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Figure 1
Doodling Experiments on Different Supports

Note. Doodle on paper (A4 format); doodle on aluminium (approximately 40x65 cm). Both works
are part of the initial research phase of my creative process.
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Figure 2
Doodling Study
Note. Doodle created on A4 paper using pen and pencils. The work documents my phase of mark-making exploration.

Figure 3

Application of Doodling on Metal

Note. Doodle on aluminium support (A8 format), created through chasing and repoussé techniques, enamelling, and
printing. The image illustrates the integration of doodling into my metalworking process.
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Synopsis

This text presents an artistic research project that investigates “making as a method of
knowledge, self-analysis, and transformation of inner experience.” Through the activity of
doodling, drawing, making and contemporary jewellery, the research explores a process-
based, non-linear, and rhizomatic approach in which gesture, material, and thought are
deeply interconnected. This assignment examines the theoretical framework, the
operational method developed, and the ethical and personalimplications that emerge from

an embodied artistic practice in constant becoming.
Introduction

This project originates from listening to the multiple inner voices that inhabit my mind:
intuitions, emotions, and indistinct thoughts that demand a form and are transformed into
matter through making. For me, craft becomes a means of active meditation, self-analysis,
and meaning-making a necessary process to translate inner chaos into visual and tactile
structures. The aim of the project is to cultivate an open, fluid, and non-linear creative
method in which materials, gestures, and fragments can generate unexpected connections
and continuously shifting configurations. The outcome is not a predetermined final object,

but an ecosystem of components that interact with one another in constant evolution.

My artistic practice is situated within contemporary jewellery, which | consider an extension
of the body and a psychological space rather than a purely decorative object. Through
drawing, doodling, spontaneous writing, and material experimentation, | build an archive of
forms, lines, and thoughts that emerge from intuitive traces. These practices function as
tools for thinking: ways of meditating, analysing, and giving order to experience, while

exploring the relationship between body, psyche, and touch.
Research Questions

In what ways can craft, and in particular contemporary jewellery, function as a tool for self-

analysis, meditation, and emotional regulation?

How can drawing, doodling, and spontaneous writing be transformed into a rhizomatic,

non-linear method of artistic production?
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How can fragments and materials generate forms that reflect the mutability of thought and

embodied experience?
Horizontal Method

My method does not follow a hierarchy but proceeds horizontally: many lines of thought
intertwine to form a network. A central feature of my process is that many decisions are
made simultaneously; it is almost impossible to establish which depends on another. This
approach resonates deeply with the concept of “rhizomatic thinking” as conceived by
Deleuze and Guattari (1980/1987, pp. 3-25), a model of thought that develops horizontally
like a network of connections without a central root, origin, or hierarchical structure, where
any point can connect to any other, and there is no beginning or end, only a continuous
middle. Like the rhizome, my process is not a linear sequence of causes and effects but a
web of simultaneous relations. Developing a method has been fundamental to my
research. | wanted something that would allow me to remain for a long time in the zone of
the process, while also creating boundaries a structure within which | could move freely. It
took me awhile to understand where | wanted to go and what to do concretely. Looking back
at the many tests | made in the past, | noticed that geometric forms particularly attracted
me: they allowed me to read the figures clearly and to focus on the interior of the piece, not
on its edges. | also enjoyed working in collage one element placed beside another acquires
a different value than when it is isolated (see Figure 1,2,3). | wanted a method that would
allow me to expand, to have a broad vision without losing detail. This strongly reflects the

way | think. My preferred techniques are chasing and repoussé, enamelling and engraving.

At a certain point, | began to explore the relationship with scale. | realised that my thoughts
were taking shape on A4 sheets of paper. So, | decided to reduce the dimensions by dividing
an A4 sheet into sixteen equal parts. The resulting metal fragments each measure A8
format, small "mini pages" that retain the proportions of the original (see Figure 3) rectangle
speaks with its own voice, but together they form a larger map: the individual tells one story,
the whole another. In this interplay between small and large, everything changes according
to what surrounds it and the context in which it is placed. Identity and perspective are in

continuous transformation.
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If Deleuze and Guattari offer me a spatial model for thinking about simultaneity and the
network, the physicist and philosopher Karen Barad (2007, p.33) helps me to think about
the how of this network in action. With the concept of “intra-action,” Barad moves beyond
the idea that separate entities interact with one another: rather, it is within the relation itself
that subjects, objects and meanings come into being. When | work, | am not acting upon a
passive metal, nor is the metal acting upon me. Together, we are in an intra-action that

transforms us both.
Drawing and Doodling as Thinking Tools

| have always felt the need to draw, even when | did not know exactly what. During lectures,
or in moments when | had to begin a project or make decisions, my hand would fill sheets
of paper with scribbles. It was a spontaneous gesture, almost involuntary. | have always
been fascinated by psychology, by understanding and analysing what | do: my principle has
always been 'first do, then ask why'. So, | began to look at those scribbles with different eyes.
| did some research and discovered doodling a term | did not know and the work of Sunni
Brown (2011). In her TED Talk, Brown defends doodling as a tool for 'thinking differently': she
argues that scribbling helps to solve problems, generate ideas and process complex

information, activating neural networks distinct from verbal-logical thought.

My doodles almost always take shape in an A4 notebook that | carry with me everywhere. |
openitwhen | need to think, to relax, or to release emotions often in the morning, before the
day begins, but especially in the evening, as a small personal ritual. These drawings are
representations of emotions or concepts, closely linked to how | visualise relationships, life,
thoughts. Everything is so complex that in my head it becomes lines intertwining with one
another. | perceive entities as lines in an imaginary space: relationships do not break, they
meet, separate, meet again. | visualise a thought as a movement of lines many thoughts,
many marks moving in a direction. The infinite ling, a simple line that can symbolise multiple

things (see Figure 2).

When | read the anthropologist Tim Ingold (2007), | understood that | do not see only
relationships this way. | see everything this way. Because for him, to live is already to trace:
every being, every breath, every sound is a line disposing itself in the world. There are no

points, only paths. There are no containers, only entanglements. | see exactly this: emotions
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are lines thatrise, tremble, settle. Thoughts are lines that depart, hesitate, change direction.
And we are not fixed points seeking connection: we are bundles of lines that unravel through
time. To meet is not to fix oneself. It is to share a stretch of road, to feel for a moment the
same current. To part is not to break. It is simply that the line continues elsewhere (Ingold,

2007).

| am now experimenting with transferring my drawings from paper to metal, trying to
understand what this transition might generate. Drawing is thought becoming mark. But it is
in the gesture of chasing when that mark meets the resistance of metal that thought
becomes flesh. | have not yet reflected fully on the meaning of this shift: do this metal
fragments become surfaces for new doodles, or is doodling itself the central act, migrating
across different materials? | am still exploring whether to remain within the gesture of
scribbling, or to let myself be surprised by the transformation that occurs in the passage
from paper to other materials and by the new, unexpected possibilities that this passage

might reveal.
Craft as Therapeutic Practice

Imagine chasing metal. The movement is always the same: the hammer striking the metal,
the vibration travelling up your arm, the chasing tool carving a groove. Yet, within this
apparent monotony, something extraordinary occurs. The mind, which moments earlier
raced between worries and scattered thoughts, becomes focused on the here and now of
each blow. Breath synchronises with the rhythm of work. In repeating that precise and
powerful gesture, you discover not only how to shape metal, but something far more

valuable: you discover who you are becoming.

This experience finds a twofold, powerful articulation in two thinkers who though distant
from one another illuminate two sides of the same coin — the construction of the self
through dialogue with matter. The Danish philosopher Sgren Kierkegaard posed a crucial
guestion: how does one truly become oneself? His answer was practical: through repeated
choices and intentional actions. At the core of his thought lies 'authentic repetition'
(Kierkegaard, 1843/1983, pp.149-150,275): not mechanical reiteration, but the act of
returning to a gesture each time with renewed commitment an act of fidelity to oneself. In

craft, every hammer blow is a micro-choice that shapes character: the choice to be patient,
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focused, persevering. The workbench becomes an existential gymnasium, where the
struggle against the resistance of the material mirrors the inner struggle to give form to one's
own life. Healing, for Kierkegaard, occurs precisely here, in the act of creating, we rediscover

our capacity to be authors of our own existence.

But how exactly does this transformation take place? How does a physical gesture forge
interiority? It is here that the thought of anthropologist Tim Ingold completes and balances
Kierkegaard's vision. In Making, Ingold (2013) introduces the concept of 'material thinking':
we do not think first and act afterwards; rather, we think through doing, through our hands,
in a continuous dialogue with materials. When you chase metal, you are not applying a pre-
existing idea to a passive material. Instead, you are engaging in a responsive conversation:
the grain of the metal guides you, its hardness modulates your force, its sound provides
feedback. In this flow of shared attention, mind and body, intention and matter become

fused.

Ingold's material thinking finds a powerful ally in the philosophy of Karen Barad (2007). If
Ingold describes making as a responsive conversation with materials, Barad invites us to
consider that there is no pre-existing 'lI' and 'metal' that enter relation; rather, both
emerge from the relation itself. In this perspective, the workbench is not the site where a
pre-existing self encounters an equally pre-existing matter: it is the site where the self

becomes through matter, and matter becomes meaning through the self.

It is precisely in the encounter between these perspectives that the therapeutic fullness of
craftreveals itself. Kierkegaardian authentic repetition the ethical commitment to becoming
oneself finds its operational theatre in Ingold's 'material thinking' and Barad's 'intra-action':
the physical and cognitive dialogue with matter in which subject and object co-constitute
one another. In the gesture of chasing, you do not merely choose who to be (Kierkegaard,
1843/1983); you become it through a dance of mutual transformation with the metal
(Ingold, 2013; Barad, 2007). Healing is thus neither solely interior nor solely relational: it is
the fruit of a virtuous circle in which the self's commitment gives meaning to the gesture,
and the dialogue with matter gives substance to the self. The workbench becomes the place
where we learn, blow after blow, the deepest of lessons: that we become authentically
ourselves only when we engage, with our whole being, in responsible conversation with that

which surrounds us.
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Contemporary Jewellery as Psychological Space

Wearing a piece of jewellery is a gesture that extends beyond decoration. Itis an intentional
act, we create a portable psychological space, a point of contact between who we are inside
and what we show outside. When we wear aring, a pendant, a bracelet, we are not adorning

the body we are wearing a part of ourselves.

That part may be a recurring thought, a value, a mood we wish to acknowledge. To choose
or shape a piece of jewellery that resonates with that inner fragment is to render it tangible.
The jewellery becomes, then, a physical reminder, an anchor that recalls who we are, orwho

we wish to be, in that moment.

Yet this space does not only hold the self. Often, it holds others. Wearing the jewellery of a
loved one a grandmother's necklace, a partner's ring is not a formal tribute. It is a ritual of
continuity. To keep that object on the body is to symbolically keep the person — their

essence, the shared feeling. Jewellery becomes a bridge crossing distance and time.

The art historian Damian Skinner (2013) Precisely captures this. In his reading of
contemporary jewellery, the jewel is not ornament but narrative object. To wear a piece that
carries someone else's story is not to remember, it is to activate a story. A fragment of
another's biography becomes part of our presence in the world. Jewellery is a statement, a

symbol that communicates silently, a portable tale.

Its meaning, however, is fulfilled only in the act of wearing it. It is there that it ceases to be
inert matter and becomes living space: a place where identity, memory and relation take
visible form. A piece of silver or gold transforms into a narrative companion, a discreet

witness to the bond between ourselves, others, and the time we move through.
Conclusion

When | began this research, certain voices already inhabited my thinking. | knew Deleuze
and Guattari. | knew Tim Ingold. The rhizome and the line were already the lens through
which | viewed the world: networks that construct themselves without a centre, paths that
do not connect points but proceed. Then other voices arrived: Sunni Brown, Kierkegaard,
Karen Barad, Damian Skinner. They did not give me a new method. They returned my own

method to me, named, more certain. It was already present in my doing in the notebook
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always open, in the gesture of doodling, in the persistence of chasing, in the silent dialogue
with material. Research was the place where my gesture met its name. But | discovered
something more: these voices do not add to one another, they intertwine. The rhizome and
repetition. The line and intra-action. Doodling and jewellery. | did not discover separate
thoughts, but a weave. And my place is there, at the point where those threads meet. Now,
in the studio, | gather all of this. On the bench | keep the open notebook, with its trust in the
mark that thinks alone. Beside it, the metal fragments and the certainty that meaning
resides neitherin the fragment nor in the whole, but in the continuous passage between one
and the other. | cherish the jewel not as object, but as habitable space: a story someone will
choose to carry with them. And | hold onto the solidity of what was once only intuition. That
tangle of gestures and thoughts | felt within but could not name today it has a name, a
context, a weave. Today | know it was not confusion. It was a method waiting to be

recognised.

Z

Figure 4 Photographer: Juliana Gomez Garzon
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Reflection

Submission date: 29 May 2026
Word count: 1700

Supervisor for the Degree Report “Reflection”: Magnus Haglund

If the research helped me recognise the structure underlying my practice, the process itself
allowed me to observe how that structure operates in everyday making.
Whatfollows is not only documentation of the work, but also a reflection on the movements,
repetitions, hesitations, and material dialogues through which the project gradually became

visible to me.

-
- gﬂ:

Figure 5 Photographer: Juliana Gomez Garzon
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Origin

This project grew out of a way of drawing that | have carried with me for a long time: quick
sketches, doodles, and visual notes made without a fixed plan. At first, | did not think of
these drawings as jewellery. They functioned instead as a form of ongoing documentation,
a way of tracing mental images, thoughts, unexpected connections, and emotional states.
Drawing helped me slow the flow of information and observe more carefully what was
happening internally, even when | could not yet translate it into words. Over time, | began to
recognise a kind of inner language. Certain marks kept returning without conscious
intention. | became interested in how these drawings seemed to belong to the same system,
even though they were made at various times. | no longer saw them as individual images,
but as fragments of something larger, as if each sheet formed part of an archive in
continuous expansion. At a certain point, | realised that | was not so much drawing images
as recording mental movement. Drawing became a way of observing thoughts before they
took on a stable form. Some marks seemed to emerge automatically; others appeared only
after extended periods of accumulation and repetition. | became interested in this tension
between control and automatism, between intention and instinctive gesture. The project

slowly emerged from that observation.

Figure 6 Photographer: Juliana Gomez Garzon
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Figure 7 Photographer: Juliana Gomez Garzon

Translation

At the beginning, | used coloured aluminium and brighter colours. Over time, however, |
gradually began to remove rather than add. The pieces became entirely black and white. |
started using anodised aluminium, and the work took on a quieter, almost clinical character.
At a certain point, | realised that the fragments resembled X-rays not of the physical body,
but of internal states, as if emotions, tensions, or thoughts could leave visible traces on the
surface. The work began to suggest an X-ray of something that does not belong to the body.
This image stayed with me throughout the project. | was drawn to the idea that something
internal could be observed indirectly, through residues, marks, and layers—not in a
descriptive or narrative way, but as a presence, a trace, a remainder. The more reduced and

silent the work became, the more intense it seemed.
Structure

The choice of the A8 format was important. | needed a clear structure within which to work,
and | realised that | work best within precise limits. The small format made each gesture
more essential while still leaving room for improvisation. The clearer the constraint, the freer

the work became. Each piece became a small autonomous unit yet remained connected to

12
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the others. | was interested in building a modular system in which each fragment could exist
on its own or alongside the rest. | no longer thought of jewellery as a set of finished objects,
but as mobile elements within a larger structure. During the process, | learned that
repetition does not eliminate unpredictability; on the contrary, it often makes it more visible.
Repeating the same gesture many times produces subtle differences that would otherwise
go unnoticed. The more | repeated the process, the more apparent those differences
became. The work became linked to the idea of accumulation. Each fragment added
something to the overall system without ever closing it definitively. | was drawn to the idea
that the project could, in theory, continue indefinitely. There was no precise moment at
which the work felt truly finished. This made me reflect deeply on the relationship between
order and chaos. At first, | saw doodling as something spontaneous and disordered. Over

time, however, | understood that even the most intuitive repetition slowly builds a structure

a kind of internal grammar. The structure did not limit the work; it allowed it to expand.

Figure 8 Photographer: Juliana Gomez Garzon

Process

| realised that the process became as important as the result. Often, the most interesting
moments did not coincide with the completion of a finished piece, but with the intermediate
stages: accumulating fragments, moving them, observing them side by side, and suddenly

recognising relationships between distant elements. At times, the table felt more like a

13
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mental surface than a workspace. This observation also changed the way | think about
jewellery not only as an object to wear, but as a form of organising thought: a mobile system
of images, connections, and traces. | also came to understand that the process had its own
rhythm. Some days were devoted purely to accumulation; others were more selective.
Sometimes | worked by addition, sometimes by subtraction. This oscillation became part of
the work itself, not only of its method of production. The way the material responded also
shaped this thinking. Some gestures that were clear on paper became unstable on metal. |
had to accept loss and transformation as part of the process. At other moments, what | had
considered an error became a new direction. | was not aiming for complete control over the

system; | was aiming for continuity through change.

Exhibition

My reflections on the exhibition came quite late, but they changed the way | understood the
project. | decided to present the work on a long wooden table, like a workbench. For me, the
table was as important as the jewellery itself. It is the place where the project was built,
where the pieces were moved, observed, accumulated, and modified over time. | did not

want a presentation that felt too clean or distant. | wanted a visible connection to the

process.

The arrangement of the fragments changed many times. At first, | considered a looser
composition to preserve the spontaneous quality of doodling in the exhibition. Later, |
brought the pieces closer together, creating a denser structure, like a puzzle or a map. This
decision completely changed the audience’s relationship to the work. One of the most
striking aspects of the exhibition was the way people interacted with it. When objects are
displayed in a fixed, ordered way, there is usually an unspoken distance: people look, but
rarely touch. Here, the opposite happened. Many immediately wanted to move the pieces,
recombine them, and form new connections. It was as if the system remained open, even
in front of others. This made me realise that the fragments are not perceived as closed
objects. They retain a sense of movement and instability. Their small scale and material
gualities reinforce this impression. The anodised aluminium reflects light in a direct, almost
tactile way, creating a strong impulse to pick up the pieces and understand them through
touch. My presence during the exhibition also shaped the atmosphere. The space felt less

formal, more like a studio than a traditional exhibition.

14



MARIA BENCIVENNI

Master’s degree Project in Craft

2026

Figure 9 Photographer: Carl Ander

Figure 10 Photographer Carl Ander
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Relation

During the exhibition, someone told me, “l can engage immediately with your work.” This
sentence stayed with me because it describes something | consider important. | did not
want to create a work that functions only through theoretical explanation. | wanted to create
an immediate, almost intuitive point of access something that can be perceived before it is
interpreted. This happens because the work is based on images and gestures that are
universal. Even if the drawings are personal, they retain a certain openness. At the same
time, the project remains deeply introspective. Drawing is still, for me, a way of observing
thoughts and mental states. However, during this process, | understood that once the work
is exhibited, it inevitably stops belonging only to me. Some meanings emerged only when
the work ceased to belong to me completely. People read different connections, construct
different narratives, and recognise forms | had not noticed myself. This transition interests
me greatly: the idea that a work can continue to produce meaning independently of its
original intention. This is the moment when the work becomes real when it starts moving

beyond my control.
Continuation

One of the most important things | learned is the value of structure as a tool for freedom.
Before, | saw limits as something to overcome. In this project, the limit became productive.
The format, repetition, modular system, and technical rules did not reduce the work; they
allowed it to expand with greater clarity. | am interested in this instability. The project works
precisely because it does not aim for a final form. Each piece can be moved, replaced, or
recombined. Even its meaning remains mobile. There is no single correct reading. This is
what keeps the system alive. Moving forward, | would like to continue developing this
language without closing it. | am interested in how the system reacts when scale, material,
or exhibition method changes. | would also like to experiment with new ways of displaying
the work. Because the pieces are magnetic, | can arrange them in different configurations
and spatial logics, allowing the system to be reinterpreted each time. | am interested in
testing whether the message remains stable or whether the work itself shifts into new forms
and perspectives depending on context. A table creates one type of relation, while awall, a
vertical surface, or a suspended installation would create entirely different readings. | think
| will continue using drawing as the starting point. It remains the most immediate part of my

17
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process. Drawing is still a way of observing without needing to conclude anything, a way of
allowing connections to emerge before they become too rational or fixed. | do not consider
this project finished. | see it more as the beginning of a working method: a way of
accumulating, observing, and translating internal images into material form. Some
processes remain intentionally open, perhaps because thoughts and emotional states
never reach a stable form. They continue to change, overlap, and leave traces. This project
works in the same way: not as a closed system, but as something that continues to

transform slowly.

18
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Figure 12 Photographer: Carl Ander

Figure 13 Photographer Maria Bencivenni
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Figure 14 Photographer Maria Bencivenni

Figure 15 Photographer Maria Bencivenni
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