


“We give gratitude to those who cook the food, serve our
meals, clean the toilets, sweep the floors and turn on the lights,
fix our computers, turn the soil and water the plants, tend to sick
children and vulnerable bodies, lend an attentive ear to grievances
and pain, clean and fix the streets, make the beds, wash the
clothes, run the trains and buses, teach and mentor, do the
laundry, protest, organize, strike, fill out excel spreadsheets, write,
read, and send endless emails. We offer our thanks to those who
came before, whose names are unknown and unsung but were
pivotal in their attentiveness, to those whose histories and labor
laid divergent pathways, to those who held silence and space in
anticipation of the yet-to-be, to those who bore witness, and to
those who listened, extended grace, wisdom, and patience, and
to all the countless hours of unseen labor that contributed to the
making of this book.”

1. Promiscuous Care Study Group, “Gratitude”
in Promiscuous Infrastructures: Practicing Care, ed. Michelle Teran et al.
(Leipzig: Journal of Aesthetics & Protest Press, 2024), 263.
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Thinking about Rilke's words when asked to give advice on how one
could become a writer “Sir, the only advice | have is this: to go into yourself
and to examine the depths which your life springs; at its source you will
find the answer as it is, without seeking to interpret it. Perhaps it will turn
out that you are called to be an artist. Then assume this fate and bear it,
its burden and its greatness (..) For he who creates must be a world of
his own and find everything within and in the natural world that he has

elected to follow.

2. Rainer Maria Rilke, Letters to a Young Poet, trans. Charlie Louth,
Penguin Little Black Classics (London: Penguin Books, 2015), 6.

This research is born fromm my dual identity as an artist and an educator. While
my background is rooted in Painting, my practice has long since outgrown the canvas.

Central to this research is its context: The Drawing Club, an artist-run
initiative | developed as a site for collective experimentation. It is within this space
that | explore drawing mediated by Scores. These scores are sets of open-ended
instructions or movements that act as a framework for each session we hold. They
are not intended to dictate a result, but to trigger a process- they aim to shift the
focus from what the drawing looks like to what the drawing does in the moment.

For me, the classroom is not a separate sphere from daily life, but an extension
of it; it is a space where everyday objects, shared stories, and a sense of humor become
the primary materials for learning? However, conventional educational spaces often leave
little room for experimentation. Because to experiment is to try, and that has to come with
risks. This project aims to give space to these intertwined thoughts, using both drawings
and words to argue that drawing is inherently relational, as it does not exist in a vacuum,
and can therefore be triggered as a response to something else.

In the Drawing Club, the drawing is always ‘in conversation’ with its environment.
| will address these conversations as tensions. Call me an optimist, but | believe we can
always learn from someone else and through this research, | attempt to see if drawing
can learn, too. | consider these scores to be playfull, therefore | am researching play not as
a superfluous distraction, but as a set of core values that can fundamentally reshape our
approach to the line.

My hope is that these insights offer new possibilities to the reader, be they an artist
navigating the market, a teacher seeking alternatives to hierarchical models, a creative
professional or simply someone curious. By understanding the depth of these playful
score-based practices, we may find new ways to balance the rigid demands of society
with the fundamental human need to feel free.
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This leads to the central research question:

What happens when drawing is practiced through playful scores
in the context of artist-run initiatives?

To explore this question, | adopt an approach combining facilitation,
participation, observation, and reflection inside the context of the Drawing
Club, specifically located in the collective studio Kunst Fabriek Zuid, at
PutseBocht 3, Rotterdam (NL).

The Drawing Club functions as the primary site of inquiry, where
participants would come together to draw. | created a social media account,
where | would advertise each session, and ask for participants to send a
message if they wanted to book a spot.

Through a series of sessions of the Drawing Club, | design and test
different scores that alter spatial and social relations within the group.
These scores are documented through field notes, participant responses,
and visual material, allowing me to reflect on how playful scores can actually
be felt in the body, in the space, and in the act of drawing itself.

Alongside this practice, | aim to find my partners, whether in books
or in other practices. For it, | conducted 4 interviews with professionals
working with Drawing and a pilot study to focus on methodology.

Rather than aiming to define play in its entirety, this research
situates itself within its complexity, focusing on how specific conditions
can enable alternative ways of engaging with drawing. In doing so, it seeks
to contribute to artistic and educational practices by proposing drawing
not as a fixed skill, but as an open and relational field.
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The Club is here approached as a shared space in which participation
can unfold more fluidly, allowing roles to shift and engagement to take
different forms. Purposely all people that attend the Club are named as
participants, rather than students. This decision wants to resonate with the
principles of Paulo Freire and Bell Hooks, emphasizing the need to create
alternatives to conventional educational structures (classes, lectures),
particularly those shaped by hierarchical relationships between the teacher
and the student. In a drawing this would feel more like an horizontal line,
rather than a triangle.

If | aim for my participants to feel free in the act of making a drawing,
| consider Bell Hooks wisdom,

“That empowerment can not happen if we refuse to be vulnerable while encouraging
students to take risks (...) In my classrooms, | do not expect students to take risks that | would
not take, to share in any way that | would not share. When professors bring narratives of their
experiences into classroom discussions it eliminates the possibility that we can function
as all-knowing, silent interrogators. It is often productive if professors take the risk first,
linking confessional narratives to academic discussions so as to show how experience can
illuminate and enhance our understanding of academic material. But most professors must

5
practice being vulnerable in the classroom, being wholly present in mind, body, and spirit.”

For me, practicing this vulnerability means letting go of the rule
that usually forces people to show up. In traditional schools, mandatory
attendance can feel like a demand to be there even if you don't want to
be, a forced performance. By dropping this requirement, | chose to take
a risk first, trusting instead in the participant’s free will. Consequently, |
also chose to simultaneously be a host and a participant, embedding myself
entirely within the process, making marks alongside everyone else. After all,
a line is composed of infinite dots, and | want to be one as well.

Attendance in the full program is not mandatory, and each session
can be entered independently. Hopefully, this openness allows the space to
remain flexible, while still offering a recurring moment for engagement.

£qnid b Aym
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Play informs the design of these situations, not as a fixed concept,
but as an attitude that sparkles scores. Hopefully balancing structure
and openness while seeking to understand how different forms of
engagement can emerge. Often these two terms seem to be opposites,
butit's within their tension that we can all play. While my aiming is always
to naively keep the space as open as possible, rule-making is essential to
create a middle-ground where we can all meet and experiment.®

In a way, too many options become no options at all. Consider, for
example, the paralysis of facing a completely white, blank piece of paper.
When there are no marks on the page, the heavy weight of everything
being possible tends to sink in. But if there is a score, the pressure lifts.
Suddenly, there is a point of departure, a direction to work

for,
with,

against,
about,

at,
or

simply in.

6. In Playing Our Cards Right: How Games Can Transform The Cultural Sector,
by James Parnell, the chapter Rulemaking was specially insightfull when thinking about
the necessity of rules. It suggests them as a vital structure capable to support our goals.
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Thesescores, presentingames,indrawing exercises (orevenin musical
sheets) create a framework in which participants can engage and transform
the creative act. Through this lens, play becomes not a fixed definition,
but a set of conditions that enable alternative ways of experiencing and
practicing drawing.

(What could they be?)

But there's a difference between being playful and being funny or
entertaining - and that's precisely where | want to position my practice.
Engaging in playful encounters with the required responsibility, aiming to
massage the rough edges.

Afterall Play is a very serious activity.

“Being smart and being serious are traits that teachers value.
(...)We are not as familiar with the healing power of humor. When
humor is used to wound or hurt by either a teacher or students, it
is the responsibility of everyone in the classroom to find ways to
acknowledge what has happened and to work at mending the
tear in the class body politic. All teachers could use more studies
about sharing the power of humor as a force in the classroom
that enhances learning and helps to create and sustain bonds
of community. Working together in the classroom, teachers and
students find equanimity when we laugh together.””

7. From bell hooks, Teaching to Transgress:
Education as the Practice of Freedom (New York: Routledge, 1994), 146

A1IA120D Sno1i3s A19A D sI Ab|d

Ernesto de Sousa (artist), Poster, A alegria é a coisa mais séria da vida
(“Joy is the most serious thing in life")1970.

In this work, graphic design and bold typographic drawing converge as a
mode of political resistance, in the context of Portugal’s Estado Novo.
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Thinking along in a metaphor, if a table is the space where the Drawing Club happens,
the different balls can function as its structural components. Can | call it rule-making?

35






£2100s POOB e 3¥ew 1 SS0P 1BYAA




40

Yoko Ono:
Grapefruit

4

PAINTING UNTIL IT BECOMES MARBLE

Cut cut and hang a painting, design,

a photograph, or a writing (printed or
otherwise), that you like.

Let visitors cut out their favorite

FAINTING TO EXIST ONLY WHEN IT'S

COPIED OR PHOTOGRAPHED

parts and take them. togra
For example, if the visitor likes red, ]I;:nﬂ?;l @ copy or pho kil
let him take all the red parts, > ;

many visitors to cut out their DEHH:I}' the originals.
favorite parts until the whole thing is
gone.
Also, instead of cutting the parts out, 964 spring
you may ask them to paint black ink over :
them,

In case of the writing, you ask the

visitor to cut out his favorite letter
or word.

1961 summer
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Trisha Brown:
It's @ Draw!

1. Trisha Brown Company, stills from It's a Draw,
accessed May 13, 2026, https://trishabrowncom-
pany.org/repertory/its-a-draw.html.
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12. Video still from Never touch the ground by Priscila Fernandes (2020), acessed in May 1,
from https://priscilafernandes.net/projects/never-touch-the-ground/stills
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This subversive attitude of seriously fun speaks along these projects.
For me, practices like those of Yoko Ono, Trisha Brown, and Priscila
Fernandes act like a constellation of vital reminders of what happens
when we dare to keep our hands and minds playful. Whether using text
instructions to crack open infinite spaces for action, dragging the whole
body onto the paper to create a choreographic blueprint, or subverting the
very structures of education to remind us that creative freedom is a form
of resistance, their shared spirit is the way to go.

How can this be understood within the practice of the Drawing
Club?

It means that the scores designed in the Club are not technical
exercises; they are disruptions. Like Ono, | count on simple written
instructions to bypass the fear of the blank page. Like Brown, | invite the
participants to treat drawing as a whole-body, choreographic movement.
And like Fernandes, by pushing the body against these specific rules, the
predictable path breaks, giving rise to an endless variety of unexpected
possibilities.
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Movement lll:
Gather the
ingredients
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““Now, I'm going to
join you!

-Let’s hold the pen
together and, in
silence, draw the

objects in front of us.

(2 min.)”
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““Now Inés, please hold the pen
with your non-prominent hand
and draw the same objects.”
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-For 1 minute, use
your mouth to draw

-For 2 minutes, draw the
negative space aro within
the objects you have in
front of you

-For 1 minute, use your
feet to hold the pen, and
draw the objects in fornt
of you

59

-For 1 minute, you can
only draw looking at your
objects, and never at the
paper (blind drawing)



"0IPN1S Y31 01 SISISIA 18y JO U0 Bulnp ‘aywa4 1aad AN




suapNnT 1sod X gn|D Buimelq oy 191sod







1901 1B UOIX3a|jay dAI109[|0D







What if this concerns turn into lines?
How can they intertwined?
Can they form shapes?
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As aresearcher | feel amazed by these different possibilities, but even more with
the kind and generous attitude by my dear participants. Thank you for thinking a
long and thank you for sharing with me your deep feelings toward this subject.

The Drawing Club, and the research sustaining it, functions as a space where this
“attitude” is exercised—a place where we remember that we are not born taught,
but that through (tiny) movements, we can maybe draw ourselves into existence.
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The following chapters move through specific encounters where this
friction was the primary guest. | have organized these sessions into three Fields
of Tension to examine how drawing shifts when confronted with something
else. This something else can be a place, an object, someone, or simply a score.

First, we encounter Body vs Tool, where we notice the physical exhaustion
of the hand and the material reality of the object, asking what happens when the
body is the one that reaches its limit.

We then move into Self vs Collective, examining drawing as an intrusive,
social act where lines must share the same skin and learn to be together in a
crowded room.

Finally, we face Judgment vs Liberation, where we confront the internal
ghosts of what we consider “good” and “bad,” allowing our expectations to crack,

suspending this notions and curiously.

By looking at these moments, | want to notice drawing not as a solitary skill,
but as a reactive, living practice that is shaped by the very friction that brings it to
life.
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Drawing and Repetition (DC #2)

07/05/2025
18:00- 19:30 pm
Purse Bocht, 3, 3073 HD, Rotterdam

Does the way we look at things affect our drawings? What can we
learn from repetition? If we intensely draw the same thing over and over
again, will we get closer?

Movements:

1. Dismantling automatisms- look at your object for 30 seconds and never
look again. By using your memory, draw the image you have in your head.

2. Slow Down Blind Perimeter Drawing- Never looking at your paper, follow
the line that marks the perimeter of what you're looking at. At the same

time as your eyes follow this line, draw it on the paper.

3. Negative Space- Draw the liminal space between your object and the
background. Try to see the object for the outside space it interacts with.

4. Divide your object into different parts. Draw something different with
them.

5. Collective Reflections
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This session was about different ways of drawing and therefore looking
at one subject. | brought with me a watering can, a chilly pepper plant and
a boot. Lucky chance that we only had 3 participants, meaning that each
one could use one object to work with. | asked participants to choose an
object for the entire session.

At the time | felt that | had to improve my networking skills to call
more people, maybe investing on paid publicity through social media - note
for improvements.

Mario (a participant) started by asking me to go a “bit slower today”,
because he just came from a physical class. He shared with me that last
time the Club was very physical and he needed more time to adjust today.
Funny how life sometimes works, because that was precisely my plan.

Different ways of drawing something is important for the practice, we
also have many different sides that all combine to make us who we are. |,
myself, am at the same time my front forehead but also my hair in the back,
I am my knee, | am my hands and maybe the spaces my body occupies.
and drawing a new object.
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Choosen object- a Boot: Movement 1
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Choosen object- a Boot: Movement 2
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Choosen object- a Boot: Movement 4
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In this session, play unfolded in a more gradual and continuous
rhythm, building towards a stronger moment of engagement in the final
movement. The structure appeared to adapt to participants’ agency, rather
than directing it, allowing the session to grow in intensity over time, putting
them in the lead of the process.

The scores proposed different ways of looking,aiming to unlock
different ways of drawing the same object. This repetition seemed to
support participants in moving beyond typical approaches, opening space
for experimentation.

Although the session remained spatially centred around the table,
the body was still present through attention and responsiveness. Free will
and agency once again appeared closely connected, emerging together as
participants navigated the conditions of each score.
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Together with Inés Garcias and Mariana Santos, we developed a series
of Drawing Clubs to take place at “Art is Home" (Stichting). For this session, roles
overlapped, as hosting and participating happened simultaneously for the three of
us.

High paced, as a social experiment this Drawing club revealed to be very
great. And as a drawing practice, even more so.

The draft of the session was designed mainly by Inés, so for this day | could
really take a step back, observe and help in whatever needed. By the second
minute of Movement 2, the atmosphere had already intensified. The group began
to respond collectively, talking, laughing, and reacting positively to the unfolding
process. The Movement generated a noticeable sense of joy, aligning closely with
the principles of play that underpin the Drawing Club. It also produced a wide range
of unexpected outcomes, as drawings became layered through multiple hands and
decisions.

Some participants recalled having done similar exercises in childhood,
reinforcing the sense that this activity reactivated a form of play. At the same time,
the process challenged more fixed expectations of what a drawing should be. By
introducing continuous and permitted interference, authorship became shared,
and the notion of a “finished” image was destabilised.

Negotiation became particularly relevant in Movement 4, when participants
collectively contributed to a shared narrative. Although the resulting story
leaned towards the non-sense, it functioned as a cohesive ending to the session.
Conversations extended beyond the drawings themselves, opening into exchanges
about the city of Rotterdam and even drifting into personal UFO stories.
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These two encounters reveal the complex friction between the self and the
collective. When we draw alone without looking, we bridge closer to our inner
selves, momentarily suspending judgment. Yet, the moment we draw together,
directly in a table full of strangers, or indirectly influenced by the work of others a
shift occurs: self-consciousness slips back in, and we feel an impulse to apologize
for our marks. Do we change our lines because we want to impress, or because
we want to be perceived differently? Perhaps it is simply the natural negotiation 141
of sharing space. Entering the collective requires a distinct vulnerability, but it
also brings the transformative power of community.

140

| consider the words of Roberto dell'Orco about the challenges of collectivity

“I thus feel that the collective challenge in front of us is
to renew our gaze and to completely abandon the habit
of separating ourselves from the life we face, which has
led some people to falsely believe they are superior, as if
human beings were chosen above other species, So the
challenge is to finally abandon the illusion of privilege, of
one human over another, or humans lording over other
species, thus destroying the toxic human privilege that
has poisoned our whole living systems.”®

Sitting at the table, learning from others and drawing together is a small
but vital way to dismantle that toxic privilege, allowing us to renew our gaze and
reconnect with the shared life happening right in front of us.

13. Roberto dell'Orco, “Eating Together,” in Being Together: A Manual for Living,
by Grace Ndiritu (The Hague: Page Not Found / rile* books, 2022), 52-53
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Drawing and Jazz Improvisation (DC #12)

25/06/2025

20:00- 21:30 pm

Purse Bocht, 3, 3073 HD, Rotterdam

Guest hosts: André Mestre and Joao Barata
Guest photographer: Duarte Oliveira

Can improvised music inform the practice of Drawing? How can music
influence the traces we left behind? Can a Drawing be heard?

Movements:
1. Please place a pencil in both your hands at the same time. Close your eyes
and imagine them as Music Instruments (you can never look at the paper

while drawing. If you do, start again)

2. Please pay attention to rhythm and draw it instinctively as an emotional
landscape. (Attention, you can not use your hands!)

3. Please pay attention to the harmonie and draw it, instinctively as an
emotional landscape. (Using your both hands at the same time)

4. Please pay attentiontothesilenceanddraw it, instinctively asan emotional
landscape.

5. Collective Reflections
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We may initially think that drawing only concerns the hand and the eyes but it feels a bit
wasteful to not consider the whole body. Isn't it all connected? | was intrigued whether Music
could inform the practice of drawing, and as it turns out, it truly did.

Drawing Music is not a simple invitation to make. This was the second time | facilitated
this kind of experiment, which allowed me to refine my prompts. It is important for me that
participants do not need any prior knowledge of music to engage as | believe that we all have
sensitive bodies, and that is enough to act.

For a large part of the session, | asked participants to draw without looking at their paper.
| was interested in how removing the capacity to see could open up different possibilities. If
you are not looking, you are also not judging while you do it, bridging closer to your inner-self. |
always enjoy observing the moment when participants finally look at their drawings as it often
brings laughter and surprise (“Did | really make this?”")

| am aware that the way we feel music is deeply personal. To support the process, |
suggested that participants try to imagine landscapes within the sounds they were hearing. |
offered this as a kind of anchor, a light rule that could help them enter the movement. | noticed
that this was particularly helpful for those who had never tried something like this before.

Drawing and Improvised music maybe walk side by side. You can read scores, but it's about
being aware of yourself and others in the moment of the performance, maybe communicating
without words.
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It appears that music functions as a strong facilitator of play. From the
beginning, participants’ bodies were visibly engaged, shifting positions and
finding alternative ways of sitting and moving. The relatively small group
size (5) allowed for a sense of intimacy to emerge.

An unexpected moment occurred when a participant entered the
space mid-session, drawn in by the music he could hear from the building.
Without prior context, he decided to join for the rest of the hour (5+1). This
reinforced the idea that sound can extend the boundaries of the Drawing
Club, making it more accessible, easy to invite.

In the diagram, the different lines begin to intertwine in relation to
one another over time. Initial apprehension gradually gives way to a more
vivid form of free will, visible in the way participants start to engage with
materials in unconventional ways. When asked to “not draw with their
hands,” participants began to explore alternatives to sustaining a pencil
with your hand, holding materials differently and allowing the (entire) body
to take over the task of drawing.

As the session unfolds, there is a noticeable shift toward slowing down.
The need for extended time within each movement becomes more apparent,
and the structure of the session gradually softens. Alongside moments of
active engagement, there is also a clear presence of contemplation, where
simply listening to the music becomes a valid and meaningful form of
participation.
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“You always want to do well, but the recurring paradox
is that you have a much better chance of doing well if
you let go of the anxiety and just get on with it.

Try writting three bad pieces a day. | bet you can't do
it. Your talent will sabotage you and cause some great
music to come out! Another composer-friend of mine
told me, “Kenny, | know that that just doen’t work. I've
written a ton of bad pieces over the last thirty years,
and it hasn't done anything for me.” | said to him “Ash,
yes, but did you ever try to write a bad piece? That is
the liberation that I'm talking about

I"

14. Kenny Werner, “Fear-Based Composing,” in Effortless Mastery:
Liberating the Master Musician Within (New Albany, IN: Jamey Aebersold Jazz, 1996), 75.

By weaving together the experiments of drawing to jazz and intentionally
making “bad” drawings, the next question emerges: what does it truly mean to be
free?

True liberation in drawing is not an immediate state and means something
different for every single individual; but maybe, we can come close to its meaning
by gradually dismantling the paralyzing judgments of what we consider “good”
or “bad.” When we remove the capacity to see the paper, or when we use humor
to purposely aim for failure, we bypass our critical minds and bridge closer to
our inner selves. This reveals that, as play, liberation is not the total absence of
rules, but rather a dance with them. And play, as liberation, is not immediate,
but emerges through a balance between understanding the specific context by
giving it time, and the willingness of participants to embed themselves critically,
in the set environment.

We must continuously navigate how to balance the restrictions imposed
upon us by a score while still finding the agency to emancipate ourselves. By
transforming structural constraints into playful prompts, we create a temporary
sanctuary where the body can drop its hesitation, test the waters, and finally
transform judgment into absolute creative survival.
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When | first set out to ask, “What happens when drawing is practiced
through playful scores in the context of artist-run initiatives?” | could not
have anticipated the rytthm it generated. The short answer is: a lot. This
practical journey has reinforced my fundamental conviction that everyone
can draw, provided one has the willingness to step into the space.

Drawing often begins with a physical tension. At its most basic level,
it occurs when an object and a surface are held in pressure. For a mark to
exist, something must give way. While working on paper, usually, the tool
proves to be the stronger one; it is the surface that is the first to crack or
transform under the weight of the gesture. If there is no resistance, there is
no line. And throughout this process, drawing itself was kept under intense
tension, yet it survived.

In the Drawing Club, | have come to see this friction as our most
honest teacher. Tension is therefore not felt as a mistake, but as the essential
trigger of the experience. It is the pull between the hand’s desire and the
tool's stubbornness. When we lean into the “cracking point,” drawing stops
being a static exercise and becomes a constant negotiation with different
forces. It is precisely through this friction that drawing proves itself to be a
deeply resilient, play-oriented process. We have witnessed firsthand that
drawing is never strictly an exercise of isolated hand and eye muscles. It is
an act concerning the entire sensitive body.
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The Power of Self-Organization

As an artist-educator, the radical potential of artist-run initiatives became
impossible to look away from. Hosting This experience tells me that self-
organized structures are perhaps the most liberating actions we can take as a
collective; by claiming our own spaces and inventing our own rules, we gain the
power to shake both social hierarchies and political frameworks.

What began as a simple idea in my head evolved into a horizontal, self-
sufficient shared practice. Growing this collective spirit within the club has been
vital, and | feel incredibly proud to work alongside such wonderful people and
brilliant artists. This journey wouldn't be what it is without Inés Garcias, an artist
friend | met in Lisbon whose multidisciplinary work expands toward collective
storytelling and the diverse meanings we read from pictures. And, of course,
Mariana Santos, whom | met on our very first day of class in our Master of
Education in Arts. In a lovely twist of timing, she studied Drawing at the same
university where | studied Painting, just a few years apart. Our practices have
truly grown together, and the following lines are a conversation piece Mariana
and | started, wondering how one could even draw:

“(R) When | was younger | thought that to be able to draw you had to see really
good.

Then | grew up and wondered whether the hand had to be heavily muscular.
Nowadays | often prefer to draw using my non-prominent hand and eyes
closed.

(M) What even is drawing?

For what is a drawing is debatable, some of my drawings could be considered
paintings or installations. It needs to be on paper-but | also draw on fabric. It can
only be done with lines - but | also paint in my drawings. So why isn't it a painting
if | paint? What even is a drawing? And how do we make a drawing?

To scribble until something comes out, to talk with someone and the drawing
makes itselfinside the conversation, or to be with my own thoughts and suddenly
something shows up. I notice when I draw that it is a conversation with a material,
there are limits and restrictions and I'm made aware of them along the process,
it requires thought and deliberation, what goes where, what is first, to trust the
process

in the most stereotypical way, to see where it takes you. And if | don't like- I'm
allowed not to like, like in a conversation with a friend- | can try again, leave it for
a bit, return later to embrace it or to move on to the next drawing.

(R) Being a painter myself, the boundaries get mixed. | can paint with pencils
and draw with brushes. Does one care for the context and other for the content?
Is it about surfaces and lines? You're right, these materials are wild, they don't
want to be stuck in concepts, and when they are, all they want to do is trespass
them. Like olive oil and water.

In art school, | remember my Drawing teacher telling us that every possible
drawing is already on the surface of the white page, we just have to find it out
with our pencils. Maybe highlight it, discover where its hidden, lines are quiet,
waiting for us. Like this it takes a bit of the pressure out, huh?”
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Portrayt | did of Inés (left) and Mariana (right), during the “Drawing Talk” Club session.
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Redrawing the Framework

Of course, this research carries its own built-in boundaries and inevitable
biases. Throughout this cycle, | deliberately gathered multiple roles, acting
simultaneously as an artist, educator, host, collaborator and researcher. While
navigating these overlapping identities allowed for deep lived insights, it also
made it difficult to step outside the process to observe it from afar. As the popular
saying goes, you cannot see the mountain if you are standing in the mountain.
These reflections are intimately tied to my own body, memory, and standards of
judgment. Yet, there is a distinct beauty in recognizing this limitation. Because
this methodology is completely situated within my own presence, the facilitation
of the Drawing Club by anyone else would feel drastically, beautifully different.
That open-ended variability is exactly what keeps the practice alive.

Looking back at how | chose to notice play within the room, this practical
experience has also reshaped my own methodology. While | initially approached
the Club through five specific lenses—body, free will, agency, performance, and
rules—the reality of the workshops proved that Time and Space were not just
passive components, but massive, active forces within the process. In future
iterations of this research, | would reframe this scope entirely, situating my
lenses into body, space, time, and rules, since it could help understand better
not just the internal ingredients of the player, but the exact conditions of where
and when play actually unfolds and shapes its own context.

The Next Loop

My original intention was never to dictate a final outcome, but to offer a
palette of possibilities and understand how they were received. Consequently,
this conclusion does not mark the end of a line, but will continously keep on
spiraling, perhaps towards a never ending loop. | am left wondering how
these playful scores might expand when shared with other groups of people?
How would this setup be received if we deepened it alongside children?
Collaborated with the elderly ? Or reawakened the practice within those
who gave up on drawing long ago? Specific target audiences could make
the program also be more specific and adapted to these specific contexts.

More than anything, this work made me face multiple challenges, pushing
my actions into a more critical analysis of the balance between Art and Life, and
how one can feed the other. It also made me confront other internal and urgent
interrogations. By observing how participants continuously navigated structural
restrictions to find moments of genuine liberation, it also made me confront other
urgent interrogation, like: how can one truly feel free? It is a continuous dance
between the constraints imposed upon us and our collective will to subvert them.

But for now,

i can only hope for us,

for us all,

to keep on playing, and to keep on drawing.
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