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Introduction

‘The banal, the quotidian, the obvious, the common, the ordinary, the infra-ordinary, the background noise, the habitual? […] How are we to speak of these common things, how to track them down, how to flush them out, wrest them from the dross in which they are mired, how to give them meaning, a tongue, to let them, finally, speak of what it is, who we are.‘ (Perec, 2008, p.12)

The genesis for my practical work was inspired by my daily train journeys taken from Carmarthen to Swansea. This journey, starting at Carmarthen follows two estuaries along the coastline of Carmarthen Bay travelling through rural countryside stopping at six stations; Ferryside, Kidwelly, Pembrey and Burryport, Llanelli, Gowerton before arriving at Swansea. 
These journeys to and fro in short succession form part of the mundane ‘the daily grind, the routine, therefore the perpetual, the made up of chance and encounters.’ (Lefebvre, 2004, p.18)  Time and the passage of time are inherent to train travel as a form of transport, as it is reliant on a timetabled structure forming a daily point-to-point network. ‘The everyday establishes itself, creating hourly demands, systems of transport, in short, its repetitive organisation.’ (Lefebvre, 2004, p.16) Which according to the anthropologist Tim Ingold has been described as a ‘destination orientated transport’. (Ingold, 2007, p.73) The pre-determined destination is the end point, in which the passenger does not move, but is moved from place to place often travelling through a series of fixed points of connections on a pre-planned route. (Figure 1)
[image: Macintosh HD:private:var:folders:XA:XAYDQv+BH4eOOv0zWE69K++++TI:-Tmp-:TemporaryItems:debord-slider.jpg]
Figure 1 Debord, G (1957) Situationist Map- fixed point-to-point connections

Whilst this enquiry is philosophical in one sense on the other it is informed by my experience of ‘making’ and of the place of material thinking. Approaching the enquiry, initially from an interest and experience with tapestry making, I respond with gestural lines, marks, shape, colour, tactile engagement, and material manipulation, to literally document my travels.

The preamble into these daily excursions now considers Deleuze and Guattari’s  ‘smooth and striated space’ – two abstract spaces which working in tandem might re-territorialise space itself. We recognise space as product of and between relations, it is fluid always under construction always in the process of being, as Kylie Message has suggested:

 ‘The process (rather than just the effects) of everyday experience are invoked by Deleuze and Guattari in order to show interweaving journeys between states of consciousness and unconsciousness that we both take and make routinely and repetitively. These often forgotten journeys and the non-cognitive decisions that accompany our movements are precisely where a potential line of flight or becoming may be located, and in evoking largely taken-for-granted State systems, all processes of becoming occur-at least initially- within theses systems.’ (Message, 2010, p.272)

This quote perfectly captures the spirit of my enquiry, in which the practical can become manifest. The concept of smooth space is a qualitative, nonrepresentational space generated from personal life experience, through the emotional, imaginative and embodied space.  It is a non-language space that interrupts and shifts the passage of striated space.  As Tamsin Lorraine has posited,

‘Smooth space haunts and can disrupt the striations of conventional space, and it unfolds through an infinite succession of linkages and changes in direction.’ (Lorraine, 2010, p.257)

The infrastructure of train travel operates within an institutional, regulated point-to-point matrix with its own rules, regulations and formalised language within a definitive, quantitative space. This territorialised institutional space conforms to the narrative concept of striated space. 
It is within these two (inter) sections, the smooth and the striated space, that converge in the process of thinking and making. This concept of smooth and striated space as I journey back and forth has informed a method of working in my practice, points of intersections (such like can be related to the tracks) which have formulated and influenced the research and making and which are simulated in tapestry weaving.

‘The traveller who departs from one location and arrives at another is, between, nowhere at all.’ (Ingold, 2007, p. 84)
Two interrelated approaches to journeying: embodied experience and ubiquitous experience have emerged as:

Chapter 1 Embodied Experience - a personal response to the familiar journeying (and changing landscape) from a) Carmarthen to b) Swansea and back again. The notion of the body in transit interpreted through my embodied experience, a conceptualised dimension of smooth space.

In Chapter 2 - Ubiquitous Experience train travel as a public form of transport is a formal territorialised space relating to the concept of striated space. Train tickets form part of the regulated language of striated space, which I access as a material to appropriate through a process of deconstruction and construction using the process of making, transforms ‘it’ into one of smooth space.











Chapter 1 
Embodied Experience

 ‘Travel, the other great theme of recent postmodern theory, is about being utterly mobile, the one has failed to modify the other, and we seem to be reading about the postmodern body shuttled around by airplanes, and hurtling cars, or even moving around by no apparent means, muscular, mechanical, economic, or ecological. The body is nothing more than a parcel in transit, a chess piece dropped on another square, it does not move but is moved.’  (Solnit, 2001,p.28)

As a passenger on the train moving through the landscape, space can be seen as an expanse we travel through. The landscape observed through the train window is temporal, constantly changing, ‘unfolds in time as one travels along.’ (Solnit, 2001, p. 72)  Train journeys consist of passing through the landscape traversing space from one location to another  ’passing over of place’ (Auge, 1995, p.78), whilst the passenger in transit is in ‘non-space’ (Ingold, 2007, p.81) always on the way to somewhere. The speed and directness that we expect today in travelling to our destination has removed us as passengers from experiencing the outside world, we have become ‘temporarily exiled whilst in transition’ as Ingold also posits, (Ingold, 2007, p.77), and travel has reduced and suppressed our embodied experience of the outside world; we have become merely observers in a liminal state between destinations.

An observer, trying to capture the view from the train window – a series of small quick 2-3 minute sketches emerges as the start of my dialogue. Simple quick sketches recording the moving images: moments of the journey in which ‘things fall into and out of sight, as new vistas open up and others are closed off’ (Ingold, 2007, p.88), thus marking the passage of time.

Small gestural sketches drawn with black ink made in the moment with a pipette and finger to create spontaneous quick bold indelible marks - an immediacy, to reflect 
the constant motion of a changing landscape. (Figure 2) As Massey has posited, ‘through representation we spatialise time’ (Massey, 2005, p.20) Frame-by-frame a narrative of part of journey emerges as an (abstract) but visual representation when viewed as a whole.

[image: Macintosh HD:private:var:folders:XA:XAYDQv+BH4eOOv0zWE69K++++TI:-Tmp-:TemporaryItems:thumbnail_IMG_2585.jpg]
Figure 2 Thomas, G (2017) Journey sketches 
Producing bold gestural marks in their paintings, American artists Joan Mitchell (1925-1992) and Brice Marsden (b.1938) have given some thought for reflection.
I first encountered Mitchell’s work at the Abstract Expressionism Exhibition at the Royal Academy London in December 2016. I was drawn to her work, partly because of her use of colour but also because of the spontaneity and immediacy in her mark making. Inspired by the landscape, recording it using bold colourations and sweeping gestural brush strokes often on large multi panelled paintings were recurring processes. Mitchell’s storyboard series of pastel drawings depicting movement and change were expressed through her use of vigorous gestural bold marks. (Figure 3)

[image: Macintosh HD:private:var:folders:XA:XAYDQv+BH4eOOv0zWE69K++++TI:-Tmp-:TemporaryItems:Joan-Mitchell-1978-Untitled-13422.jpg]
Figure 3 Mitchell, J (1978) untitled pastel on paper (7 parts)

In contrast Brice Marden is mainly regarded as a Minimalist, although he has painted in many different styles throughout his prolific career, from abstract expressionism in the 60’s to calligraphic gesture in the 80’s. His work in the 21st century has evolved into creating single and multi-panel series’ of paintings using continuous and layered intertwining lines, in both colourful and subtle colour combinations. (Figure 4)
Although both artists use gestural marks in their work, Marden’s process and outcome is very different from Mitchell’s spontaneous mark making. His paintings are achieved through a slow complex process of building up and removing layers repeatedly in his paintings to produce a densely layered surface with networks of lines and ‘ghost lines’ producing a quieter meditative work. These are two very different depictions of the use of line to suggest movement through change.

[image: Macintosh HD:private:var:folders:XA:XAYDQv+BH4eOOv0zWE69K++++TI:-Tmp-:TemporaryItems:images.jpg]
Figure 4 Marsden, B (2000-2005) The Propitious Garden of Plane Image First Version 


Painting on a busy train is very challenging as a social space. Fellow passengers are curious in what I was doing, and a feeling of self-consciousness sets in.
(my observation)

Working with drawing inks enables me to produce spontaneous marks, but was not so conducive to creating quick sketchbook studies. The ink took too long to dry between responses and therefore restricted the amount of quick sketches I could produce in the hour of my journey.
Confined to a small space I became aware of having to negotiate my body space, it made me conscious of the restrictions and limits imposed within the social space of train travel; the striated space. It is this relationship of temporal travel space and the limits they impose initiated my dialogue focusing and investigating the ‘body in transit.’

‘For passenger, travel is no longer an experience of movement in which action and perception are intimately coupled, but has become one of enforced immobility and sensory deprivation.’ (Ingold, 2007, p.102)

Rebecca Horn and Ernesto Neto are conceptual artists whose work explores an embodied experience of space. An integral theme in both artists work is the notion of confinement and constraint of the body within space and the environment.
In her early work, German born Horn (1944) explores the relationship between the body and temporal space through her body movement, exploring the fluidity of space. Her use of wearable prosthetic body extensions enables her to demonstrate the physical experience of space as seen in her short performance piece: ‘Two hands scratching both walls’ (1974-75) from her Berlin Exercise Series. In this short film she walks down the centre of the room, as she moves, her outstretched arms scrape the opposite walls with her prosthetic extension gloves, exaggerating the spatial experience by emphasising the confinement and constraint of the body within the rooms boundary. (Figure 5)

Brazilian artist Ernesto Neto (b.1964) work explores the boundaries and the limits of physical and social space through his interactive sculptures and installations, in which the viewer can touch, feel, smell, walk in/through, inhabit and wear. These sensory experience minimalist sculptures are often made from stretchy gauze like fabric in white or vibrant colours in which he fills with aromatic or tactile material or Styrofoam to create his biomorphic organic like shapes. (Figure 6)
[image: Macintosh HD:private:var:folders:XA:XAYDQv+BH4eOOv0zWE69K++++TI:-Tmp-:TemporaryItems:6136968_orig.jpg][image: Macintosh HD:private:var:folders:XA:XAYDQv+BH4eOOv0zWE69K++++TI:-Tmp-:TemporaryItems:images.jpg]
Figure 5 Horn, R (1974-75) Two hands scratching both walls (performance still)
Figure 6 Neto, E (2001) Humanoid Family

The concept of space viewed through the relationship of the sitting figure as ‘the body in transit’ on the moving train, oscillates between the still/moving body, the passive/active body, the constricted/expansive body, and restricted/free body.
Seeking to connect these binaries led me to explore the train ticket as material to appropriate. These throwaway mass-produced tickets are ubiquitous to the journey symbolising the journey - its contradictions and possibilities during confinement, restriction and travel enabling me to seek an appropriate, appropriated method and material to work with.  

The embodied experience is ‘handled’ through material exploration collected and documented through drawing and mark making in a container, which is my ‘sketchbook’. (See Appendix: sketchbook work.)  Central to this is the significance of a train ticket, which has become material to appropriate as it is loaded with subject significance.  An example of this can be seen in the work of conceptual artist Craig Wood’s work entitled ‘Carmarthen to Leeds Return’ 2000 (Figure 7) in which he places an image of a train ticket, onto a large white seagull feather, an appropriated material, by combining these two images he emphasises the idea of movement and journeys. The feather suggests freedom through flight and bird migration as well as symbolising the birds’ fragile existence. It is through the manipulation and tactile qualities of this ‘found object’ the attention to detail of the painted ticket image that reflects the fragility of the embodied experience.

[image: Macintosh HD:private:var:folders:XA:XAYDQv+BH4eOOv0zWE69K++++TI:-Tmp-:TemporaryItems:Image-1.jpg]
Figure 7 Wood, C (2000) Carmarthen –Leeds Return

The train ticket acts as a silent witness to the repetitive routine of daily travel, and became a point of access as material to appropriate by exploring their associations, narratives, and tactile possibilities through material manipulation. These familiar, mass produced throwaway objects became the focus and format I used to capture and translate my experiences and interpretations of journeys.

To refer again to the body as ‘nothing more than a parcel in transit’ (Solnit, 2001, p.28) my response emerged through the physical making process – centred around the proximity of wrapping available material from the journey AS the journey. Wrapping the ticket in an experimental way in response to the opportunities and ideas that presented themselves in the material making process, the immediacy within making, the interaction of handling the ticket as a material and sensory object provided sense of freedom TO PLAY. Discovering through tactile manipulation was crucial providing an enhanced understanding of the materials infinite possibilities, whilst being aware of its limitations. 
As Jane Hamlyn has posited,

 ‘Making is an activity in which sight and touch are the primary senses, indeed it could be said that the making sense is touch and that it is through the sense of touch that the hands make the head clever.’ (Hamlyn, 2000, p.77)

Altering single and assembled tickets by folding, scrunching, creasing, layering, stacking and rolling, wrapping flat and rolled tickets, using string warping and wool yarn, sewing thread, brown parcel paper, bubble wrap and tissue paper. Wrapping white transparent tissue paper covered and concealed, but also revealed the tickets beneath.

Whilst travelling from Carmarthen to Swansea I would wrap tickets as a form of tactile engagement on my journey. I used white tissue paper squares that I had pre-prepared to save time. I was able to wrap 20 ticket rolls per journey. This number seemed significant as a way of marking the journey time as well as engaging with the physical space on the train. Wrapping provided a methodical repetitive process, which was both satisfying and contemplative.

 Through the physical immersive act of making ‘a potential line of flight or becoming may be located.’ (Parr, 2010, p.272) It is within this embodied engagement, of creativity and imagination that the striated space – the public regimented, rail network system can be disrupted by one’s subjective presence – an environment where personal interpretation and intervention can take place as smooth space.
As Massumi posits,

…’the two spaces in fact exist only in mixture: smooth space is constantly being translated, transversed into striated space; striated space is constantly being reversed, returned to smooth space. … but the de facto mixes do not preclude a dejure, or abstract, distinction between the two spaces.’ (Massumi, 2013, p.552)

Winding and weaving these rolled tickets singularly then multiply, in lines and rows. Singularly the rolled white tickets started to resemble firecrackers. When threaded in a singular row they resembled a cartridge belt. In multiple rows they resembled window blinds. I found this permeation from one recognisable form to another interesting, with the latter acting as a screen to the outside world re-enforcing the notion of being cut off from the outside world whilst in transit though ‘sensory depravation’. (Ingold, 2007, p.102)

The material exploration involved wrapping tickets using coloured tissue paper. In this process they started to resemble coloured crayons. This outcome was a pleasant surprise – unexpected, not pre-planned but evolved through the material tactile engagement.  Subverting one material to another allowed me to expand this idea further and triggered the notion of ‘crayoning the journey’.
I continued to explore and develop the theme on ‘coloured crayons’ the material that draw or makes the mark, with the notion of ‘crayoning the journey’ wrapping 20 rolled tickets to represent each journey.

Each wrapped colour ticket represented a particular moment reflecting the colour changes in the rural and coastal landscape, the land, the sea, the weather, the light and nature; things that I glimpsed became my interpretation of the journey. Drawing attention to the insignificant the unnoticed ‘privileging the importance of the instant.’ (Lefebrve, 2004, p.4) 

When arranged in sequence the wrapped tickets paralleled the colour narrative of the landscape of the journey, in a form of minimal representation. By weaving these individual ticket rolls together in a sequential order using 6 metres of coloured linen yarn, each ticket roll representing a momentary space, each row of tickets representing a specific journey time. Through the process of routine observation, and quiet contemplation in the making, the experience of each journey is recorded and evident through the colour sequence.  

These colour sequences form a record, my own interpretation of the journeys as seen through everyday moments, recording the insignificant, through abstracted colour. Each individual coloured roll when knotted together forms a linkage within their piece-by-piece construction. It does not follow a set of formal rules just random incidental events that have caught my eye; it is one of reaction, which shows continuous variation, it operates step by step to changes in accordance and elements of smooth space. 

Colour fields operate within a striated system, a formal structure with its own language, however in this context colour does not operate within a point-to-point system because it operates outside of language as it is generated from experience and imagination forming a smooth space.
	
Trying to capture moments, the elements of travel purely using abstracted colour, took longer and needed more time to interpret, process and prepare into colour rolls. Each journey became a space for observation, a thinking space to record changes through notes and quick photos documenting a time and place.
When I returned home in a quiet working space I began a methodical process of choosing colour to represent the photographs and annotated notes, by cutting the tissue paper and wrapping the tickets uniformly before knotting the rows together. This methodical and repetitive process became a ‘meditative act in its action’ through the making.

It is through the action of silent methodical repetition in ‘being and doing’ that focus and enhances the complete engagement with the materiality of making and became an embodied experience in turn creating a smooth space. 

‘The haptic and the conceptual have moved closer together through the agency of textile experience.’ (Mitchell, 2012, p.10)

Colour wrapping the tickets of my journeys (March 2017) produced three separate coloured lines. The colours were mainly shades of brown and greys reflecting the winter drabness and there was hardly any difference in the colour sequence, which was a disappointment as I was hoping for more contrast but felt it was important to reflect the palette I was seeing before my eyes. I continued producing ‘journey lines’ in April, the colour change was immediate compared to March and I was pleased with the result. Steadily, with each month the colours became more pronounced as nature revealed its seasonal changes – more vibrant though the summer months as new growth and life appeared. 
As Lefebvre has posited,

 ‘You thus perceive that each plant, each tree, has its rhythm, made up of several: the trees, the flowers, the seeds and fruits, each have their time.’ (Lefebvre, 2004, p.41)

and this seemed apparent in the responses I was making to the world around me.
I approached each wrapped colour ‘journey line’ freely never comparing the colours to the last until I had completed the sequence. (I refer to this sequence as MARCH – DECEMBER).
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Figure 8 Thomas, G (2017) March –December Journey Lines
Often pleasantly surprised by these colour combinations, and the changes that occurred in the landscape, when my ‘journey lines’ are repeated and viewed on mass, through difference and repetition our perception is changed, and I was able to observe the colours reflected and connected through the seasons. Again to quote from Lefebvre,  ‘Differences induced or produced by repetitions constitute the thread of time’  (Lefebvre, 2004, p.17). This seems central to the observation I was recording about the seasons through my material responses. 

My ‘journey lines’ respond to the ordinary of the everyday; the mundane insignificant, and overlooked that ‘make up’ the journey that I glimpse from the train bringing ‘these uneventful and overlooked aspects of lived experience into visibility’ (Johnstone, 2008, p.12) through the application of a sensory, tactile experience with the world that is subjective, smooth.

Damien Hirst’s installation ‘The Four Season Lullaby Series’ (2002) seems significant as an arrangement of organised objects that ‘belong’ to institutions but which he has imposed his own sense of order to, as a subjective experience. 
Each stainless-steel glass cabinet is identical in structure, with a mirrored backboard and glass sliding doors and is only differentiated by their colour assortment of pills meticulous lined up in a formal display on each of the glass shelves. Each life size pill was cast in bronze and hand painted, the only discernable difference between the cabinets is the assortment of colour pills on display, each cabinet dedicated to a season: Spring, Summer, Autumn and Winter.  In ‘Winter Lullaby‘ (2002) the pills on display are predominately off-white reflecting the colour of the winter months. Whereas the ‘Spring Lullaby’ (2002) cabinet display a vibrant colour array of assorted pills reflecting new growth and life. (Figure 9)

[image: Macintosh HD:private:var:folders:XA:XAYDQv+BH4eOOv0zWE69K++++TI:-Tmp-:TemporaryItems:imgres.jpg]
Figure 9 Hirst, D (2002) Lullaby Seasons Spring

Spanish artist Teresa Lanceta (b.1951) woven pieces entitled ‘Cuadrados Amarillos’ (2000) takes on the formal grid lines, but plays with variations in line and widths of the coloured tube-like shapes: which were similar in shape and reminded me of the multiple lines of rolled colour shaped tickets. (Figure 10)

[image: Macintosh HD:private:var:folders:XA:XAYDQv+BH4eOOv0zWE69K++++TI:-Tmp-:TemporaryItems:d7hftxdivxxvm.cloudfront.jpg][image: Macintosh HD:private:var:folders:XA:XAYDQv+BH4eOOv0zWE69K++++TI:-Tmp-:TemporaryItems:imgres.jpg]
Figure 10 Lanceta, T (2000) Cuadrados Amarillos
Figure 11 Penny, C (2017) Golden Intersection 1
British tapestry artist Carol Penny responds to the urban Manhattan landscape patterns and systems that repeat across the streets. ‘Responding to the ebb and flow of the daily migration across the City.’ (Penny, http://www.weftfaced.com/caron-penney-bio) Making comparisons between societies functional needs and the individuals’ need for identity and their co-existence in these spaces, through repetition of familiar visual signs, symbols and patterned shapes woven in rhythms to create sequences in her tapestries. (Figure 11)

Jilly Edwards (b.1958) work is inspired by her journeys, and are a personal response to, places, landscapes, colours and poetry, which she interprets through her large and small-scale tapestries. She says ‘I weave about time and space. I want to share a moment with my viewers, giving them time to reflect on the world around them, as I do.’ (Edwards, 2017, p.5)  In ‘A Sense of Place’ (2010) series she recollects her daily experiences, articulating her ideas directly through weaving long narrow strips of tapestry and using woven train tickets to form a visual diary. In this exhibition many of her woven strips were displayed on the wall, however a few were rolled up along the length of the warp and left displayed on windowsills and shelves to unwind. The folded woven train tickets and words relating to the journey were displayed in Perspex boxes as part of the exhibition. (Figure 12) In ‘Here and Now Tapestry Exhibition’ (2017) Edwards exhibited ‘Diary of 52’ a series of 8x8cms horizon line weekly weavings displayed in plastic CD containers. (Figure 13) This method of presentation has provided some reflection for my own exhibition pieces. 

 [image: Macintosh HD:private:var:folders:XA:XAYDQv+BH4eOOv0zWE69K++++TI:-Tmp-:TemporaryItems:imgres.jpg][image: Macintosh HD:private:var:folders:XA:XAYDQv+BH4eOOv0zWE69K++++TI:-Tmp-:TemporaryItems:images.jpg]
Figure 12 Edwards, J (2009) Travellers Sample
Figure 13 Edwards, J (2016) Diary of 52 (detail)

The  ‘Journeys Lines’ were an on going project. I returned to deconstructing the ticket exploring gestural marks through scratching, erasing, and burning. This proved more difficult to work on than anticipated as the ticket had a ‘protective coating‘ presenting limits within its material properties, but marking the ticket with a lit match melted the surface coating forming dense spontaneous marks that couldn’t fully be controlled but were interesting. I exploited this process further by combining marks made with matches and candles. Passing the ticket over a candle flame produced broader strong black lines of movement, working from the front and the back of the ticket produced different kinds of dense black marks. When areas were re-burnt from the back it produced white area on the front. Working on the back of the ticket the burn marks obliterated the information on the front of the ticket producing spontaneous lively blurry edged marks. (Figure 14)  Many of the designs at this stage showed a circle or parts of a circle trying to convey movement in the image. 

 [image: Macintosh HD:private:var:folders:XA:XAYDQv+BH4eOOv0zWE69K++++TI:-Tmp-:TemporaryItems:thumbnail_IMG_2583.jpg]
Figure 14 Thomas, G (2018) Sketchbook examples: burn marks on tickets

Jo Barker (b.1963) tapestry artist based in Edinburgh often uses a recurring theme of circles, ellipses and halos within bordered lined edges to create a depth of field and a sense of movement within her vibrantly coloured abstract tapestries. (Figure 15)

[image: Macintosh HD:private:var:folders:XA:XAYDQv+BH4eOOv0zWE69K++++TI:-Tmp-:TemporaryItems:06_Resonance_1800_1500.jpg]
Figure 15 Barker, J (2009) Resonance 
On my exploration I have encountered other artists including Ian McKeever (b.1946) and Yves Klein(1928-1962)  who manipulate the surface in some way. 
McKeever a British artist often works on his large abstract paintings from the back of the canvas allowing black paint to seep through to the front in multi layers of paint that form both dense and transparent soft blurry edged organic shaped forms. Whereas Klein experimented with burn marks using a blowtorch directly on the surface of the canvas as part of his performance art work.

















Chapter 2  
Ubiquitous Experience

‘As Klee memorably put it, the line that develops freely, and in its own time “goes out for a walk”(1961:105)……..Another kind of line, however, is in a hurry. It wants to get from one location to another, and then to another, but has little time to do so. The appearance of this line, says Klee, is “more like a series of appointments than a walk”. It goes from point to point, in sequence, as quickly as possible, and in principle in no time at all, for every successive destination is already fixed prior to setting out, and each segment of the line is pre-determined by the points it connects. Where as the active line on a walk is dynamic, the line that connects adjacent points in series is, according to Klee, “The quintessence of the static.” ‘ (Ingold, 2007, p.73)

Train travel is viewed as a series of connecting points in which every destination is predetermined before setting out on the journey. As both Ingold and Klee suggest it is fundamentally different type and in contrast to the ‘active’ and ‘dynamic’ walked line as it is constrained and tied to specific locations on route, a connector linking a series of points to point connections. 
It is within this context I began exploring the notion of trace lines, reflected in the frequent toing and froing movement that form part of the social rhythms and patterns of the ubiquitous experience of daily train travel; this is the start of my dialogue for this project. The notion that we leave lines in the landscape through our frequent movements along the same routes is explored through the concept of ‘trace’.
‘Human beings also leave reductive trace in the landscape, through frequent movement along the same route on foot or horseback or, more recently, by wheeled vehicles. Some traces, however, entail neither the addition nor the subtraction of material.’ (ingold, 2007, p.43)

 As the deconstructionist philosopher Derrida posits, trace exists in the ambiguous space between materiality and immateriality, presence and absence. It can be defined as the indications of an absence that define a presence. ‘Trace becomes a term marking the absence of the artist [whilst] identity is attached to a material trace.’ (Derrida Reframed, 2008, p.144) This is further reinforced by anthropologist Tim Ingold  ‘But just as humans are, par excellence, makers and users of threads, so have they also come into their own as makers of trace with the hands.’ (Ingold 2007, p.43) Trace lines, as gestural marks indicating movement can take the form of reductive or additive trace and I will be exploring these two forms in my work.

Focusing on the ticket as a material to appropriate through their properties as components of the striated space, operating within fields of function, it is through our daily physical contact through our handling that they act as silent witness to the repetitive routines of our daily travel. These mass produced throwaway objects are characterised by their uniformity and their familiarity. Exploring these properties presented on the surface of the ticket, their information system, their formal patterns, regulated language and their own particular codes formed the focus and was the catalyst for my creative process. Each ticket has a pre existing surface made up of text pattern and codes all slightly different depending on route information allocated to that ticket. They are uniformly printed with single orange wide bars on the top and bottom and a central wide band made up of pale green and white fine lines forming the background, on which each individual black travel information text is printed.  
Initially responding with the limits imposed within the tickets format, sewing directly onto the surface using a free hand machine embroidery stitch and white cotton thread following the fine white printed lines as my guide. The effect of the white stitching produced a fine ghostly ephemeral quality to the image partially obscuring but at the same time hinting and allowing a glimpse of the original text. This method of working intuitively changing the surface of the ticket, experimenting with different types of stitches and lengths in a precise and deliberate manner brings immediacy to the work, integrating ideas with the process of making.
Experimenting with black thread as suggested by the black print of the ticket text made for a bolder stronger image. Erasing the text by overstitching line by line in black thread in a precise methodical manner became an act of subtle deconstruction. This process of erasing through stitching also added a new line, a new layer, formed an additive trace line, disrupting by refiguring and transforming the surface. (Figure 16) 

[image: Macintosh HD:private:var:folders:XA:XAYDQv+BH4eOOv0zWE69K++++TI:-Tmp-:TemporaryItems:thumbnail_IMG_2555.jpg]
Figure 16 Thomas, G (2018) Black thread overstitching on ticket 
Methodically sewing over each line, became a continuous process of erasing but simultaneously creating; redrawing the ticket by tampering and obliterating the text information restricting our view and changing our perception in the process. 
The immediacy of the tactile engagement in the ideas and the reshaping of ideas reflected in the repetitive process of making, when the body and the mind are fully engaged in creating and are seen in the labour intensity of the stitch, and the time taken in the making which is embedded into the surface of the ticket, which all culminate in an embodied making experience. 

In the action of making and creating generated through the immersive embodied textile process, the space has been transformed into a smooth space. The action of erasing the text from the ticket has also transformed the ticket format from a component of regulated language striated space into a non-language smooth space.
The physical repetitive action of sewing, the toing and froing of the thread as it traverses the surface of the ticket prompted reflections and parallels the physical toing and froing of the daily commute journey that these tickets represent, bringing the ideas and the making closer. 

‘Reflections on the way that the repetitive routines instigated through textile mediate between the self and the world also prompted reflection on the way that the repetitive gestures and actions involved in the making of work can similarly be seen as an agency of subject-object and object transference.’(Bristow, 2012, p. 45) 



Maria Lai (1919-2013) a Sardinian artists whose work had been exhibited posthumously in the Venice Biennale 2017 .The key element in her art practice is working with threads exploring space and material  ‘a needle pierces a piece of fabric, it passes through it, travelling through it’. She creates images using thread that look like lines of intricate text but are in fact unintelligible symbols and patterns of thread mimicking text words, using bold black sewn thread and a free sewing approach she leaves the ends loose to form part of the artwork. She describes her threads ’ as a sign of a path that connects places and intentions.’ (Figure 17)
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Figure 17 Lia, M (1991) Lenzuolo 

Exploring the notion that we leave trace lines in the landscape through our human movement reflected in the toing and froing in short succession of train travel; the trace line has become a fragmented line. As posited by Ingold  

‘Once the trace of a continuous gesture, the line has been fragmented- under the sway of modernity – into a succession of points.’ (Ingold, 2007, p.75)
Using the correlation between the ideas of the fragmented stitched lines on the ticket, and the notion of the fragmented trace lines indicating the daily train travel 
I expanded these ideas further, linking it to the narrative associations held within the ticket. Each ticket held their individual route information within the text lines printed on its surface. By machine stitching a black thread line; erasing the text information line by line the ticket was transformed into an image of fragmented lines, indicating modern day rhythm and movement of train travel linking the making and the meaning. 
 
‘Another thread of system-seeking art making, distinct enough to be called a form of making, has been built on a more phenomenological basis where order is not sought in a priori systems of mental logic, but in the “tendencies” inherent in a materials/process interaction.’ (Morris, 1970,p.542)

The notion of trace can be seen to lie in removal as well as in addition. In terms of a trace that is left as an enduring mark these black thread lines took the form of additive trace as each stitch added an extra layer superimposed on to the ticket.   Removing material from the surface itself creates the form known as reductive trace 
Focusing on the theme of the fragmented travel line, in terms of reductive trace                     I began to explore further the behavioural qualities of the ticket through experimentation, exploiting and challenging the limits and possibilities set within the material surface.

‘I believe there are ‘forms’ to be found within the activity of making as much as within the end products. These are forms of behaviour, aimed at testing the limits and possibilities involved in that particular interaction between one’s actions and the materials of environment.’ (Morris, 1970, p.541)
From the previous experimentations on the ticket I had been made aware of the heat resistant coating on its surface that had reacted in an interesting way when burnt by a flame. Discovering this had been exciting and had opened up new possibilities in allowing soft blurry dense black marks to be created on the surface through reactive heat process, the only drawback was the lack of control in producing the line and image. 
Experimenting using a soldering iron as a drawing tool overcame this drawback as it produced a fine controlled line, the different soldering point widths as well as different wattages all had varying out comes in the lines that they produced.
Drawing over each text line on the surface of the ticket using a lower wattage and a medium point thickness gave a very direct approach and an immediacy to the mark making as the heat melted away each line and became embedded into the surface producing its own indelible black line, a form of reductive trace.  There is a total commitment to this sort of approach as once made the marks cannot not be redone.
By working within the tickets limits and constraints, following each ticket text line meticulously, overlaying and interacting with the original I become completely absorbed by the process. It felt vey satisfying making these marks obsessively reworking line by line, disrupting and undermining the existing pattern, transforming it into something else by leaving my own mark and at the same time referencing the fragmented lines as indicated through train travel. 

‘Art making provides the ground for finding the limits and possibilities of certain kinds of behaviour, and this behaviour of production itself is distinct and has become so expanded and visible that it has extended the entire profile of art.’ (Morris, 1970, p.542)

Each line has been redrawn separately, there has been time and care invested in the process however there is still a sense of hand in the making. Each line is individually formed through the reactive soldering heat process therefore allowing for an element of chance in the process, each line an individual and not totally perfect, it is the antithesis of the exact regulated printed line. (Figure 18)

[image: Macintosh HD:private:var:folders:XA:XAYDQv+BH4eOOv0zWE69K++++TI:-Tmp-:TemporaryItems:thumbnail_IMG_2640.jpg]
Figure 18 Thomas, G (2018) Black soldered lines on tickets.

Through the process of removing all the text and regulated coded information from the ticket its space has been refigured and transformed opening it up to new possibilities by creating a non language space, slowing things down by adding silence, allowing the transference into one of smooth space.  
Idris Khan (b. 1978) work often ‘rely on a continuous process of creating and erasing, or adding new layers whilst retaining traces of what has gone before.’ (https://www.victoria-miro.com/artists/14-idris-khan) His art practice is multi disciplinary including photography, sculpture and painting often using appropriated material from a diverse range of cultural sources including art, music, literature, and religion to create thematic themes in his work. 
Khans digital layered sheet music series explores the work of different composers including Bach, Beethoven, and Chopin by methodically overlaying the music notations, creating a multi layer of their musical score into a single image. (Figure 19) By repeatedly overlaying - obscuring their individual notes, he makes them impossible to read (in a conventional sense) transforming them into dense black lines which looks more like drawings in which he encapsulating time, rhythm and movement.  
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Figure 19 Khan, I (2005) Struggling to Hear…After Ludwig Van Beethoven Sonatas 
Glasgow based artist Louise Hopkins (b.1965) works with pre-existing or pre printed surface including furnishing fabric, maps, newspapers, comics, song sheets and pages from history books and catalogues.  She uses these overlooked mass produced surfaces, as backdrops which she then intervenes with by repainting or erasing information - tampering with the information, making the familiar unreadable. She says,

‘Working on found objects is like throwing myself into something being completely surrounded by it, having to deal with it what I’ve landed in the middle of. I look for a way to disrupt and rework what’s already there, maybe from a fascination with it or a frustration with it, trying to transform it into something else that still has something to do with what it started off being’ (https://www.mummeryschnelle.com/pages/hopkins.htm)

In her furnishing fabric painting series she works on the reverse side of stretched printed furnishing fabric, painting over areas of pattern detail using oil paints and a small brush in white grey and sepia tones engaging with the surface. (Figure 20)
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Figure 20 Hopkins, L (1996) Aurora 13
‘In an era where we are bombarded with information, these paintings raise many questions about what room we still have to make up our own minds as well as what potential there might be in a mechanistic age to ‘think’ with our hands as well as our heads.’ (https://www.mummeryschnelle.com/pages/hopkins.htm)

In her ‘comic strip’ series Hopkins paints out and removes all the characters, the background and text, all that remains are the outline of the white speech bubbles and the grid. Creating an unexpected impression making the familiar unfamiliar drawing our attention to slow down and look. (Figure 21)
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Figure 21 Hopkins, L (2005) White Black Black White

Acknowledging Hopkins work seem appropriate since, reflecting some of the concerns I bring to my own work which I introduced earlier as either construction or deconstruction. For example, deconstructing the ticket, removing the text, cutting out all of the black soldered lines creates white empty space. Leaving the white blank space, transforms the ticket into a ‘quiet space’, of fragmented white cut out lines. (Figure 22)
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Figure 22 Thomas, G (2018) Deconstructing the tickets 

Reconstructing or assembling these tickets into a new order might elude to coded information, systems or arrangement suggesting the staggered lines, rhythms or jittering’s of train travel-both smooth and striated space in this process of intervention where order becomes disrupted, where the formal becomes abstract, and then refigured again producing its own regulated empty space. As Ingold posits,

‘If the straight line was an icon of modernity, then the fragmented line seems to be emerging as an equally powerful icon of postmodernity.’ (Ingold, 2007, p.167)

in the space of making, this negotiation which I find myself in to reimagine space has evolved through practice, as practice.


Conclusion
 Drawing attention to the banal, the mundane, the ordinariness of everyday life through its repetition, has been reflected through this daily train travel - in which the idea of striated space has been re-imagined.

A mass-produced throwaway object with no real monetary value, other than to permit someone to travel, becomes redundant after the journey – but on mass has provided multiple opportunities to interpret as visual work. 

The material qualities of the ticket have been an integral creative component allowing me to engage more fully offering multi perspectives, extending the critical and theoretical fields of theory in relation to striated and smooth space. 

Research and making have run in parallel one informing the other continuously. All the artist and textile artists that I have referred to in this report have a connection either in the way they work or have had an influence in my work as it evolved through key stages.

It has become apparent whilst writing this report that grid structures seem evident through the work and part of my parameter has been to disrupt what they represent (the striated space) through my art interventions to create a new space (a smooth space). 
It is through the process of making, the approach care and, treatment of this material that when arranged on mass in a grid formation, in sequence and in juxtaposition that they look very different, has been re contextualised. 

By highlighting difference through repetition, they suggest the fragmented lines of movement, our social daily rhythms as well as encapsulating time, these all form the essence of daily train travel. It is in this immersive process of material engagement and discovery through the creative dialogue on this course that has transformed and redefined my work and practice.
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Appendix
Sketchbook work examples: Train Tickets /material appropriation
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‘Journey line’ tickets
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Burn marks on tickets 
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Sewn lines on tickets: additive trace 
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Soldering line marks on tickets: reductive trace 
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