, 28,48

Table 5 Data regarding autoethnographic journal’s notes on traces in Phase one: form.
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