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Int roduct ion

When making representations of interior architecture 
we imagine its becoming. One aspect of the qualities is 
the imaginary and also the spatial promise it can give. 
We can inhabit the space of a model or a drawing 
by using our own imagination. Without these dreams 
about the becoming we will not challenge ourselves 
and the field we are in. A model is a representation, 
a place that comes to act for another place. It has 
endless possibilities and provides space for the 
unexpected. Moments can become ungraspable, a 
kind of passage into the unknown. They can serve you 
by becoming something wherein something else can 
take place. There we can inhabit an image, a kind of 
frozen moment in time, where everything yet is possible.
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"Change is in particular transformation - one form changing into another - is not 
simply a matter of alteration of an existing form to create a new one. Rather, 
change creates what we could call a 'third form' - really a third state that is in 
the state of changing. We are accustomed to think in dialectical, binary terms, 
employing either/or reasoning, that we overlook or consciously avoid the in-
between state of change, which is really the state we continuously inhabit. Our 
fixation on goals - forms that whatever reasons we desire - induces us to pass 
over the so-called 'intermediate state', the state of transition, the actual state of 
change, in our rush to get to the desired form. When we get there, of course, 
we find that our goal, once attained, no longer holds our interest, so we set new 
goals. In other words, we keep changing, but without ever embracing the state - 
and the forms - of changing itself." 3          
         
           Lebbeus Woods, Slow Manifesto

In recent years I have realised that I have been more
interested in my process than actual outcomes. 
This past fall I began to engage with the process 
of becoming as a way to understand more about 
my own processes. To be able to see where the 
different actions, such as translation, transition and 
transformation appear. Dividing the process into these 
phases also gives me a better understanding and 
another awareness about how I use my tools and 
methods, and how they develop. 

Becoming as such, as well as processes are for me not 
linear things. It is shifts and their layers, making and 
doing, reflecting and thinking which are leading the 
way and make the process go forward. 

The process of becoming is about being able to go 
back and forth, to stay in-between where it is the most 
uncomfortable and uncertain, to linger on the edge; 
processes that allow me to embrace these stages in-
between, before my exploration becomes too clear 
and graspable. It is the findings I make over time that 
matter.

Background 1.1

1. In philosophy the process of becoming or the concept of becoming mean that nothing is constant except change and becoming. / Any process of change.

2. Translation, Transition and Transformation I used to understand something more about and to clarify what was part of these specific acts, as well as when
they appeared/disappeared. Translation: The process of changing something from one form/material/representation to another. / Transition: The process or
a period of changing from one state/condition to another. / Transformation: A thorough, dramatic change/operation/appearance/character. /

3. Lebbeus Woods - (lebbeuswoods.wordpress.com/2010/05/16/just-change/) / Slow Manifesto
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Something happened when I began to collect my 
interests in an atlas4. Everything became clearer, and 
fell into place. I created my own landscape where I 
drew new connections between previous projects and 
references, a place where I could collect my interests 
and reflect about them. A place where my projects 
transforms into a whole.

ATLAS / 
MATHILDA 
CLAHR

SPATIAL DESIGN / MASTER 1-2, 2015-2017

EXPLORATIONS 1

Course Description, INTERIOR MATERIAL FICTIONS: ”Interior Material 
Fictions will engage in the production of interior architectural fictions. 
The exploration will explore different connections between translations 
and fictions, modes and technologies for their fabrication and their 
relationships to history, interior architecture history, time, to the present 
and future projections.” - Ulrika Karlsson - Course Description / Interior 
Material Fictions.

EXPLORATIONS 2

ORIENTATIONS

REFERENCES

FRAN TONKISS

Space, the City and Social Theory

Chapter 2 / Spaces of Difference and 
Division

SEPARATE / CONNECT

How do we see the world?

George Simmel Bridge & Door

Gender, Space, Architecture - Jane Rendell

REFLECTION:…If we now zoom out again 
you will be able to draw connections to other 
issues in our society as well as gender 
questions that to me are very important to 
raise. Men vs. Women. This have been a 
problematic question through history in a very 
long time. If you start to read about texts by 
Virginia Wolf and Simone de Beauvoir and 
then you might think almost nothing has 
happened, or that it goes very, very slow at 
least. That you now think about the same 
questions. You read about architects that 
have experienced a very clear line between 
men and women in our profession. You realize 
that it is almost only men that are on the top. 
And you read examples of female architects 
that want to erase any sign of their work. Is 
that because of their ambition for equality or 
is it a statement because women’s work 
didn't get mentioned before? Today it might 
be better, but the stereotype roles is definitely 
still here, and not only in the profession, it 
affects us on so many levels. We can't 
depend on that things change without 
questions to be raised or discussed. We can 
start here and now and continue as Interior 
Architects, to get people more aware of their 
roles in our society as we create spaces to 
inhabit. I am still sure that I want to make a 
change, for the better. That is also why I 
decided to continue study at this level, to 
improve my skills as my own thoughts and 
tools.

ATLAS OF NOVEL TECTONICS

”Let us go back to the map and the 
territory and ask: ”what is it in the territory 
that gets into the map?” We know the 
territory does not get onto the map. That 
is the central point about which we here 
all agree. Now, if the territory were 
uniform, nothing would get onto the map 
except its boundaries, which are the 
points at which it ceases to be uniform 
against some larger matrix. What gets 
onto the map, in fact, is difference, be it a 
difference of altitude, a difference of 
vegetation, a difference in population, 
structure, difference of surface, or 
whatever. Differences are the things that 
get onto the map…..A difference, then, is 
an abstract matter”. - Gregory Bateson, 
Steps to an Ecology of Mind (Atlas of 
Novel Tectonics, p. 217)

”You can’t have similarity without 
difference, and you can’t have difference 
without similarity.” - Claude Lévi-Strauss 
(Atlas of Novel Tectonics, p. 44)

”The Map of the City of New York of 1811 by 
the Commissioners superimposed a grid onto 
the Island of Manhattan. The drawing neither 
accounted for irregular edges of its shape nor 
the topography of the island. It rendered the 
lines of former streets, houses, and fields as 
dashed. Ordering the orthogonal grid of 
blocks independently of geography, history, 
and memory, the Commissioners defined an 
autonomous urban form.” - Andrew Atwood & 
Anna Neimark, (Abstract Returns.. 2013 http://
www.firstoff.net/projects/grid/)

RE-ORIENTATIONS

RE-ORITENTATIONS -              
REFLECTIVE TEXT  /  LINES / 
SEPARATE & CONNECT I have 
long been fascinated by lines. What 
constitutes a line, and what forms  
it. Lines that delimit, lines that are 
drawn. The angles and shapes they 
create. Lines are drawn, lines are 
erased. We move and relate to 
them.

I wrote this statement as a part of 
my bachelor degree project last 
spring. I am still very much 
interested in this topic, and I think 
about it more each and every day. I 
read texts differently because of 
that. It have made me more aware 
of what lines mean in different 
contexts. In the beginning I was 
more interested in the graphical 
part, which lines also are about. 
During almost a year I have 
gathered informations and texts 
about lines, and because of that I 
have expanded my thoughts and 
interests.

In this recent project Explorations 
2 / Interior and Cities we together 
(Emma Brålander, Petra Kågerman 
and Lisa Westergren) found new 
tools to investigate how we behave 
in space in relation to what lines 
actually stand for. We used warning 
tape in different settings in the city, 
to see how we and others behave 
around it. A tape that draws the line 
between things literally, marking 
something as a warning, a very 
loaded symbol of power. It is 
interesting how we human beings 
always want to separate and 
connect the world we live in. In the 
smallest things to the biggest. We 
want to distinguish ourselves, place 
things in different categories.

Why is that? Why do we need to 
draw lines this way? Do we 
understand the world better? Do we 
understand ourselves better? Or is 
it just something that we have done 
during history? And has it gone too 
far? These are questions I ask 
myself and want to raise and also 
discuss with others.

As an inspiration before we headed 
out in the city we read a couple of 
pages in chapter 2, ʼSpace of 
Difference and Divisionʼ that I found 
in the book ʼSpace the City and 
Social Theoryʼ by Fran Tonkiss. We 
then found interesting topics 
regarding questions about 
boundaries and lines of social 
division for our own investigations 
with the warning tape.

We wrote down some quotes we 
found interesting in the chapter 
ʼSpace of Difference and Divisionʼ 
by George Simmel a philosopher 
and sociologist that lived in the 
beginning of the last century that 
Fran Tonkiss, the author of the 
book is writing about in the 
beginning.

Simmel argues like this; *”The 
human being is the connecting 
creature who must always separate 
and cannot connect without 
separating.” 1

”People make sense of their world 
by connecting and separating 
things, by drawing distinctions and 
ordering relations, and these 
processes leave their mark in 
space.” 2

”How are boundaries made in 
space? Divisions of space are not 
simply physical facts but social 
products.” 3*

The chapter is partly about how we 
human beings always want to draw 
the line between things. To 
separate and connect, to make 
sense of our world. We want our 
world to be ordered. We learn that 
it is good to organize, to have 
boundaries, and rules of how to live 
our lives. We have different settings 
in different contexts. We 
experience our world differently 
depending on who we are, and 
where we live. People want to draw 
connections between each other to 
be able to see similarities and 
differences. That is what it is all 
about. We see relationships, 
connections between us, put 
ourselves in constellations and 
groups to belong somewhere. Is 
this just something we have learned 
to do? Because we are expected to 
do so?

Our society have now drawn new 
and very clear lines that want to 
keep out, the lines have 
transformed to a kind of warning 
tape instead of just distinguishing 
land. The lines that were somehow 
invisible is now more visible than 
ever. And you will get questions on 
why you want to cross a specific 
line, for example the boarder over 
to Denmark. This is a very big 
question, that has to be raised. The 
lines have turned very loaded, and I 
am not sure If I like lines the way I 
used to, at least the meaning have 
changed and expanded for me.

REFLECT AND POSITIONING

STATEMENT

The Emergence of the Interior / Charles 
Rice

Symposium

Interiors and Histories

Walter Benjamin

Text Seminar

Tatjana Schneider

Text Seminar 20160225 Footprint: Beyond Discourse: Notes on 
Spatial Agency

”The difference between this spatial 
production and that of the building as 
agency is that space is necessarily 
temporal. Whereas the building as matter 
is often cast as static - there better 
refined through taste and technique - 
social space is dynamic and its 
production is a continuous process.” Agency

muf

”‘a collaborative practice of art and 
architecture committed to public realm 
projects’.”

Obedinenie sovremennykh arkhitektorov 
(OSA)

Santiago Cirugeda

”In this, his work is about the possibility 
for action, for appropriation, occupation 
and use, powered by the imagination of 
the respective initiator. At the same time, 
Cirugeda questions the notion that the 
architect is the author, and thereby the 
solely recognised designer.”

”He aims to provide people with tools to 
act in their own city in order to cause a 
reaction against current institutional 
regulations, and to demonstrate that 
institutions cannot limit the complex 
human realm.”

The New Architecture Movement

”OSA, NAM, Cirugeda and muf show us 
how architects can transform themselves 
into something other than being the 
deliverers of buildings on the back of so-
called expert knowledge. In all these 
cases, the architects exceed the 
reductive sense of agency as mere 
exchange of service, and enter into a 
more open-ended and expansive sense 
of the word. ”

Tatjana Schneider and Jeremy Till

”A better definition in relation to spatial 
agency is that the agent is one who 
effects change through the 
empowerment of others. Empowerment 
here stands for allowing others to ‘take 
control’ over their environment, for 
something that is participative without 
being opportunistic, for something that is 
pro-active instead of re-active.”

Research Week

READINGS/TEXT STUDIES

DISCUSSION / REFLECTION

Course Description, INTERIOR & CITIES: ”In the second part 
you will study theoretical texts exploring a broad array of 
themes related to the urban interior and engage with a 
critical and reflective writing about your project. The 
compulsory course literature will help you to develop a 
deeper theoretical understanding of concepts related to 
your field of enquiry. These text studies, accompanied with 
brief summaries and discussions, will enable you to 
disseminate and contextualize your artistic practice.” 
Rochus Urban Hinkel (Course Description)

REFLECTION / WHAT IS MY 
METOD?

Key words: TIME, COLLAGE, 
TEXTURES, MEMORY & 
TRANSFORMATION.

When I look back at my 
previous projects I have 
understood that I like to work 
without a clear goal, it is part 
of my method. I am interested 
in the process, to be able to 
find my way during time.

I have had the collage 
technique with me for a while, 
but it hasn't been that clear 
for me until recently. It has 
been part of my method in 
some previous projects, and it 
got more clear last year in the 
spatial design course when I 
worked with distortion. It was 
my way to find space and my 
way to transform space, 
cutting out and assembling.

I have been interested in 
textures, fragments. Which I 
also tend to go back to again 
and again. And have tried to 
implement in more parts of 
my work. I remember from the 
first year during the first 
spatial design course when I 
zoomed into a bracelet of 
mine, that had scratches and 
a had a very worn surface. I 
think it was then I realized my 
interest in textures. As I 
before have worked with 
textile prints and patterns, 
which I think it might have a 
connection to somehow.

I like to take things into 
pieces, I think it is my way of 
understanding something 
more. It is also a connection 
to why I think I like collages. 
To dissect, deconstruct and 
bring together, fragments and 
parts of the past and the 
present, dissecting time.

Time is very present in almost 
all my work, it is also part of 
my process. If I don’t work 
with it literally it is always 
present.

I like to collect words, quotes 
that can help me tell my story, 
and also for me to understand 
something more. I work with 
writing texts, it is my way of 
knowing what I am doing, and 
in that way see new 
connections.

”There’s only a certain amount of control 
that you can have over a situation. I’m 
interested in working in that area in which 
the mind can no longer hold on to things. 
The point at which all ideas fall apart.” 
Fred Sandback, 1975

What am I interested in?

TIME
Time is present in all my work. I am 
interested in time and how time 
affects things.

TEXTURES
I am interested in textures overall, 
but very often drawn to textures 
affected by time. Textures that has 
a kind of fragility, like a withering 
surface or a crinkled surface of any 
kind.

LINES
I have long been fascinated by 
lines. What constitutes a line, and 
what forms  it. Lines that delimit, 
lines that are drawn. The angles 
and shapes they create. Lines are 
drawn, lines are erased. We move 
and relate to them.

The line is created through 
movement, a connection from one 
point to another.
The line separates and connects, it 
affects our behavior, as we in this 
world move and relate to them.

COLLAGE
I collect, I take apart, dissect and 
deconstruct.

SPATIAL ART
Sculptures, installations that 
creates or affects a spatiality. Art 
that you experience with the whole 
body.

CONTRASTS, MATERIALITIES , 
LIGHT/DARKNESS, SHAPES, 
MEMORY.

20160129 / Since I started at Konstfack in 
2012 I have been trying to find my way, and I 
think my process and methods have 
improved and got more clear to myself. I can 
now see more clear, continue thinking too 
much, reading and writing too much. It has 
made me more aware of my own interests. At 
the moment my aim is to learn more, which 
will never end. But I think I could find more 
key figures in architecture to rely on. Who 
are they? I want to be inspired by thoughts 
and actions, and I want to know why I am 
thinking this way. At the moment I have no 
inspiration or aim to go and work at a 
ordinary architecture office, it might change, 
but it is what I feel at the moment. I want to 
close in myself in a small space and read, 
see and find new things, and not get out 
before I know more. Things I think I need 
before I do anything else. But where is the 
time? And why do I think about what I 
suppose to do? I am struggling with what I 
should focus on. I have found other 
practices that work in ways I could see 
myself. I got introduced to a lot of inspiring 
literature and people this past semester, and 
I know it is so much more out there. I just 
want to stop time and find everything.

”If architecture is war, writing was - if far 
from piece - a kind of DMZ, a place to 
repair to, of find quiet, to think.” - 
Lebbeus Woods

2. PART 1 SAFETY VESTS /  We choose to 
make our investigation i a shopping mall 
and took Farsta Centrum as our site for a 
survey. Farsta Centrum is an old ABC 
Society which means working, living, 
center space in the same place. The 
people that were visiting the mall was 
mostly people on maternity leave, people 
eating lunch, school kids, and elderly 
people. Farsta centrum contains 150 stores 
and restaurants. We didn't want a specific 
goal but gave ourselves time to feel in the 
site and places in the mall before we 
actually gave ourselves a task one by one. 
Our tasks had different grades of 
interference with others and with the site. 
We choose to all wear yellow florissant 
vests to bring focus to us and what 
happens in the situations. The vest 
challenge us to be in the center and take 
up space. It was an efficient way to 
distinguish ourselves by a garment, only a 
color and piece of fabric. The vests as a 
symbol says something about special 
privileges, and the vests in that 
environment made us mostly be taken for 
some sort of information staff. A lot of 
people asked us about direction and where 
different stores were located. We also used 
the stages and props that belongs to the 
galleria and where special sets and almost 
stages for Christmas.

PART 1 SAFETY VESTS / We chose to use 
the reflective safety vests to highlight 
ourself in the spaces we visited. To make 
us visible, and to use the underlaying 
power that the safety vests somehow has 
in different contexts, and the power of 
being safe from people questioning our 
role in that specific space.

Some moments in Farsta Centrum we were 
taken as people working there as we got a 
lot of questions by people trying to find 
stores or places in the mall. In that space, 
in that context we were assumed to work 
there. And we also became more visible for 
people to notice what we actually were 
doing at the time. To see peoples reactions 
on the different tasks we gave ourself
during that day.

REFLECTION: With small things change a context, 
like with the symbolic value of the safety vests. 
What the safety vest actually stands for, that you 
might be thought of as a person with special 
privileges if you wear one. What are you actually 
allowed to do and does it separate you from the 
rest? As I think this is a symbol of power, it 
creates both some kind of an invisible and visible 
line that separates and connects you to things and 
people in that environment.

"The medium, or process, of our time - 
electric technology - is reshaping and 
restructuring patterns of social 
interdependence and every aspect of our 
personal life. It is forcing us to reconsider 
and re-evaluate practically every thought, 
every action and every institution formerly 
taken for granted. Everything is changing 
- you, your family, your neighborhood, 
your education, your job, your 
government, your relation to 'the 
others’.” (Marshall McLuhan, 1967, via: 
Adventures of the black square, p.126)

     1. MAPPING

WORKSHOP with Design

Mapping on a wall

NEIGBORHOOD

Hägersten
Fittja Notebook

Take notes on everything!

Course Description, 1. MAPPING: ”During the introductory workshop, which 
will involve an artist and an urban anthropologist, you will learn how to use 
anthropological methods of observing, documenting and interviewing. You 
will also collect material, thoughts, and discoveries and use them to create 
a map of the found in order to develop an idea about the social and cultural 
fabric of the city.” Rochus Urban Hinkel (Course Description)

Guest teachers: Neeltje ten Westenend 
and Leeke Reinders from The Netherlands.

2 day workshop
Reference: Sophie Calle

INTERIORS AND CITIES
”In this course you will broaden 
your understanding of interiors 
by exploring the concept of 
urban interiors within cities.In the 
first part you will use a series of 
artistic methods, like drifting, 
derivé and notations, actions, 
insertions and installations to 
explore and engage with urban 
interiors.” Rochus Urban Hinkel 
(Course Description)

GROUP WORK BY: LISA WESTERGREN, 
EMMA BRÅLANDER, PETRA KÅGERMAN, 
MATHILDA CLAHR

Part of our exhibition.

A Perfect Day.m4v

     2. PART 2: WARNING TAPE

2. PART 1 & 2 SAFETY VESTS / How do we 
react to these yellow safety reflective 
vests? What roles are we assumed to 
undertake depending on the context we 
are in? We wanted to explore that in a 
space and see peoples reactions 
depending on what we were doing. We also 
used them to highlight ourselves in that 
space.2

2. PART 2: WARNING TAPE / This yellow 
and black striped tape has many names 
and you can make assumptions on why 
and in what context to use this specific 
tape. The tape is often used as a kind of 
warning for something that has happened, 
or to highlight something that we need to 
notice. We just know that, as the tape 
doesn't necessarily always say warning in 
words. We wanted to use this tape to 
investigate how people react in different 
contexts, and investigate the underlaying 
power that the tape also has.

We used the tape to highlight things we 
noticed in the city, to see peoples 
reactions. We also used the tape in places 
where you normally don't use the tape, and 
by that also see peoples reactions. In 
another context used the tape to interrupt 
the movement by people in two tunnels. 
When we did all these things we also 
continued using the reflective safety vests 
to highlight ourselves during these 
moments.

Boarders & Boundaries

REFERENCE: ”People make sense of their 
world by connecting and separating things, 
by drawing distinctions and ordering 
relations, and these processes leave their 
mark in space.” - George Simmel (Space, the 
City and Social Theory, Chapter 2) If a boundary is drawn to form a closed figure, 

the result is an inside and an outside. You 
experience the inside and outside when you 
move from one side of the boundary to the 
other. Whether a boundary is experienced as a 
line, an area, or a volume depends not only on 
the boundary itself
but also on its context and the dimensions 
thereof. - Threshold Spaces, p. 46

BOUNDARY

Openings in boundaries make transitions in 
space possible. Thresholds interrupt boundaries 
for the transition from one zone to another. - 
Treshold Spaces, p. 47

REFERENCE: ”The human being is the 
connecting creature who must always 
separate and cannot connect without 
separating” - George Simmel (The sociology 
of Space, 1997) (Space, the City and Social 
Theory, Chapter 2, page 31.)

BACKGROUND
BACHELOR DEGREE PROJECT

LINES & SPACE

REFERENCES
FRED SANDBACK

”A line of string isn’t a line, it’s a thing, and as a 
thing it doesn’t define a plane but everything 
else outside its own boundaries.”. Fred 
Sandback 1975

BOOK: POINT TO LINE TO PLANE / 
WASSILY KANDINSKY

Geometry

Relationship

Transformation

Forces

Tension

Movement MONIKA GRZYMALA

Artist, Spatiality, Lines, Tape, Drawings.

RICHARD SERRA

His thoughts about how his sculptures 
should be experienced / A very bodily and 
spatial experience / How the sculptures 
affects the viewer/body.

“.. artists such as Richard Serra directly 
address the body as well as our experiences 
of horizontality and verticality, materiality, 
gravity and weight.” - The eyes of the skin, 
p. 35

MARK THE LINE / GÖTEBORGS 
KONSTHALL

REFERENCE: ”Mark the Line is an examination of 
“the line”, not only as a sign of stylistic expression 
embodied in works of art, but a symbol, the direct, 
often unmediated expression of intellectual and 
psychological content. The exhibition explores the 
line’s constant presence in our lives, how it, 
materially and immaterially, always affects and 
restricts. It focuses upon the line as both signaling 
division and creating a unity of space, charged 
with profound political, emotive or social 
implications. In its simplicity, the line sustains 
itself as a potent expression of political messages 
and humane action.The exhibition gathers issues 
around “territory”; how one space is demarcated 
from another. What are the current strategies from 
artistic to social to political claiming or reclaiming 
marked land? And how have artists attended to 
these subjects where we see growing political 
tension and cultural conflict around the world?” - 
Göteborgs Konsthall, 2014-2015.

REFERENCE: ”Mark the line explores the 
line as a marker of boundaries. Throughout 
history human beings have used lines to 
denote belongings and territory, and we 
have also tried to control the movements of 
the Other by constructing lines in the form 
of walls, fences and surveillance. The 
intention of a borderline is to shut out and 
keep in.” (Mikael Nanfeldt, Göteborgs 
Konsthall, Mark the Line, 2014)

REFERENCE: ”The exhibition Mark the Line explores the 
lineʼs constant presence in our lives, how - in various ways, 
materially and immaterially - it always affects and restricts. 
The line makes visible power positions where someone, or 
something, wants to control something else.” (Mikael 
Nanfeldt, Göteborgs Konsthall, Mark the Line, 2014)

FRED SANDBACK

MOBILITY OF THE LINE

ART / SPATIAL EXPERIENCE

BOOK: PROCESS / MATERIAL & 
REPRESENTATION IN ARCHITECTURE

Representational logics: Point, Line, Surface, 
Mass

SAUL STEINBERG

"The drawing was called “The Line” and that’s 
what it was: a single line spanning ten metres 
and twenty-nine panels that unfolded like an 
accordion. From this line, Steinberg gave rise to 
multitudes: laundry hanging out to dry and cities 
reflected in a river, women playing guitars, 
swinging chandeliers, and, of course, his 
famous cat." (http://www.newyorker.com/
books/page-turner/saul-steinberg-and-the-line)

"The precision of architectural drafting taught 
him the potential of a spare two-dimensional 
line to describe a complex three-dimensional 
form."

”Steinberg defined drawing as "a way of 
reasoning on paper," and he remained 
committed to the act of drawing in an era 
dominated by large-scale painting and 
sculpture. Throughout his long career, he used 
drawing to think about the semantics of art, 
reconfiguring stylistic signs into a new language 
suited to the fabricated temper of modern life.”

STATEMENT / I have long been fascinated 
by lines. What constitutes a line, and what 
forms it. Lines that delimit, lines that are 
drawn. The angles and shapes they create. 
Lines are drawn, lines are erased. We move 
and relate to them.

Map I made during the Bachelor Degree Project/My process.

THOUGHTS ABOUT PAST/LINES: If I look back 
even further in my past, I still see the lines. It is 
something with the graphical part of what a line is. 
I have worked with textiles, prints and hand drawn 
lines, I always tend to go that way. It is why I found 
many of my references that work with lines in their 
art. It is the references that made me more curious 
about what constitutes a line. It is my references 
that have made me look for something more.

Textile / Nyckelviksskolan 09-10.

Textile / Nyckelviksskolan 09-10.

A thread is a filament of some kind, which 
may be entangled with other threads or 
suspenders between points in three-
dimensional space. At a relatively 
microscopic level threads have surfaces, 
however, they are not drawn on surface. - 
Lines: A Brief History, Tim Ingold.

Latin: linea - line / thread

Print of dust / Textile / Nyckelviksskolan 09-10.

Nyckelviksskolan 11-12

Boarders/Boundaries

LINES

ARJAN JANSSEN                                                                                         
*”Linear Process

Grid-ridden

We’re trapped. Though we don’t always care to 
acknowledge the fact. Trapped in an all-
encompassing and multilayered grid, as 
infinitely broad as it is long; in a matrix that 
is Existence itself. It is an existential 
entrapment, from which the fleeting urgencies 
of day-to-day life, and the vapid jingoism of 
functional reason are wont to distract – but 
never extract – us. “Like it or not, you must be 
caught” as the nursery rhyme says, with faintly 
morbid overtones. Always already caught, in 
fact, in a gridwork that is our permanent horizon 
line, that recedes as we advance and 
encroaches when we pull back. Such is the 
underlying structure of sentiment of Arjan 
Janssen’s art, the profoundly human dimension 
of his purely formal visual idiom, the existential 
predicament he seeks to render intelligible in his 
paintings and drawings.
Intensely melancholic and saturnine, his work 
uses sparing visual means to pry this structure 
of feeling back to the quick. If his art has any 
extrinsic purpose, it is doubtless to reawaken us 
to our human predicament, challenge the sort of 
distracted self-deception that goes with 
repressing the reality of death. Psychoanalysts 
have a nice term for this form of denial – of not 
perceiving what is visibly there: they call it 
“negative hallucination”. It is of the common, 
non-pathological though metaphysical form of 
this phenomenon that Janssen hopes to cure 
us. The lack of seriousness and depth that he 
so deplores in contemporary existence leads 
him to a mode of painting having no truck with 
“realism”, which, far from showing the world 
merely as it is, seeks to provide an analytical 
grid of feeling behind appearances. His work, in 
other words, does not stem from a visual 
perception; rather, it conditions perception. 
Consequently, though the obsessively 
symmetrical and layered gridworks give 
Janssen’s work its particular form, they have no 
distinct meaning or objective content. Yet a 
certain affinity of mood likens them to the 
concept that philosopher Karl Jaspers devised 
to describe the absolute enclosure beyond the 
relativity of all horizons. Das Umgreifende, the 
Encompassing, as Jaspers explains, is “not a 
horizon within which every determinate mode of 
Being and truth emerges for us, but rather that 
within which every particular horizon is enclosed 
as in something absolutely comprehensive 
which is no longer visible as a horizon at all”. In 
Janssen’s work it is visible as an obsessively 
recurrent grid, the fruit of an ongoing linear 
process.” Stephen Wright about Arjan Janssen 
art work*.

20160205 / What if I work against this grid?

Why am I drawn to these straight lines?

Will I ever know?

LINES
MARCO CADIOLI

Necessary Lines

Drawn by machines

Seen from above

"In Necessary Lines, Marco Cadioli looks to the 
earth adopting the point of view of satellites, to 
focus his attention on the lines that man traces 
on the planet’s surface along his never-ending 
effort of appropriation of the natural landscape: 
“necessary” lines, according to the inspired 
definition coined by Carl Andre to describe 
Frank Stella’s paintings in a text from 1959 that 
has been seminal for Cadioli’s project:
“Art excludes the unnecessary. Frank Stella has 
found it necessary to paint stripes. There is 
nothing else in his painting. Frank Stella is not 
interested in expression or sensitivity. He is 
interested in the necessities of painting […] 
Frank Stella’s painting is not symbolic. His 
stripes are the paths of brush on canvas. These 
paths lead only into painting.”
Frank Stella’s modernist faith finds an 
impressive analogy in the satellite images of the 
plowed fields, where the tractor insists on the 
“necessary” lines of the field’s borders in the 
same way in which Stella’s brush followed the 
rectangular perimeter and the grid of the 
canvas: signs traced by man without thinking 
about their symbolic or aesthetic potential, but 
only following the internal economy of a 
monotonous, repetitive gesture, typical of the 
Fordist model of work; “signs traced by man 
without knowing about them”, like the ones 
photographer Mario Giacomelli documented by 
means of aerial photography." (http://
www.marcocadioli.com/necessary-lines/)

Internet Landscape

"Internet is a place. A chance of another 
possible reality. A developing and growing place 
turning into a urban space. It is increasing and 
moving boundary. Internet is not just a bad time 
market. It is a place we spend a lot of our time 
life." (http://www.marcocadioli.com/net-
photography-manifesto/)

MAPPING

Richard Long / A line made by 
walking, 1967.

”In the nature of things:
Art about mobility, lightness and freedom.
Simple creative acts of walking and marking
about place, locality, time, distance and 
measurement.
Works using raw materials and my human scale 
in the reality of landscapes.” (http://
www.richardlong.org)

”A Line Made by Walking in 1967, while still a 
student. This photograph of the path left by his 
feet in the grass, a fixed line of movement, 
established a precedent that art could be a 
journey. Through this medium of walking, time 
and distance became new subjects for his 
work.” (http://www.lissongallery.com/artists/
richard-long)

SOL LEWITT

Four basics kinds of straight lines, 1969.

”Each person draws a line differently and each 
person understand words differently. Neither 
lines nor words are ideas. They are the means 
by which ideas are conveyed.” (Via: Peder 
Alexis Olsen, Tennis.)

Two-Face: BEHIND THE LINE. (Laurel 
Broughton) Video /  (http://
www.welcomeprojects.com/two-face/)

MY COLLECTION OF LINES:  
pointandlinetoplace.tumblr.com

”LINES OF TANGENCY
10.10.2015 - 05.03.2016

Where do the tangents between past and 
present, or between ‘I’ and our fellow man, lie? 
The MSK invites contemporary artists to work 
around this grey zone. Using a variety of media, 
they sketch an animated world in which (human) 
relationships are once again central. In so 
doing, the artists question our world view in a 
globalized, seemingly limitless society.” (http://
mskgent.be/en/exhibitions/lines-of-tangency/
lines-of-tangency)

”You can’t be an artist, Albers reasoned, unless 
and until you’d mindfully explored the visual field 
through its key elements: line, shape, color, and 
texture.” Josef Albers

”line
[][1]: a long narrow mark on a surface : a mark 
on the ground that shows the edge of the 
playing area in a sport : an area or border that 
separates two places” ([http://www.merriam-
webster.com/dictionary/line][2])
[1]: javascript:void(0)
[2]: http://www.merriam-webster.com/
dictionary/line

”.. a line has been created that suggests the 
presence of horizontal bands in the volume, 
lines that might be there to mark the 
dirrerent levels of the water in the country. - 
Images that do not produce obvious 
architecture” - Giovanna Borasi / Studio 
Anne Holtrop

KONSTFACK / INTERIOR ARCHITECTURE / 
BACHELOR

In-depth / Spatial Design

Starting to investigating the meaning of lines 
and space.

Drawing

Drawing

Drawing lines with tape in space.

Writing Course / I started to write about 
artists working in relation to Lines & Space. 
Fred Sandback, Monika Grzymala, Ester 
Stockner & Richard Serra.

SPATIAL DESIGN

Crinkled Space

Model

Model

My fictive space of crinkled paper.

DISTORTION - WRINKLED - LAYERS  
LEVELS - HIDDEN FUNCTION - ELEMENTS 
PERSPECTIVE -  DEPTH - LIGHT - SHADOW

PROCESS OF BECOMING In this project the process of becoming is 
present in the way I have been working. The 
act of translating images or collages into 
something spatially. It is part of the 
reconstruction and the distortion of a site: 
Tensta Gymnasium.

Tensta / School

Create a spatiallity within a set of walls.

To find a method for myself to create new 
spaces.

To create my own manifest.

FICTION

Collage / crinkled paper

TEXTURE
COLLAGE

"Throughout his career artist Ray Yoshida 
produced a long series of collages featuring 
excerpts from comic books. The working 
process includes the extraction of single 
elements out of a comic strip and their 
rearrangements in grids or lines. Abstracted 
from their context, the fragments are introduced 
into a new order, deprived of narrative, but in 
search for a new meaning." (http://socks-
studio.com/2015/09/27/collecting-rearranging-
and-reinventing-ray-yoshidas-comic-works/)

My first idea with this method was to let 
my thoughts loose. To be able to just make 
stuff without thinking too much in 
beforehand. All steps just happening within 
time, changing depending on my own 
feelings. Starting with one image, 
reconstructing and distorting.

BACKGROUND / 
PREVIOUS 
PROJECTS

EXPLORATIONS 2 / 
INTERIOR AND 
CITIES

__________  /  LINE 
CONNECTIONS

ATLAS OF NOVEL TECTONICS

”Let us go back to the map and the territory and 
ask: ”what is it in the territory that gets into the 
map?” We know the territory does not get onto 
the map. That is the central point about which 
we here all agree. Now, if the territory were 
uniform, nothing would get onto the map 
except its boundaries, which are the points at 
which it ceases to be uniform against some 
larger matrix. What gets onto the map, in fact, is 
difference, be it a difference of altitude, a 
difference of vegetation, a difference in 
population, structure, difference of surface, or 
whatever. Differences are the things that get 
onto the map…..A difference, then, is an 
abstract matter”. - Gregory Bateson, Steps to 
an Ecology of Mind (Atlas of Novel Tectonics, p. 
217)

”This is not to say collage lacks systematicity; in 
fact, collage, in order to be converted into 
anything constructible at all. must be 
represented in the form of an assembly of 
building components such as studs, drywall, 
etc. The tectonics of collage architecture is not 
collage but comprises the same subsystems 
one would find in any other construction.” (Atlas 
of Novel Tectonics, p. 56)

”You can’t have similarity without difference, and 
you can’t have difference without similarity.” - 
Claude Lévi-Strauss (Atlas of Novel Tectonics, 
p. 44)

”Architecture makes a new history; history 
doesn’t make a new architecture.” p. 20

”With equal ease, it could be defined through 
the development of singular volume or figure or, 
in more discontinuous fashion, the collage 
technique.” p. 24

REFERENCE: ”Collages are kind of a relief, a 
frozen moment that draws you in for a closer 
look”

LEBBEUS WOODS / LINE / ”Line is precise 
and unequivocal. It is here, not there. 
Making a line is not about accidents. 
Rather, it is about contour, edge and 
shape. It is about where one space begins 
and another ends. It can be spontaneous 
or studiously deliberate, but it always 
carves space in a decisive way. It has a 
clear ethical, as well as aesthetic, impact. 
The drawn line is one of the great human 
inventions, and it is available to all of us - a 
tool both common and esoteric, personal 
and universal.” (Slow Manifesto, p. 28-29.) 
(https://lebbeuswoods.wordpress.com/
2008/05/05/line/)

”What I mean by ”line” is exactly that: a single 
mark, short or long, drawn with a pen, pencil, 
stylus, or any sharply pointed instrument that is 
held in the hand and commanded by it, in 
coordination with the brain, to inscribe on 
paper, tablet, plate, or any chosen surface 
exactly that mark and not another.” (Lebbeus 
Woods, Slow Manifesto, p. 29) (https://
lebbeuswoods.wordpress.com/2008/05/05/
line/) ”Drawing is a way of thinking.” (Lebbeus 

Woods, Slow Manifesto, p. 28)

”The cube is the building block of the spatial 
reference system that is dominant in our society 
and culture. It is also the visible evidence that 
the complexity of human experience can be 
made coherent and practicable. The cube gives 
us coordinates in space, but also in time. Any 
form, any eccentricity, any accident or 
unpredictable occurrence can be contained 
within its system of coordinates and made 
intelligible, logical. So, somewhat less than 
purely arbitrary, it was chosen as a boundary, a 
limit, a structural frame, but also as a 
convention and critique. Our ideal community, 
we determined, would not abandon the known 
and accepted, but embrace and expand it.” 
Slow Manifesto, Lebbeus Woods, p. 82.

WALLS OF CHANGE / ”Walls are meant to 
separate, that is true. After all, it is an essential 
mission of the architect to define space, which 
means to construct limits, edges, boundaries 
that carve out particular pieces of 
undifferentiated space for human purposes. 
Walls of many different spies and materials are 
prime means at the architect’s disposal, and we 
are used to thinking of them as dividers 
between one side to another. Most often these 
to sides are different, even opposing - cold/
warm, dark/light, noisy/quiet, public/private - 
and the separating walls secure people or 
things on the other On rare occasions such 
walls reverse their roles and bring people 
together.” (Slow Manifesto, Lebbeus Woods, p. 
141)

”At yet other times, walls that separate and 
divide can become armatures for change - that 
is, for the transformation of conditions on one 
side or both.” Slow Manifesto - Lebbeus 
Woods, p. 141

LEBBEUS WOODS

”The straight line is a spatial vector, conveying 
direction and magnitude of energy, not just 
symbolically, but also in the physical, 
intellectual, and emotional energy it takes to 
draw the line exactly as it is. Moreover, any 
curve can be created with straight lines, the 
smoothest with a mathematically infinite 
number. With straight lines, the boundaries of 
any form can be established.” Slow Manifesto, 
Lebbeus Woods, p. 168.

EXPLORATIONS 3

INTERIORS AND 
ATMOSPHERES

MONUMENT

Full Definition of monument (http://
www.merriam-webster.com/dictionary/
monument)
1: obsolete :  a burial vault :  sepulchre
2:  a written legal document or record :  treatise
3.a (1) :  a lasting evidence, reminder, or 
example of someone or something notable or 
great (2) :  a distinguished person
b :  a memorial stone or a building erected in 
remembrance of a person or event
4: archaic :  an identifying mark :  evidence; 
also :  portent, sign
**5 :**obsolete :  a carved statue :  effigy
6:  a boundary or position marker (as a stone)
7:  national monument
8:  a written tribute

”monumeʹnt (latin monumeʹntum 
’minnesmärke’, av moʹneo ’erinra’, ’påminna’), 
skulptur eller byggnadsverk uppfört till minne av 
en person eller en händelse.” ne.se

”Considering that the notion of “monument” can 
vary according to the political, social, or 
architectural context from which it is analyzed, I 
propose some thoughts here on some present-
day cities characterized by a continuous state of 
transformation. In these contexts, the idea of 
“monument” as a physical and enduring 
construction—linked to a static memory which 
emphasizes a few historical moments and 
public figures—does not go together with the 
physical and symbolic reality of the given place. 
If “monument” has an etymological origin in the 
word “memorial,” a notion of nonlinear history 
constituted in a similar way to a subjective 
memory—recombining its elements 
continuously to create new relations can lead us 
to a more flexible idea of monument that takes 
on different aspects in relation to temporality, 
visibility, scale, and the possibilities of relating to 
individuals on an equal level."

"In the Soviet era, the task of representing 
memory, sovereignty, and history was given to 
the water works--a system of canals, dams, 
and reservoirs. This infrastructure embraced the 
cultural program of the monument despite its 
otherwise efficiency-driven role as a utility. In the 
misfit between traditional monumentality and an 
object as dispersed as a hydraulic 
infrastructure, a system of representation 
emerged that presented a unified image of 
nature transformed through politics." Anna 
Neimark & Andrew Atwood

MONUMENT
The origin of the word "monument" comes from the Latin moneo, monere, which means 'to remind', 'to 
advise' or 'to warn',² suggesting a monument allows us to see the past thus helping us visualize what is to 
come in the future.

A monument is a type of structure that was explicitly created to commemorate a person or important event, 
or which has become important to a social group as a part of their remembrance of historic times or cultural 
heritage, or as an example of historic architecture. The term 'monument' is often applied to buildings or 
structures that are considered examples of important architectural and/or cultural heritage         (https://
en.wikipedia.org/wiki/Monument)

: a building, statue, etc., that honors a person or event : a building or place that is important because of 
when it was built or because of something in history that happened there : an example of something (http://
www.merriam-webster.com/dictionary/monument)**

MONUMENTAL             A MEMENTO

MONUMENTALITY        MANIFESTATION

MEMORIAL                POWER

REMEMBRANCE        WINNER

MEMORY                IMPROVEMENT

CULTURAL HERITAGE    EVENT

RECOGNITION            IDEOLOGICAL

SYMBOL                PAST
STATUS                    AFFECT
ICONIC                    RUINS

IDENTITY                CHANGE

PRESENCE                ELEMENTS
LANDMARK                STATUE

HONOR                    COLUMN

BEACON                TOWER

TRIBUTE                GRAVESTONE

MARKER                REMINICENCE

TIME                    TROPHY

MOMENT                RETROSPECTION

TRACE                    SITE

HISTORY                SPACE

POLITICAL                REMAINS
FRAGMENT                RECOLLECTION

”The Monument
Riegl opens his essay with a definition: “A 
monument”, Riegl writes, “in its oldest and most 
original sense is a human creation, erected for a 
specific purpose of keep- ing single human 
deeds or events alive in the minds of future 
generations” - (http://arkitekturforskning.net/na/
article/viewFile/296/256)

INTENTIONAL / UNINTENTIONAL?

To maintain memory. Historical Object, Heritage, Relative, 
Subjective, Defined Value.

VALUE

MEMORY

RE-COLLECTION

RE - AGAIN / BACK

The act of recollecting.     A study of recollection.

Recollect
"remember, recover knowledge of," 1550s, from Latin recollectus, past 
participle of recolligere, literally "to collect again," from re- "again" (see re-) 
+ colligere "gather" (see collect). Related: Recollected; recollecting. The 
pronunciation is based on recollection. (http://www.etymonline.com/
index.php?term=recollect)

To collect again. Remember, Recover knowledge.

WIKI: To recall; to collect one's thoughts again, especially about past 
events.

Recollection
1590s, "a gathering together again," from French récollection (14c.) or 
directly from Medieval Latin recollectionem (nominative recollectio), noun of 
action from past participle stem of recolligere (see recollect). Meaning "act 
of recalling to memory" is from 1680s; a thing or scene so recalled, from 
1781.
(http://www.etymonline.com/index.php?
term=recollection&allowed_in_frame=0)

A Gathering together AGAIN. Act of recalling to memory.

WIKI: Process of collecting again. / The act of recollecting, or recalling to 
the memory; the operation by which objects are recalled to the memory, or 
ideas revived in the mind; reminiscence; remembrance.
(Reminiscence is the act of recollecting past experiences or events)

Collect
early 15c. (transitive), from Old French collecter "to collect" (late 14c.), from 
Latin collectus, past participle of colligere "gather together," from com- 
"together" (see com-) + legere "to gather" (see lecture (n.)). The intransitive 
sense is attested from 1794. Related: Collected; collecting. As an adjective 
meaning "paid by the recipient" it is attested from 1893, originally with 
reference to telegrams. (http://www.etymonline.com/index.php?
term=collect&allowed_in_frame=0)

Gather together, Come together, To gather.

WIKI: to gather together, collect, consider, conclude, infer.
Collection (n.)
late 14c., "action of collecting," from Old French collection (14c.), from Latin 
collectionem (nominative collectio) "a gathering together," noun of action 
from colligere (see collect). Especially of money gathered for religious or 
charitable purposes from 1530s. Meaning "a group of objects viewed as a 
whole" is from c. 1400. (http://www.etymonline.com/index.php?
allowed_in_frame=0&search=collection)

Action of collecting. A gathering together. A group of objects viewed as a 
whole.

WIKI: A set of items or amount of material procured or gathered together.

GO BACK AGAIN:

FOLD; CREASE; PLEAT, 
TUCK, WRINKLE.

TUCKING

pin tucks, space tucks, blind tucks, 
graduated tucks, centered tucks, double-
andcentered tucks, tapred tucks, standard 
tucks, curved tucks, cross-stitched tucks.

THIN - SEMI TRANSPARENT - GLOSSY/
MATTE - BROWN - SOFT - CRISP

Turn over/upside down

Different papers, thin or thick, 
color or pattern. The surface of the 
paper - is it     matte/glossy/
texturized? Is it easy or difficult to 
fold? Do I need a tool to make     
the paper fold? Or do I need 
something to hold the material in 
place, like a thread? How does the 
paper feel to fold? How significant 
does the pleats become 
depending on the material? What 
qualities do I see in the different 
folding methods? If I switch side 
of the paper - what do I see then 
(depending on how I pleat the 
paper?) How can I transform the 
qualities I find into other materials 
- textile - wood - metal. I have to 
make quick material tests. I will 
start with one material (textile) as I 
see similarities with the thin paper 
qualities. I see other similarities 
with the thicker paper and metal. 
Can I then transfer these into 
wood? How does that work?

PART I

Mid-review / What to do next: 
Continue folding, try different 
materials - analyze - describe - 
mapp out.

Thin paper that is a bit semi 
transparent, light weight, brown 
paper. When I turn this paper over 
to the backside I feel for the pleats 
more somehow. They are     more 
clear and visible than on the 
thinner paper. The play of light and 
shadow is more significant which I 
like. It is the contrast I value more.

The simple pleats are more 
difficult to fold with the size of the 
paper (A2) even if the paper is thin. 
The paper is soft and living its own 
life sort of, and almost gets softer 
the more you fold it. It is easier to 
control the tucks though.

LIGHT/SHADOW

Thin transparent paper (drawing paper)

THIN PAPER: Both he sound and 
the tactility of the thin wrinkled 
paper evoke a sense of fragility. 
The material remembers the 
wrinkles and stays in place, but 
as a textile I can make it almost 
plain again. When I fold this kind 
of paper with my hands it is more 
flexible and easy to handle than a 
thick paper. The lines of the tucks 
is more visible and significant 
when the paper is transparent.

THIN - WRINKLED PLEATING - If i 
just wrinkle the paper with my 
hands, the paper stays in place. It 
is so thin you almost could make it 
plain again as if you iron a fabric. 
(Soft thin natural     fabric, light 
weight reacts best to wrinkled 
pleating methods.)

SMOCKING

GATHERING
PLEATING

box pleats, knife pleats, inverted pleats, 
wrinkled pleating

I am interested in textures. I have a short 
background in textiles, where I think that my 
interest started. I feel it has a connection to 
my interest in folding and I always tend to fall 
back to these over and over again. I have a 
will to go back to making with my hands 
again. The moment I enjoy the most. In this 
spatial design course in the first year of the 
bachelor I made models of folded paper. I 
also casted the models in plaster to gain a 
thickness.

Process images from course in Explorations 
1. The lines that were drawn in rhino: paper 
qualities - folded. Extruded lines.

FRAGILITY - EASE - THIN - PAPER - 
FOLDED

Folded paper / cast in plaster - in the first 
year in the bachelor.

Course: Fold School, project with Emma 
Brålander.

PAST / BACHELOR

Project in the third year, together with 
exchange students Jamie Smith and 
Georgina Woods.

MATERIAL

paper, textile, metal

Trasformation - paper, textile, plaster, wood.

Material tests

tear - fold - rip - crease - cut

BOOK 2: Complete pleats : pleating 
techniques for fashion, architecture and 
design.

BOOK 1sThe art of manipulating fabric

RELIEF reference: Artist Jan Schoonhoven

TEXTURES
RELIEF

Reference: Jan Schoonhoven

TEXTURES
I am interested in textures overall, 
but very often drawn to textures 
affected by time. Textures that has 
a kind of fragility, like a withering 
surface or a crinkled surface of 
any kind.

Entering a space I tend to focus on details, 
textures, traces and fragments of the past.

Color/course - 2 weeks. Textures, colors, 
material tests.

Composition

Light/Shadow

Textures

WIKI: Process of collecting again. / The act of 
recollecting, or recalling to the memory; the 
operation by which objects are recalled to the 
memory, or ideas revived in the mind; 
reminiscence; remembrance.

Who decides what lasts?

What becomes ruins?

Traces, Remains Irreplaceability

Allow to disintegrate - Return to nature.

Age

Conservation

Recall to memory

A moment I want to save for later.

Who value our memory?

TRACE

HISTORICAL/CULTURAL

To remind

”Instead of causing us to remember the past 
like the old monuments, the new monuments 
seem to cause us to forget the future. 
Instead of being made of natural materials, 
such as marble, granite, plastic, chrome, and 
electric light. They are not built for the ages, 
but rather against the ages. They are 
involved in a systematic reduction of time 
down to fractions of seconds, rather than in 
representing the long spaces of centuries. 
Both past and future are placed into an 
objective present. This kind of time has little 
or no space; it is stationary and without 
movement, it is going nowhere, it is anti-
Newtonian, as well as being instant, and is 
against the wheels of the time-clock.” - 
Robert Smithson, Entropy And The New 
Monuments

TIME
Age

Trace

Remains

Texture

Memory
Distance

Tutor: Anna Odlinge

INTERIORS AND MATERIALITIES

"According to Tatlin, different materials have 
different qualities that determine how they 
should be assembled and what expressions 
they can achieve." (Adventures of black square 
- p. 61)

"The constructivists' emphasis on materiality 
was also a form of realism and, not least, a 
moral imperative: things should not imitate what 
they are not." (Adventures of black square - p. 
61)

INTERIORS AND URBAN

COURSE DESCRIPTION / "Explorations 3 focuses 
on design developments / design acts that are 
based on the combination of reflection and 
investigation, on thinking and doing, on theory 
and practice.
This process of designing will enable students to 
develop a ‘research question’ or ‘area of concern’, 
through a reflective design and practice-based 
research. The inquiry is conducted in relation to 
an organisation, context or the like where the 
student lead their project individually or in small 
groups. This will prepare students to position their 
own practice and interests in the future in 
relationship to their discipline and through design 
explorations."

INTERIOR MATERIAL FICTIONS

TAKE 1

STATEMENT / TAKE 1 We have explored 
the relationship between Spolia, the 
identities of the original objects and the 
impact of the material that encloses them. 
The enclosed material we have used is 
water turning into ice. The ice affects the 
readability and recognition of the objects. 
Both the shape of the ice and readability of 
the objects changes over time, during the 
melting process. The process is then 
reversible and the Spolia can reshape and 
change again and again depending on both 
placement and the material of the objects 
within. During the process the objects and 
the ice are affected by the surroundings. 
When the ice is melting the ice blocks 
loosens up and melt together. The objects 
starts to touch the ground, fall apart and 
new relationships are created.

TAKE 1, Group work by: Mathilda Clahr & 
Caroline Asserlind

TAKE 1, REFLECTION: Objects enclosed by ice. During 
the melting process the objects will move and change 
shape depending on their materiality. To describe this 
process we made a time elapse. Then you see how 
new relationships are created and new formations take 
place. The plastic knives will eventually touch the 
ground, the crinkled paper will straighten out more and 
the metal lids will fall apart.

TIME

Transformation
Melting Process

Transition

Phases

Video 2015-09-09 11 26 40.m4v

TIME ELAPSE VIDEO of the melting process.

Course Description, TAKE 1: ”During  the  first part of  the  course  you  
will  work  in   teams  of  two; making your  own spolia, describing  it  in  
a drawing  and  developing   your  own  attitude  and  aesthetic approach  
to  the  theme.  Start  by  choosing  at  least  two  objects that  will  
constitute  the raw  material  for  your  spolia. The  objects  can  have  
different  traits  and  character;  for example be of architectural origin, 
historical kind, come from an interior, have figurative  qualities,  consist  
of  one  or  different  materials and  so on. The  important thing  is  not  
exactly  what   it  is,  but   that  the  objects  you  choose  have  
character and definable qualities.” - Ulrika Karlsson (Course Description)

TAKE 2

TAKE 2:  Spolia and Robotic Fabrication 
Workshop + KTH A

Course Description, TAKE 2: *”In this joint workshop with KTH School of 
Architecture we will work with assembling of spolia using Konstfackʼs 6-
axis ABB robot. The workshop is focusing on the structure that connects 
or holds the different spolia together.

In order to have the robot joining your spolia together, each team of 
students will choose a filling or joining technique and design their own 
depositing nozzle or tool for the robot. The tool or nozzle will be the tool 
that regulates that which is deposited, the material that builds up
your filler or joint. This could for example be something granular, 
threadlike, liquid or viscous.”* (Ulrika Karlsson, Course Description, 
Interior Material Fictions)

TAKE 2:  We wanted to work with Time as 
the previous project me and Caroline made 
together with the melting ice. As we had to 
collaborate with the robot this time we 
wanted to find another material with 
similar qualities as the ice had, melting. We 
then made some tests with different 
materials, and finally found the wax that we 
bought at the sculpture studio. We also 
wanted to capsule time in the wax 
formations we made, and found the watch-
maker set (small screwdrivers) as our 
Spolia and filler to give the things more 
meaning than before. We then had the 
robot melting the formations with a heat 
gun. Creating new formations and relations 
during time. Some fell apart, melted 
together and got destroyed and we 
captured that in a time capsule video and 
photographing, then making drawings out 
of the process and time.

TAKE 2: Group work: Mathilda Clahr, 
Caroline Asserlind & Andrej Malinin

Take 2. Melted

Take 2. Melted

Take 2. / Before melting.

IMG_5446.MOV

TAKE 3

REFERENCES

COLLAGE

BOOK: COLLAGE CITY

”The modern city that has not been built.”

”Good will / intensions”

fiction

ideas about the city

future

BOOK: ATLAS OF NOVEL TECTONICS

”The collage as a technique relies on elements 
being recognizably out of context, or 
decontextualized. It is inherently 
juxtapositional.” p. 56

BOOK: CUTTING EDGES

REFERENCE: ”Collage is all about recycling, 
reinterpretation and reprocessing our collective 
past, present and future”

ANDREW KOVACS

”This is not to say collage lacks 
systematicity; in fact, collage, in order to 
be converted into anything constructible 
at all. must be represented in the form of 
an assembly of building components 
such as studs, drywall, etc. The tectonics 
of collage architecture is not collage but 
comprises the same subsystems one 
would find in any other construction.” 
Atlas of Novel Tectonics, p. 56

ANDREW ATWOOD & ANNA NEIMARK

REFERENCE: Zoopol - "Zoopol, a monument to 
the animal kingdom" 2012

REFERENCE: ”Zoopol is an urban 
abstraction. It formalizes the distance 
between an object and its representation. 
The extrusion of the animal print figure/
ground unifies an otherwise wildly complex 
set of parts into a monumental whole that 
represents urban form through a single 
architectural convention.”

FICTION

EXTRUSION

(Pinterest head office - Extruding the 
Malevich art into architecture.)

MONUMENT
MONUMENT: "In the Soviet era, the task of 
representing memory, sovereignty, and history was 
given to the water works--a system of canals, 
dams, and reservoirs. This infrastructure embraced 
the cultural program of the monument despite its 
otherwise efficiency-driven role as a utility. In the 
misfit between traditional monumentality and an 
object as dispersed as a hydraulic infrastructure, a 
system of representation emerged that presented 
a unified image of nature transformed through 
politics." (http://www.firstoff.net/projects/
monument/)

degree curved lines

Course Description, TAKE 3: ”Take 3 engages a third 
approach to spolia. With your knowledge that you have 
gained, and through the reflections you have done, on the 
notion of spolia, you will now approach Slussen. This time 
you have a specific site to mine, explore and intervene with. 
This requires a reconsideration of scale. If spolia is said to 
be an artefact or artefacts incorporated into a setting 
culturally or chronologically different from its local of 
creation, how will you engage in a process of dislocation, 
displacement or disfiguration. Is the site where your spolias 
are retrieved another than where they are incorporated? Or 
is the site from where the spolias are retrieved the same as 
the one where they are assembled or incorporated into, but 
culturally and chronologically different. Do you bring 
something to Slussen or do you dislocate somethings at 
Slussen. Are you working with spolia in re or spolia in se? 
What is a contemporary approach to spolia and spoliation? 
Are you reconsidering the notion of spolia and developing 
another approach on the subject matter? Through material 
experimentation you will explore this and successively 
develop design techniques and spatial methods for 
associated, connected or linked interiors of 
Slussen.” (Ulrika Karlsson, Course Description, Take 3)

SITE: SLUSSEN

HISTORY

Remembering the present.

MONUMENT

MEMORY

"The city is a complex and heterogeneous unit, 
which it is characterized by its diversity. At the 
same time, the city has its very own identity and 
acts as a unifying force. This identity is 
generated by the movements of the city over 
time, where the relationship between the past, 
the present and the future creates a city, which 
not only includes the concept of itself in the 
present moment, but also the memory of 
itself." (http://www.skjerdingstad.com/projects/
#/copenhagen-city-museum/)

20160211 / Just found this quote describing 
another architects process and thoughts, 
which I think also can connects to this 
matter with Slussen/The City that we used to 
work with in EXPLORATIONS 1. The past, the 
present and the future, TIME.

Traces

REFERENCE: "The American artist Clay 
Ketter, living in Sweden, constructs 
'paintings' from plasterboards used for 
building houses, sometimes layering 
materials, or stripping them away, to reveal 
he unexpectedly beautiful traces left by the 
removal of electric fixings, tiles, 
etc." (Adventures of the black square, p. 
64, Iwona Blazwick)

TIME

RECONSTRUCT

TAKE 3: Photo: Peeling Layers of Color.

Documenting Slussen / Zooming in to 
textures.

TEXTURE

Obsolete

Making collages out of my photographs from Slussen.

Fragments

Memory
TAKE 3: Process: Collage

TAKE 3, STATEMENT / PEELING 
LAYERS

Key Words: Peeling, Shifting 
Phases, Chemical Process, 
Fragility, Transformation, Layers.

When I was walking around 
Slussen I focused on the peeling 
layers of how it used to be; the 
remains of spaces, colours and 
materials that once created a 
whole.

In this project I wanted to capture 
a moment of today, my memory 
of Slussen, the feeling of fragility, 
and the notion of Slussen peeling 
of itself. Fragments of peeling 
layers of colour are my Spolia. 
Layers resulting from a chemical 
process, aging with time.

I felt that the peeling colour 
fragments captured that fragile 
feeling, and somehow summed 
up my own relationship to 
Slussen, that without notice 
something is gone, or shifting 
into a new phase.

By transforming this spatial 
shape into a monument of 
Slussen, I want to make a tribute 
to my remembrance of this 
moment in time, adding yet 
another layer.

REFERENCE: I found this quote describing 
Ray Yoshida work using collage as a 
method that I think describes my own 
method using the collage technique: 
"Abstracted from their context, the 
fragments are introduced into a new order, 
deprived of narrative, but in search for a 
new meaning."  (http://socks-studio.com/
2015/09/27/collecting-rearranging-and-
reinventing-ray-yoshidas-comic-works/)

20160212 / I found this quote 
interesting as it somehow also 
describes my own method and 
idea from the beginning. This way 
make my work shift from an 
interesting texture or image into 
something else, which gives it a 
new meaning. And I never ending 
up knowing the end result 
beforehand. That makes me want 
to take this detour to understand 
something more, or find a new 
way.

COLLAGE

ANDREW KOVACS

20160215 / I see a connection between 
Kovacs work and the book Collage City by 
Colin Rowe & Fred Koetter.

”He tries to discover new significations and new 
possibilities. What were ends in previous 
projects become means in the next. The 
bricoleur rebuilds his set of tools and materials 
by using the debris of previous events, the odds 
and ends left behind by other ventures." By 
assembling nearly everything he can get his 
hands on, Kovacs turns the gallery space into 
his own personal collection of debris, both 
historical, in the form of architectural models, 
but also the recent and contemporary, in the 
form of trinkets and found objects.” (http://
www.domusweb.it/en/architecture/2013/08/09/
goods_used.html)

FICTION

Daniel Libeskind, Collages,

“Hands are part of a personʼs individual 
persona and character, but they also 
perform their independent actions, and are 
crucial in human communication with a 
language of their own. Matteo Zambelli, You 
are more than one.” (The process of making 
the collage.) / The Thinking Hand, Juhani 
Pallasmaa, p.10

SPOLIA

Course Description, SPOLIA: ”The notion of Spolia refers to the re-use of old existing building 
elements and materials, or an integration of earlier often symbolically charged building 
elements into new interiors and built structures.” - Ulrika Karlsson (Course description, 
Interior Material Fictions.)

READING CIRCLE

Walter Benjamin

Sylvia Lavin

Dale Kinney

TAKE 3

Presentation / Explorations 1, Take 3.  Drawings/Models

Rendered 3D-model with added texture

Process: 3D-printed models / Part of presentation.

PEELING LAYERS / TEXT

When I was walking around at Slussen I 
focused on these peeling layers of how it 
used to be, the remains of spaces, colors 
and materials that once were a whole.

In this project I wanted to capture a 
moment of today, my memory of Slussen, 
the feeling of fragility, like Slussen is 
peeling of itself. These fragments of 
peeling layers of color are my Spolia. 
Layers that are a cause of a chemical 
process, aging with time.

I felt that the peeling color I found captured 
that fragile feeling I got at the site, and 
somehow summed up my own relationship 
to Slussen, that without a notice something 
is gone, or shifting into a new phase.

As my first transformation, I started taking 
apart my photographs from the site by 
cutting them into pieces and assembling 
the cut out fragments into several collages. 
My collages somehow turned into fictive 
spaces, I started to imaging what it could 
be, and by that the flakes of color started 
to turn into something spatial.

In the preface by James Gallager in book 
Cutting Edges he writes:
”Collage is all about recycling, 
reinterpretation and reprocessing our 
collective past, present and future” He also 
writes: ”Collages are kind of a relief, a 
frozen moment that draws you in for a 
closer look” And I think his word very much 
relates to my own process as I wanted to 
capture a moment, and that I am collecting 
these fragments of peeling color as my 
starting point in this process, as I think 
Slussen is very much about the past, 
present and the future also. And I'm 
zooming into the present to remember 
today.

I transformed my 2-dimensional collages 
into 3-dimensional when I extruded the 
lines in the images into a continuous form, 
shaped by the outer lines. Imagining these 
collages shifting from 2D to 3D helped me 
visualize new forms. By cutting the 
extruded shapes with each other I kept 
working with the collage technique in a 
more 3-dimensional way, rotating them so 
the cut out mass changed direction and 
then finding new shapes and spaces that I 
never would have otherwise. I found my 
own kind of universe letting the models 
shift shape and become something of its 
own.

In a text in the project Zoopol by Andrew 
Atwood and Anna Neimark they described 
their work like this:
”Zoopol is an urban abstraction. It 
formalizes the distance between an object 
and its representation. The extrusion of the 
animal print figure/ground unifies an 
otherwise wildly complex set of parts into a 
monumental whole that represents urban 
form through a single architectural 
convention.”

In my own work found qualities in the 
combinations of the straight and curved 
lines, the randomness and variations, the 
thin flakes, together with the more solid 
shapes. Me not having total control over 
my own work, and for me it brings another 
layer to it, and becomes more interesting 
for me to solve in the end.

The act of translating something made by 
us but affected by this chemical process, I 
transformed the peeling color into my own 
abstract collage, then into a 3-dimensional 
world that makes our perception change. 
The play of something shifting from being a 
flat image into a 3D-model, the shift from 
being fictive to real. The shift from a 3D-
form into drawing. Adding the collage into 
the  rendering, and by that it transformed 
into a more abstract texture, which I valued 
as you might start to imagine what material 
it is as it might not be that clear any more, 
giving this fictive world another layer.

By transforming this spatial shape into a 
monument of Slussen, I want to make a 
tribute to this memory I have, to remember 
this moment of time.

Process: 3D-printed models

TIME
Obsolescence

Withering

Fragility

Atrophy

Transience

Friability

Transformation

MONUMENT

The Monument in Relation to City and 
Memory / Ana Paula Cohen

”Considering that the notion of 
“monument” can vary according to the 
political, social, or architectural context 
from which it is analyzed, I propose some 
thoughts here on some present-day cities 
characterized by a continuous state of 
transformation. In these contexts, the idea 
of “monument” as a physical and enduring 
construction—linked to a static memory 
which emphasizes a few historical 
moments and public figures—does not go 
together with the physical and symbolic 
reality of the given place. If “monument” 
has an etymological origin in the word 
“memorial,” a notion of nonlinear history 
constituted in a similar way to a subjective 
memory—recombining its elements 
continuously to create new relations can 
lead us to a more flexible idea of 
monument that takes on different aspects 
in relation to temporality, visibility, scale, 
and the possibilities of relating to 
individuals on an equal level." (http://
monumenttotransformation.org/atlas-of-
transformation/html/m/monument/the-
monument-in-relation-to-city-and-
memory-ana-paula-cohen.html)

Lygia Clark / Monument for Every Situation,1964

“This artwork deals with a failure of the notion of 
a monument that would reaffirm the 
comprehension of a history formed by a few 
people, or by a number of important, precisely 
demarcated events which should be 
continuously remembered.” (http://socks-
studio.com/2015/03/10/monument-for-every-
situation-lygia-clark-1964/)

”Monumento para todas as situações 
(“Monument for Every Situation”), 1964, by 
Lygia Clark (Belo Horizonte, 1920—Rio de 
Janeiro, 1988). Clark proposes a mobile, 
foldable, small-scale (40 x 40 cm) monument
—which can be set up anywhere—leading 
us to consider that any situation can be 
activated as a relevant one, depending on 
how it is seen. This artwork deals with a failure 
of the notion of a monument that would reaffirm 
the comprehension of a history formed by a few 
people, or by a number of important, precisely 
demarcated events which should be 
continuously remembered. This piece has the 
same structure as Lygia Clark’s bichos 
(“critters”), metal surfaces that can be 
manipulated and configured in different 
positions.”

SCALE?

Recollection
Memory

20160211 "Correspondingly to the way we 
live and arrange our society, the 
conception of time has altered throughout 
different times in history. Our perception of 
time has radically changed, due to various 
factors such as religion, urban and social 
arrangements and the progression of 
modern technology." (http://
www.skjerdingstad.com/projects/#/
monument-1/)

Infinity?

20160211 ”This identity is generated by the 
movements of the city over time, where the 
relationship between the past, the present 
and the future creates a city, which not 
only includes the concept of itself in the 
present moment, but also the memory of 
itself." (http://www.skjerdingstad.com/
projects/#/copenhagen-city-museum/)

EXPLORATIONS 3 / 
INTERIORS AND 
ATMOSPHERES / 
MATERIAL

PART II

20160426 - After the last review I had to go 
back and think through what my aim was as I 
didnʼt like the way my feedback and critique 
was aiming to. It was good to think about it 
though, and it also got more clear to me how 
to continue my work somehow.

20160428 - Today Anna and I talked about 
the feedback that I got and we both felt that 
it didnʼt fit in my project, regarding scale and 
what it could become in the end. That my 
work were aiming in another direction that I 
might not have known then or didnʼt 
communicated in the review. And I think it 
was both, as I were not sure how to 
continue. But I did not want to close the 
doors on the traces and the memory which I 
felt was still important. And has been 
through out the project. Something that also 
related to past projects. I needed to have the 
time present in my work.

20160503 - If I didn’t do all these foldings I 
would never have come up with the 
thoughts I have now. And I would never 
have seen my foldings as something more 
than just folded fabric. It needs to take 
time. I started to see things in the end - 
and I could see the folded fabrics more as 
metaphors instead of putting them in a 
specific scale and imagine what they could 
be as the feedback I got. I felt that I needed 
to go deeper and challenge myself in 
another way. That is why I want to explore 
what happens in the different stages -            
It is in the moments in which the space 
occurs. - The expansion. - The Trace of an 
action. - The process.

”It is more about the contour / the 
surface - relation / extension 
rather than the light and shadow.”

NOTES - 20160502                                                  
Relation - Utsträckning

Slät / Veck
Veckens olika riktningar
Hur många veck?

Kontur - Yta

Vecket - Rumslig Metafor

The Fold - A Spatial Metaphor

The Fold as a metaphor for..

Moment
Second
Frozen
Sense
Instant
Time
Direct
Memory
Date
Minute
While
Short
Sudden
Abrupt
Snap
Change

Draw the lines
Draw the motion
Follow the folds, one fold.
What does the line do?
Tygets konstruktion - synas i ritning?
Analysera rörelsen i filmen - vad händer?

Prata med Anna Nordström om textilen.

Att ana
Upplevelse
Tolka av
Ögonblick

Sensory
To breathe
Inhale - exhale
Flow
Stages

Something happens with the body when the 
fabric is in movement.
FROZEN  - Inside - Outside.

MOVEMENT - VIDEO (CLICK ON THE 
ARROW. )

THE EXPANSION

What if the exhibition only lasts for a short 
moment?

EXHIBITION WORKSHOP WITH KATJA 
PETTERSSON. 1 week.

My take on IN-BETWEEN / The visible 
process of manipulating a material.
In between the folds, between the layers of 
fabric you can imagine a fictional space, like 
a pouch. As in Baroque architecture you can 
find in between spaces hidden within, 
between the actual spaces, something 
private. The fold can open up and close, 
expand or shrink. It is the different stages - 
the fold, the unfold and the in between, not 
totally folded nor unfolded. It is where you 
can also trace the signs of how the material 
was manipulated. Where the light hits the 
fabric you can find clues of how it was 
folded in the past, the light in relation to the 
shadows highlights the depth and reveals its 
layers. The spatial traces also reveal the 
history of a space. Here the imprint, light, 
shadow, pressure and tactility play a 
significant role. What happens when a fold 
ceases to be a fold but the trace of it still 
exists? The space loosens up and creates 
new relations in between. The fold can open 
up and close, expand or shrink. It is the 
different stages - the fold, the unfold and 
the in between, not totally folded nor 
unfolded. It is where you also can trace the 
signs of a past act.

Compile the material I got - continue to work 
with other materials - try textile and metal.

EXTERNAL PARTNER: ANNA 
NORDSTRÖM, textile artist

BAROQUE
"The baroque never offers us perfection and 
fulfillment, or the static calm of 'being', only 
the unrest of change and the tension of 
transience" p.354, Visual culture: Images 
and interpretations

"Movement, change, metamorphosis"

“The experience of baroque art is designed 
to overwhelm.” - Visual Culture

“The language of art and artifice inevitably 
invades the historical imagination. The 
fluidity, the emphasis on the shifting 
perceptual world, the lack of absolutes that 
Wölfflin finds so characteristic of the 
baroque imagination are also characteristic 
of his imagining of the baroque.” Visual 
Culture, p.319

“Baroque paintings open up vision with hazy 
edges, soft focus and multiple perspectives, 
presenting a distinct, tactile invitation and 
enticing the body to travel through the 
illusory space.” The Eyes of the Skin, p. 35

PART III

Drawing of a folded moment

SPATIAL AUTONOMY

BREATHING - MOTION

CONTRACTION - EXPANSION

INWARD ACTION

TIGHT - LOOSE - THE INNER - DISSOLVING 
PROJECTING - PRIVATE - PUBLIC - CLOSE 
BOUNDARY - OPENING - EXPANSION  
MOVEMENT - TRACE - LEVELS  - LAYERS

**My project is called ’Folded 
Moments - trace, memory & 
metaphor.’

I started my project with folding - 
the process of manipulating a 
material - which began with the 
aim of folding and making. I 
focused on folding with my hands 
as the only tools and then adding 
others depending on what the 
material requested. I ended up 
folding a lot; paper, metal and at 
last textile, which I felt gave the 
most to my process. The qualities 
I found, as well as the most 
transformable material of the 
three.**

My interest in traces and memory 
made me look at my folds in a 
different way. The stages made 
me more aware of the different 
transitions - The Fold, The Unfold 
and what happens in-between. 
My folds transformed and I saw 
them more as metaphors, my 
spatial metaphors.
To capture these moments I 
recorded several clips which I 
used to describe these acts. It is 
also where I could see the 
spatialities occur, in the 
expansion, between the two 
moments.

My exhibition contained a movie 
of a short moment. This moment 
was shared with my external 
partner textile artist Anna 
Nordström, followed by a talk. 
During the talk my external 
partner and I looked at several 
samples I made that also relates 
to the movie and my process. We 
started to talk about what 
moments she remembered the 
most, and also what traces the 
movie left behind. When the folds 
and the lines dissolve they trace 
back to past actions. The lines 
are here to guide us, some more 
visible than others.

"THE UNFOLD:  Clearly this is not the contrary 
of the fold, not its effacement, but the 
continuation or the extension of its act. The 
condition of its manifestation. When the fold 
ceases being represented in order to become 
'method', a process, an act,  the unfold becomes 
the result of the act that is expressed exactly in 
this fashion." Gilles Deleuze - The Fold.

It was when I started to film these tests, 
something happened, different moments 
started to appear and disappear. 
Something happens with the body when 
the fabric is in motion and are constantly 
changing. When the folds almost starts to 
breathe - expand and shrink - transforming 
and shifting shape. A frozen moment, a 
second that is captured in your memory. 
The folds start to leave traces, the lines 
start to disappear as well as appearing in 
new ways. It makes me think about these 
moments that only lasts for a second, and 
all of a sudden is taken away from you. You 
start to think about these important 
memories of yours, glimpses of memories 
that leaves a mark in you.

Folded moments - 
memory, trace, spatial 
metaphor.mov (Click on 
the black arrow)

THIN / TUCKS - If I make tucks in 
a thin paper the folds get more 
visible and significant. You can 
see through some parts and the 
tucks gets more like clear lines, a 
contrast is added to the paper. I 
find that it gets more significant if I 
have some distance between the 
tucks. So the pattern stands out 
more. If I then add more tucks in 
different angles you get another 
layer, and the overlap is an 
important element. If I look at the 
backside of the paper the tucks 
get more of a depth. They feel a 
bit darker because of the light.

Ögonblick: Rummets gränser 
vidgas i expansionen.

MOMENT
For me a spatial moment has a lot to do with 
emotions; it could just be the moment of 
looking out the window as I do now, to see 
the facade of building on the opposite side 
breathe, as the light appears and disappears 
when the clouds pass by. That makes the 
building live its own life in a way, and that 
specific moment makes myself more aware 
of my own breathing, makes me slow down 
and feel a presence.

“As soon as we become motionless, we are 
elsewhere; we are dreaming in a world that is 
immense. Indeed, immensity is the movement 
of motionless man. It is one of the dynamic 
characteristics of quiet daydreaming.” - The 
Poetics of Space, p. 184

METAPHOR

“An architectural metaphor is highly abstracted 
and condensed experimental entity, which fuses 
the multiplicity of human experiences into 
singular lived images, or a sequence of such 
image.” The embodied image, chapter 5.

“Architectural metaphors or images have an 
extraordinary impact, due to their structuring of 
power, and they are even exploited in other art 
forms." The embodied Image, Juhani Pallasmaa

..“as all the poetic images obtain their mental 
impact thorugh emotional and embodied 
channels before they are understood by the 
intellect. In fact they may not be understood at 
all, yet move us deeply.”

“The richest experience happen long before the 
soul takes notice. And when we begin to open 
our eyes to the visible, we have already been 
supporters of the visible for a long time.” - 
Gabriele d’Annunzio - The Embodied Image, 
chapter 5.

“metaphors relies on what has been 
experienced before and therefore 
transforms the strange into familiar. 
Without metaphor we cannot 
imagine what is to be someone else, 
we cannot imagine the life of the 
other.” Cynthia Ozick. - The 
Embodied Image, chapter 3.

“Metaphors evoke one another and are 
coordinated more than sensations so that a 
poetic mind is purely and simply a syntax of 
metaphors.” Gaston Bachelard, On poetic 
Imagination and Reverie.

A figure of speech in which a term or phrase is 
applied to something to which it is not literally 
applicable in order to suggest a resemblance.” - 
Dictionary.com

“Something used, or regarded as being used to 
represent something else; emblem; symbol.” - 
Dictionary.com

representation

“The timeless task of architecture is to create 
embodied and lived existential metaphors that 
concretise and structure our being in the world.” 
- The eyes of the skin, p.71

“With the aid of concepts and 
metaphors we can articulate very 
finely, we can identify feelings and 
thoughts, like melancholy and
nostalgia, and connect them with a 
piece of music or a movie. But words 
and images always remain mental 
means.” - Oase Journal / SIMPLY 
GOOD by BART VERSCHAFFEL

“A metaphor is a false image, since it does not 
possess the direct virtue of an image formed in 
spoken revery.” - Gaston Bachelard, The 
Poetics of Space, p.77

DAYDREAM

“Experience, memory and 
imagination are qualitatively equal in 
our consciousness; we may be 
equally moved by something evoked 
by our memory or imagination as by 
an actual experience.” - The Thinking 
Hand

ATMOSPHERE

“Quality architecture is when a building manage 
to move me. What on earth is it that moves me? 
How can I get it into my own work? How can I 
design something like the room in that 
photograph - one of my favourite icons, a 
building I have never seen, in fact I think it no 
longer exists. A building I just love looking at. 
How do people design things, with such a 
beautiful, a natural presence, things that move 
me every single time.” Peter Zumthor, 
Atmospheres.

The first impression.

A flash Moment

Perception Sensibility

Mood, Intensity

Ability to move, touch you.

Rhythm

PRESENCE

“The most beautiful things 
generally come as a surprise” - 
Peter Zumthor, Atmospheres

Seduction

Levels of intimacy

Scale

Tuned Space

“curious situations that lose meaning 
when one tries to describe them: one  
has to be in them to understand 
them”  Atmospheres: Aesthetics of 
Emotional Spaces, p.9

Vagueness“The need to feel one’s own mindful physical
presence also reveals the need to feel one’s 
own vibrancy, vitality.” OASE JOURNAL 91

OASE JOURNAL 91

“After all atmosphere is something 
personal, vague, ephemeral and 
difficult to capture in text or design, 
impossible to define or analyse.” - 
Mark Wigley, Architecture of 
Atmosphere.

WHAT IS IT THAT MOVES 
ME?

HOW CAN I CAPTURE THIS FEELING?

THE IMAGE

FROZEN MOMENT

“We do not see it start, 
and yet it always starts the 
same way, that is, it flees 
the object nearby and right 
away it is far off,elsewhere, 
in the space of elsewhere.” 
- The Poetics of Space, p. 
184

Gille Deluze - The Fold

Vetenskapens värld - Origami

EVERYTHING IS MADE OUT OF FOLDS.

Baroque

”Rörelsen förs in som en dominerande princip, 
gärna i förbindelse med ett utnyttjande av ljus 
och skugga som förstärker känslans roll i det 
konstnärliga uttrycket. Gränserna mellan 
konstarterna tenderar att upplösas: arkitektur, 
skulptur och måleri fogas samman till ensembler 
som syftar till att övertyga betraktaren (den 
retoriska principen persuasio). Helheten blir 
viktigare än detaljerna, rummets gränser 
vidgas…” (Nationalencyklopedin, barock. http://
www.ne.se/uppslagsverk/encyklopedi/lång/
barock)

”Ovalplanen bildade ofta utgångspunkt för 
komplicerade rumsstrukturer. I fasaderna 
omväxlade utskjutande och inåtbuktande 
former och gav tillsammans med skulpturer och 
ornament ett betvingande intryck av rörelse, 
förstärkt genom spelet av ljus och 
skugga.” (NE.se)

MOVEMENT - DIRECTIONS - INFINITY 
INSIDE - OUTSIDE - INTERNAL - EXTERNAL

ENDLESSLY - CHARACTERISTIC - INFINITY 
LEVELS - HIGH - LOW - INNER - DIVISION - 
EXPANDS - TUCKED

EXPLORATIONS 1 / 
INTERIOR 
MATERIAL 
FICTIONS

MY OWN TEXTS/
REFLECTIONS

TO DO: Describe previous projects with 
spatial qualities - See if you do other 
findings or can draw new connections.

TO DO: Think about what your projects 
have in common - Can you see 
connections, what are they?

TO DO: Be clear about your interest - 
WHAT, HOW, WHY?

TO DO: Describe and reflect on what you 
learned.

MASTER 2 / 
2016-2017

VENICE

TRACES

During this first year in the master I realized 
that most of my own projects start with 
fascination for something. In this case a 
fragile wall, traces of a past action. I find it 
this way interesting as you really can tell 
what it is going to end with. Or what 
direction it will take. In that way I feel I can 
challenge myself into the end.

Here the trace of age and fragility is very 
present and visible. In the folding project I 
made before the traces were both vague and 
very clear in the different stages. The 
imprint of the city.

Adapt
Modify
Change
Transform
Fragile
Past
History
Memory
Remembrance
Lines
Age
Fracture
Gap
Split
Division
Mark

EXTENDING VENICE

Venice is a network of relations. 
The constant renegotiation 
between landscape and 
waterscape creates a distinct 
tension between all the elements 
of the city. Like the bridge and 
the water creates the joint 
between lands, so do our bodies 
create new joints between the 
walls and the city. This fragile city 
is under constant change which 
is very present in every detail. 

In our exploration we used our 
bodies as an extension between 
the typical elements we found, 
and the crucial fact that Venice is 
both slowly drifting away and 
falling apart. Extending the 
tension and holding together its 
parts with our own bodies adds 
another layer. 

PROJECT WITH SANNA 
TROTSMAN, LIJA SILINS, 
EMMA BRÅLANDER & ANDREJ 
MALININ.

PERCEPTION  / Perspective of 
the body

The specular picture of the city 
gets disrupted, looses its 
sharpness by the movement of 
the waves. Figures strike 
through, divides them. The 
paradox of the relationship with 
water and land is a constant 
discussion and negotiation, it is a 
loosing game.

TENSION / JOINT / Perspective 
of the void

A figure rises from the ground 
pushes through with a strained 
force. Small crumbles are 
tumbling down through the air, 
hitting the cobblestone with a 
soft sound, bouncing next to 
each other, a small dance before 
they align in silence.

The figure intrudes the void and 
creates a temporary joint 
between the already existing 
mass. A movement appears, 
small breezes reveals a tension 
in-between. The crumbles shift 
place.

TRACES / Perspective of the 
wall/city.
Once I was part of something 
whole, something new. Adapting 
to the transformations over time 
created fractures. Layers made 
me stronger, yet fragile.

HOLDS TOGETHER ELEMENTS,
MATERIALS AND RELATIONS.

WHAT HAVE YOU LEARNED?

TECHNIQUES

Rhino

Folding

imovie
3D-printing

MY INTREREST/STARTING POINT

FASCINATIONTRACES

Imprint

LINES

TRANSLATION

”the act or process of changing something from 
one form to another”

TRANSITION

TRANSFORMATION

PROCESS

OF BECOMING

Expectations

Moment

IMAGE

WHAT / HOW / WHY?

The method and process is more important 
in my projects.

I like to challenge myself/not have a clear 
goal/outcome.

My starting point is often a kind of 
fascination.

Text/Words

ZOOMING IN

CONNECTION: TRACES

PROCESS of 
becoming.ITERATION 1-3

TRANSITION - ÖVERGÅNG

The process or a period of 
changing from one state/
condition to another.

Example in my past 
project:
The transition is part of the 
phases of the fold;
The fold, The unfold, the in-
between.

The transition occurs within 
the transformation.

TRANSLATION - 
ÖVERSÄTTNING

The process of changing 
something from one form/
material/representation to 
another.

Description in other words/
language/representation - 
Movie, Photo, Drawing - 
Line, Collage, Model etc.
Being part of the 
transformation - it can tell 
or describe something else 
in the process,
to be a complement in the 
different representations 
which are used within the 
process.

The translation is part of 
both the transition and the 
transformation, a tool to 
use.

ONE’S OWN

Metaphrase: literal translation

acts of translation deals with shifting from 
one state to another.

TRANSFORMATION - 
FÖRÄNDRING

A thorough, dramatic 
change/operation/
appearance/character.

The process of becoming.
The transitions and 
translations describe and is 
part of the process in the 
transformation.

JUST CHANGE / Change is in particular 
transformation - one form changing into 
another - is nor simply a matter of 
alteration of an existing form to create a 
new one. Rather, change creates what we 
could call a “third form” - really a third 
state that is in the state of changing. We 
are accustomed to think in dialectical, 
binary terms, employing either/or 
reasoning, that we overlook or 
consciously avoid the in-between state of 
change, which is really the state we 
continuously inhabit. Our fixation on goals 
- forms that whatever reasons we desire - 
induces us to pass over the so-called 
“intermediate state”, the state of 
transition, the actual state of change, in 
our rush to get to the desired form. When 
we get there, of course, we find that our 
goal, once attained, no longer holds our 
interest, so we set new goals. In other 
words, we keep changing, but without 
ever embracing the state - and the forms 
- of changing itself.” - Lebbeus Woods
(lebbeuswoods.wordpress.com/
2010/05/16/just-change/)

THE QUESTION OF SPACE / “Space is 
essentially mental construct. We imagine 
space to be there, even if we experience it 
as a void, an absence we cannot 
perceive. For an object to exist, we think, 
it needs some kind of space. So the first 
space we can imagine is the space 
occupied by objects. In order to see an 
object we must me separated from it. a 
space must exist between us and the 
object. Therefore, we imagine a space 
around the object, and also around 
ourselves, because at some stage in our 
mental development, we realised that we, 
too are objects. Space is the medium of 
our relationships with the world and 
everything in it, but, for all of that, we do 
not experience it in a palpable, physical 
scene. We must think space into 
existence. It is worth pausing to consider 
assertion. If space is mental and 
nonmaterial, what does this say about our 
relationships to the world? And to the 
idea and reality of architecture?” - 
Lebbeus Woods

Mental Space?

I am intrerested in the 
process, where the acts 
appear in the process of 
becoming. The change 
which lead the way. It is 
when it becomes to clear 
or real I loose my interest. 
Therefore I want to 
explore the state where I 
still find it interesting, 
where everything is 
possible / in the imaginary 
state.

Paraphrase: restating, rewording, to put into 
other words.

Charcoal Drawing

Inhabit the space of the 
drawing. Room Scale Drawing.

FEEDBACK / ITERATION 3

Explain the connections/differences 
between the model/drawing/diagram.

Why did you “exhibit” the board with the 
plaster dust on?
Your workstation, process, carving out, the 
material that is left behind..

What is in the circle of the diagram?
Where do you want to be? In the circle?
Stay in the point where you are at now.

How do you organise the process?
How is the words connected?
Do you need them still?

Timelessness . Classical materials, why 
these? Clay, Plaster..

INDIVIDUAL - Is your work a representation 
of you?
It is like looking in to you.
Explain your inner world - Eternal
Invite us to the depth.
Well described in your text

You want to stay in-between the moments.

Look at other references of making/
sculpting?
Do not just look at texts.

Compare to classical sculpting?
Tradition of sculpting.
They express something deep.

Bill Henson?
The dawn of time
Becoming
Timeless

The quality of a drawing by 
hand, its visible layers, the 
traces of actions that are 
important. Workining as a 
kind of collage of time.

POSSIBLE SPACE / 
OTHER SPACE

Stay in the circle, on the edge.

..when you linger on the edge..

WHEN DOES SOMETHING QUIT BEING 
INTRESTING?

WHEN DOES SOMETHING BECOME 
INTERESTING?

Keep carving on my model, let it take time.

DOCUMENTATION

THE CIRCLE: where in the process of 
becoming I want to stay.

Stay in-between moments.

THE IMPORTANCE OF MAKING

SLOWNESS

SCULPTING SPACE

CARVING

SUBTRACTING

CASTING

BY HAND

“As our hands move, we have time to think and 
to observe our actions.”

INTERMEDIATE

being, situated, or acting between two 
points, stages, things, persons, etc.:

“Entering a space, for instance, implies an 
instant unconscious exchange; I enter and 
occupy the space and the space enters and 
occupies me.” The embodied image, p.42

THE EDGE

Man on Wire / Philippe Petit, Twin Towers, 1974

Lebbeus Woods, The Edge.

THE EDGE / “At the edge, we perform at our 
peak, our best. We have no choice, really. 
Anything less and we fall off the edge, plunging 
into the unknown. The edge is a limit, in the first 
place of our knowledge. We have to push 
ourselves to get to it. The closer we come to 
the edge, the more we have to use the 
knowledge we have. At the edge only the hard-
core knowledge is useful. All the frills and 
redundancies, the posturings and pretensions, 
simply get in the way and in fact will doom us to 
failure. At the edge it is only the essential and 
the authentic that count.
Architects rarely work anywhere near the edge. 
They usually operate well within the boundaries 
of what they comfortably know and what others 
know, too. We expect architecture to be stable 
and sure, indeed with just enough frills and 
pretensioms to make it a little, but not too, 
different from what we have known perhaps 
many times before. In this way, architecture can 
be reassuring and at the same time interesting. 
The designed spaces we inhabit, architects and 
their clients believe, should not push us to the 
edge, but instead keep us in a comfort zone, 
where we can live out our lives as fully as 
possible.
But wait. There is a contradiction here. If our 
goal is to live as fully as possible, to perform at 
our peak, our best, to use our most crucial 
knowledge and to shed all the superficialities 
that only distract us, then architecture that 
keeps us in the comfort zone, never testing our 
knowledge or skills or our will to excel, would 
seem to be somehow inadequate. The design 
of spaces we live in should challenge us to be 
imaginative, inventive, intrepid.
But wait again. Maybe most people prefer 
comfort to living fully, at the edge. Maybe we 
can live vicariously to the full—through movies, 
art, sports—that is, by watching others living at 
the edge, exercising their knowledge and skills 
to the limit. Throw in the occasional thrill ride at 
the theme park, or the once-in-a -lifetime car 
crash, or the inevitable death in the family, and 
that will do very nicely, thank you. Architecture, 
in this case, should give us refuge, sanctuary, 
protection from the extremes, placing us 
somewhere in a secure existential ‘middle.’
In today’s world, living in the middle has 
become, for many people, difficult. Living at the 
edge because of war, natural disasters, loss of 
homes, jobs, identities, they do not have the 
advantage of being actors, artists, or athletes 
trained to push themselves to the limits of their 
knowledge and skill, and perform at their best 
on the edge. Only those used to living in 
poverty, including slum-dwellers, learn 
somehow to live there, but their daily struggles 
for survival yield an abject victory at best. For 
the rest, the indignities of loss mount as they 
wait to be rescued. We do not often hear the 
stories of those for whom rescue never comes.
Philippe Petit’s walk on a wire between the Twin 
Towers of the World Trade Center, in August of 
1974, tells us a lot about architecture and the 
edge. He and his team, who illegally penetrated 
the buildings’ security systems and rigged the 
wire, conceived the two towers as anchor 
points, stable and sure. Architecture, we 
believe, endures. Our lives continually moving 
within and around it are fleeting, ephemeral. It is 
a very great, but also instructive, irony that, in 
this case, the architecture did not endure. The 
towers were brought down by illegal 
‘interventions’ different from Petit’s only in their 
intent to do harm, and to prove the instability of 
architecture. Both proved the vulnerability of 
presumably secure systems—especially the 
social ones symbolized by architecture—and 
shifted the focus of public perception and 
debate to what might be called ‘the endurance 
of ephemerality’ in contemporary worlds driven 
so often to the edge.” Lebbeus Woods

STATE: “WHEN YOU LINGER ON THE EDGE”

DREAMSCAPE

A dreamlike , often surrealistic 
scene.

A landscape or a scene with the 
strangeness or mystery 
characteristics.

IMAGINARY

"The human 'imagination' is a perfect 
sublimation of this dualism. In order to be able 
to imagine things, you operate in a fictitious 
reality. Everything is still open, nothing is 
concrete, but there is a great and self-evident 
trust in the idea that these things could also be 
'real'. The imagination is in principle always 
perfect. That's how it works with drawings and 
'models', which stimulate the imagination."   - 
Krijn de Koning

"The space is ungraspable, fixed between 
familiarity and distance. The body is tranquil, the 
eyes and the mind are alert. One walks there as 
if in a dream.”    - Models and Other Spaces, 
Milica Topalovic

"Disbelief
There are spaces whose main quality is that they 
don't appear to be real. Some of them seem to 
linger on the edge of reality: they may look too 
simple or too perfect or even too familiar. Or they 
look slightly imperfect, with some crucial details 
missing, almost disappearing before your eyes, 
like a faded image. Others seem to escape reality 
in the direction of a mental space: they are too 
particular, obsessive in the way that details and 
elements are arranged, caught in the grips of 
individual fantasy, taking on the features of the 
mind of their maker. And sometimes a space 
seems to be a pure departure into the unknown, 
away from the common laws and norms of reality: 
a new universe of forms and relations".

”Ruins of representation
For the of the model lies on the border between 
representation and actuality. Like the frame of a 
painting, it demarcates a limit between the work 
and what lies beyond. And like the frame, the 
model is neither wholly inside nor wholly 
outside, neither pure representation nor 
transcendent object. It claims a certain 
autonomous objecthood, yet this condition is 
always incomplete. The model is always a 
model of. The desire of the model is to act as a 
simulacrum of another object, as a surrogate 
which allows for imaginative inhabitation.” - 
Christian Hubert

“Architects move and work in spaces of 
representation and experience, that is, they plan 
the space to be constructed and attempt to 
walk through it in their imagination. These 
mental images are translated into space-
defining elements.” p. 55, Threshold Spaces

REPRESENTATIONS OF 
IMAGINATION

“If the naturalism and graphic virtuosity of 
architectural portrayals are too great, if they lack 
“open patches” where our imagination and 
curiosity about the reality of the drawing can 
penetrate the image, the portrayal itself 
becomes the object of our desire, and our 
longing for the reality wanes because there is 
little or nothing in the representation that points 
to the intend reality beyond it. The portrayal no 
longer holds a promise. It refers to itself. “ - 
Thinking Architecture, Peter Zumthor.

“These sort of drawings enable us to step back, 
to look, and to learn to understand that which 
has not yet come into being and which has just 
started to emerge.” Thinking Architecture, Peter 
Zumthor.

DRAWING
“If the naturalism and graphic virtuosity of 
architectural portrayals are too great, if they lack 
“open patches” where our imagination and 
curiosity about the reality of the drawing can 
penetrate the image, the portrayal itself 
becomes the object of our desire, and our 
longing for the reality wanes because there is 
little or nothing in the representation that points 
to the intended reality belong it. The portrayal 
no longer holds that promise. It refers only to 
itself.” Thinking Architecture, p.13

“..curiosity about the reality it promises, and 
perhaps - if the promise has the power to move 
us - a longing for its presence.” - Thinking 
Architecture, Peter Zumthor, p.13

When we don’t know what is coming we 
start to imagine. As architects we use 
our imagination to get forward in our 
work. We build models and make 
drawings to visualise what we are 
imagining. Then we imagine how it is to 
move around in this model space, and 
as well as walking around in the drawing 
in our imagination. The state where 
everything is kind of possible, before the 
real of reality. That is something I find 
interesting.

"Thanks to our imagination we are able to grasp 
the multiplicity of the world and the continuum 
of experience through time and life." Embodied 
image p.10

“Deep shadows and darkness are essential, 
because they dim the sharpness of vision, make 
depth and distance ambitious, and invite 
unconscious peripheral vision and tactile 
fantasy. How much more mysterious and 
inviting is the street of an old town with its 
altering realms of darkness and light that are the 
brightly and evenly lit streets of today. The 
imagination and daydreaming are stimulated by 
dim light and shadow. In order to think clearly, 
the sharpness of vision has to be suppressed, 
for thoughts travel with an absent-minded and 
unfocused gaze.”

“Mist and twilight awaken the imagination by 
making visual images unclear and ambiguous.”

“To imagine is always to recognise in reality that 
which is not perceived through senses in a 
given moment, that which is absent, and even 
nonexistent. Yet the imaginary is not a realm 
opposed to the real world as its denial or 
compensation. It grows among things, from 
room to room, in the interstice of buildings; it is 
born and takes shape in the intervals between 
places. It is the phenomena of the real, of the 
everyday. Every concrete situation in the world, 
every moment is pregnant with the imaginary. 
Imaginary objects are equally phenomena of 
reality – a kind of an assemblage of one’s 
impressions and knowledge – reality is their 
source.
For a possibility of a ‘passage’ from imaginary 
to the real, the structure that enables one to 
grasp imaginary objects from the standpoint of 
reality is sometimes called analogy.3 Meaning 
literally proportion, similarity, analogy or analogia 
is an object or icon that stands for something 
else. (This is rather familiar ground in theology, 
where descriptions of divine attributes use via 
analogia such as ‘God is a rock’ or ‘Jesus is a 
shepherd’). Through the processes of the 
imaginary, an object – an icon, a model, a work 
of art – ceases to be a thing-in-itself and begins 
to be imbued with the attributes of that which it 
represents – it moves beyond itself.” - Oase 
Journal 84, Models and Other Spaces, Milica 
Topalovic

“In reality it is only material and form, but it is a 
human compulsion to always want to
identify something, even if what we are seeing is 
entirely new to us. And that is precisely the key 
to these blots. What we see we have never 
seen before in that way. That makes it possible 
to develop a renewed image, one still open to 
interpretation and identification, yet sufficiently 
concrete and specific to hold on to.” / Anne 
Holtrop

This period has been about investigating 
and going back to a past project to 
understand more about my process and how 
the methods develop. I have used and 
looked at three words to describe the 
process; Transition, Translation and 
Transformation. My aim was to understand 
where these acts appear in the process of 
becoming, shifting from one state to another. 
Continuing where I left off, focusing on the 
transformation phase, where I began to 
make a dramatic or thorough change.

For me it usually begins with a small 
fragment, a moment or an image that 
captures my interest. It is when I begin to 
wander away in my imagination something 
happens and becomes interesting, 
something unexpected, which you 
sometimes can’t put the finger on. It is also 
where ended in my last project, where my 
imagination wandered away into the folds, 
trying to capture the spatial qualities. For me 
the movie was about capturing this feeling 
or atmosphere, which I believe I might not 
be able to show in another representation 
just yet.

Besides trying to understand the process of 
becoming, I have been thinking about the 
representations that actually keeps you in 
this imaginative state which also fascinate 
me. As the model is one of several, used as 
both an instrument and an object. The image 
or the drawing as well as the model are 
interesting as they all can embrace 
imagination in themselves.

As it is when it is too graspable and too 
clear I kind of loose my interest. I think it 
happens something when you linger on the 
edge, when you allow yourself to stay there 
a while longer. Therefore I embrace the 
process of becoming, which might never 
end or ends there right on the edge, 
zooming in and out, going back and forth, 
too keep it being interesting through out the 
whole process. It is the findings I make 
during the way that matter, which also lead 
the way.

“In the design process, the promise of 
architecture exists in the translation from 
concept to form. The investigating idea, moved 
through the method of representation via the 
tool, wins with material to make the object. This 
stream and sequence of conceptualization 
establishes the interrelationship of the evolution 
of an idea into a representation, through a 
material, to result in form, The tool determine 
the specifics at each stage. The analog 
relationships between the systems of 
representation and graphic production have 
associated dependencies upon the tools of their 
making and the methods of craft both in 
drawing and physical form. Architectural 
formalism is dependent upon these both as 
they synthetically establishes the concept and 
form of making. From idea through action, the 
result synthesises the sequence of process.” - 
Process - Material and Representation in 
Architecture, Gail Peter Borden.

process of change.

one state to another..

CONCEPT OF BECOMING

Nothing is constant except change/
becoming - Wikipedia

“Becoming is the process or state of change 
and coming about in time and space” - 
Wikipedia

ETERNALwithout beginning or end; lasting forever; 
always existing

That which is endless never stops but goes 
on continuously as if in a circle:

That which is everlasting will endure through 
all future

Occuring again and again

unchanged by time, esp being true or valid 
for all time

lasting or existing forever; without end or 
beginning.

TIMELESS?

MATERIAL?

ENDLESS

having or seeming to have no end, 
limit, or conclusion; boundless; 
infinite; interminable; incessant:

made continuous, as by joining the 
two ends of a single length:

Circle

IMAGE

CLEARNESS / 
UNCLEARNESS

H. WÖLFFLIN

“In a clear image, the parts can be established 
as elements, which is impossible in an unclear 
image because fluid transition cause the formal 
elements to merge.” - The Visibility of the 
image: History and perspectives of formal 
aesthetics. p. 74 “Clearness and unclearness, as we understand 

them here, are concepts of decoration, not of 
imitation. There is a beauty of the absolute clear, 
perfectly comprehensible appearance of form, 
and by the side of that there is a beauty which 
as roots just in the not fully comprehensible, in 
the mystery which never quite unveils its face, in 
the unassimilable which seems to change at 
every moment.” - Principles of art history.

“Mist and twilight awaken the imagination by 
making visual images unclear and 
ambiguous.” - The eyes of the skin, p. 46

Philosophy of the image

“Targeted image that force you to look and 
holds your attention.” - Showing off!

SEEING

"He is always seeing what something is by what 
it is not - or what it is about to become." p.349 
Visual Culture: Images and Interpretation.

“The breathless suggestion here of anticipation, 
of something that will yet come to be, is 
undeniable.” - Visual Culture: Images & 
Interpretations. p.356

“it is reasonable to assume that in order to 
recognise what I am seeing, I must see it first.”  
Visuality for architects, p. 25

“Should the formation of that image not count 
as (the primary moment) perception? p.25

seeing comes before words

“The relation between what we see and what 
we know is never settled.” - Ways of Seeing, 
John Beger, p.7

“The way we see things is affected by what we 
know or what we believe in.” p.8

APPEARANCE

GESTALT

VAGUENESS

UNFOCUSED VISON

“Refers to a real sensory percept, pictured 
representation or an imaginative metal images.” 
- The Embodied Image, 3. The many Faces of 
the image. p. 41

A physical likeness or representation of a 
thing (photographed, painted, sculptured, 
made visible.)

A mental representation; idea; conception.

POETIC IMAGE

“The poetic image refers to an vocative, 
affective and meaningful sensory experience 
that is layered, assosiative and dynamic and in 
constant interaction with memory and desire.” - 
The Embodied Image, 3. The many faces of the 
image.

“The poetic image redirects and focuses the 
viewer/listener/reader/occupants attention and 
gives rise to an altered state of consciousness, 
which evokes an imagery dimension, an 
imaginative world.” The embodied image, 3. 
The many faces of the image

Symbolism

“the practice of representing things by symbols, 
or of investing things with a symbolic meaning 
or character.”

"The poeticised image is a magical mental act, 
a shift and transference of awareness which 
becomes embodied as part of our life world and 
ourself." Embodied image, p. 11

EMBODIED IMAGE

"The embodied image is spatialised, 
materialised and multi-sensory lived 
experiences."  Embodied image, p.11

"Poetic images simultaneously evoke an 
imaginative reality and become part of our 
existential experience and sense of self." 
Embodied image, p.11

"The image offered us by reading the poem 
now becomes really our own. It takes root in 
us. It has been given us by another, but we 
begin to have the impression that we could 
have created it, that we should have created 
it. Gaston Bachelard

“Ways of looking at things, 1988.

“In search of the lost architecture: When I think 
about architecture, images come into my mind. 
Many of these images are connected with my 
training and work as an architect. They contain 
the professional knowledge about architecture 
that I have gathered over the years. Some of the 
other images have to do with my childhood. 
There was a time when I experienced 
architecture without thinking about it. 
Sometimes I can almost feel a particular door 
handle in my hand, a piece of metal shaped like 
the back of a spoon.” - Think about 
architecture, Peter Zumthor.

Every picture has recession, but the recession 
has a very different effect according to whether 
the space organises itself into planes or is 
experienced as a homogeneous recessional 
movement…. The great contrast between linear 
and painterly style corresponds to radically 
different interests in the world. In the former 
case, it is the solid figure, in the latter, the 
changing appearance; in the former, the 
enduring form, measurable, finite; in the latter, 
the movement, the form in function; in the 
former, the thing in itself; in the latter, the thing 
in its relations…. The former represents things 
as they are, the latter as they seem to be….H. 
Wölfflin, Visual CultureHe is always seeing what something is by 

what it is not— or what it is about to 
become.

“The breathless suggestion here of anticipation, 
of something that will yet come to be, is 
undeniable.”

“Perhaps, freed of the implicit desire of the eye 
for control and power, it is precisely the 
unfocused vision of our time that is again 
capable of opening up new realms of vision and 
thought. The loss of focus brought about the 
stream of images may emancipate the eye from  
its patriarchal domination and give rise to a 
participatory and empathetic gaze.” - The eyes 
of the skin, p. 36

RENAISSANCE / BAROQUE

“In opposition to the lucid, linear, solid, fixed, 
planimetric, closed form of the Renaissance --- 
the baroque was painterly, recessional, soft-
focused, multiple and open.” - Martin Jay - The 
eyes of the skin, p. 36

“Baroque visual experience has a strong tactile 
or haptic quality, which prevents it from turning 
in to the absolute ocular centrism of its 
Cartesian perspectivalist rival.”

“Since its invention in the Renaissance, the 
perspectival understanding of space has 
emphasised and strengthened the architecture 
of vision. By its very definition, perspectival 
space turns us into outsiders and overseers; the 
picture frame and vantage point push us 
outside the realm of the object of focused 
perception. Simultaneous and haptic space 
closes and enfolds us in its embrace, making 
insiders and participants.” - In praise of 
vagueness, Juhani Pallasma.

“Images of presence give rise to images pf 
memory, imagination and dream.” - The eyes of 
the skin, p.44

“An image is a sight which has been created 
or reproduced. It is an appearance, or a set 
of appearances, which has been detached 
from the place and time in which it first made 
its appearance and preserved - for a few 
moments or few centuries.” - Ways of 
seeing, John Berger, p. 9-10

“Every image embodies seeing.”

DEGREE 
PROJECT

THE PROCESS 
OF BECOMING

CHANGE

TRACES OF CHANGE

space which accommodate 
change

the act or instance of 
making or becoming 
different.

“JUST CHANGE / Change is in particular 
transformation - one form changing into another 
- is not simply a matter of alteration of an 
existing form to create a new one. Rather, 
change creates what we could call a “third 
form” - really a third state that is in the state of 
changing. We are accustomed to think in 
dialectical, binary terms, employing either/or 
reasoning, that we overlook or consciously 
avoid the in-between state of change, which is 
really the state we continuously inhabit. Our 
fixation on goals - forms that whatever reasons 
we desire - induces us to pass over the so-
called “intermediate state”, the state of 
transition, the actual state of change, in our 
rush to get to the desired form. When we get 
there, of course, we find that our goal, once 
attained, no longer holds our interest, so we set 
new goals. In other words, we keep changing, 
but without ever embracing the state - and the 
forms - of changing itself.” - Lebbeus Woods

Spatial promise Curiosity knowledge

TITEL: 
EXPLORING THE 
MOMENTS OF 
BECOMING

MOMENT

The moment it 
becomes.

EXPERIENCE

KEY MOMENT

“Both entering a space and leaving a space 
are key moments in experiencing spaces” - 
Threshold Spaces, p.49

WHAT IS A MOMENT, HOW 
LONG DOES IT EXIST?

THE EVENT

A space that only lasts for a brief moment?

Direct a play, stage setting

UNVEIL

AND  POSSIBLE; OTHER 
SPACES.

SITES: x 3

PARK - CHURCH - MODEL

TRANSITION ”a change from one state or condition to 
another”

TRANSLATION ”the act or process of changing something 
from one form to another”

TRANSFORMATION
”a complete or major change in someone's 
or something's appearance, form, etc.”

-- -- -- --  / CROSS 
CONNECTIONS

REFERENCES / 
QUOTES

ITERATIONS 1-3

MASTER / DEGREE 
PROJECT

BOOKS/RERERENCES:

RENAISSANCE AND BAROQUE

SPACE; TIME AND ARCHITECTURE

VISIBILITY OF THE IMAGE: History and 
perspectives of formal aesthetics

VISUAL CULTURE: Images and 
Interpretations

PRINCIPLES OF ART HISTORY

THRESHOLD SPACES

THE EMBODIED IMAGE

THE THINKING HAND

ATMOSPHERES: PETER ZUMTHOR

THINKING ABOUT ARCHITECTURE: PETER 
ZUMTHOR

THE EYES OF THE SKIN: Architecture and 
the senses, JUHANI PALLASMAA

VISUALITY FOR ARCHITECTS: Architectural 
Creativity and Modern Theories of 
Perception and Imagination, Branko Mitrovic

WAYS OF SEEING, John Berger

THE HAND, AN ORGAN OF THE MIND, 
Radman, Zdravko

OASE JOURNAL 84

“The circle, for instance, both focuses 
perception and energy in a centripetal manner, 
but it also expands and emanates energy 
centrifugally. At the same time, the circle is a 
symbol of the self, expressing all the dimensions 
of the psyche, including the man-nature 
relationship.”

TOOL : HAND

“The hand, its motion and, gestures are 
expressions of the person’s character to the 
same degree as the face and body physique.”

The hand is the window to the mind. - 
Immanuel Kant

HANDTOOL

The hand and the tool.

Extension

“The tool is an extension and specialisation of 
the hand that alters the hand’s natural powers 
and capacities. When an axe or a sheath knife is 
being used, the skilled user does not think of 
the hand and the tool as different and detached 
entities: the tool has grown to be part of the 
hand, it has transformed into an entirely new 
species of organs, a tool-hand.” - The thinking 
hand - The working hand. Juhani Pallasmaa

CRAFTSMAN

The Craftsman / Richard Sennett

“First, that all skills, even the most abstract, 
begin as bodily practices; second, that technical 
understanding develops through the power of 
imagination. The first argument focuses on 
knowledge gained in the hand through touch 
and movement. The argument about 
imagination begins by exploring language that 
attempts to direct and guide bodily skills.”

The Thinking Hand / Juhani Pallasmaa

“In addition to the tool the skilled practice of a 
craft involves imagination with the hand; every 
masterful exercise of craft projects determined 
intentionally and an imagined vision of the 
completed task or object at hand.” - Juhani 
Pallasmaa

CARVING

CRAFT

“People often say, “A lot of work went into this” 
when they sense the care and skill that its 
maker has lavished on a carefully constructed 
object. The notion that our work is an integral 
part of what we accomplish takes us to the very 
limits of our musing about the value of a work of 
art, a work of architecture. Are the effort and 
skills we put into them really inherent parts of 
the things we make? Sometimes, when I am 
moved by a work of architecture in the same 
way as I am moved by music literature or a 
painting. I am tempted to think so.” - Thinking 
Architecture, Peter Zumthor.

DETAILS

“Buildings are artificial constructions. They 
consists of single parts which must be joined 
together. To a large degree, the quality of the 
finished object is determined by the quality of 
the joins. In sculpture, there is a tradition which 
minimises the expression of the joints and joins 
between the single parts in favour of the overall 
form.” Thinking Architecture, p.14

“Architecture is always faced with the challenge 
of developing a whole out of innumerable 
details, out of various functions and forms, 
materials and dimensions. The architect must 
look for rational constructions and forms for 
edges and joints, for the points where surfaces 
intersect and different materials meet.” Thinking 
Architecture p.14-15

belonging - separation / tension - lightness / 
friction, solidity, fragility.

They do not distract or entertain?

MATERIAL

“Natural materials - stone, brick and wood  - 
allow our vision to penetrate their surface and 
enables us  to become convinced of the 
veracity of matter. Natural materials express 
their age and history, as well as the story of their 
origins and their history of human use. All 
matter exists in the continuum of time; the 
patina of wear add the enriching experience of 
time to the materials of construction.”

Dimension of time

Traces of wear

history

Solano Benítez / Gabinete de 
arquitectura

Venice Bienannale 2016

BRICK POETRY OF A BRICK

Construction

ancient material / technique

material as matter

vernacular materials

structure

“I try to make sure that materials are attuned to 
each other, that they radiate; I take a certain 
amount of oak and a different amount of pieta 
serena and add something to them: three 
grams of silver or a handle that turns or maybe 
surfaces of gleaming glass, so that every 
combination of material yields a unique 
composition, becomes an original.” Thinkings 
Architecture, Peter Zumthor, p.86

Markus Kyrkan, Björnhagen

Sigurd Lewerentz

1960

brick

tectonic language

spatial character

muteness

basic elements of construcion

enveloping surface

materiality

“By using an ordinary material, Lewerentz
gains the greatest possibility of achieving a
renewed reality within the material condition
of the building. To make an extraordinary
material special, is banal. To heighten one's
awareness of a humble material like brick, is
poetic.”

“The presence of brick subsumes
detail and becomes an enveloping surface
on which we walk, which covers us, which
surrounds us. Lewerentz' brick fabric
achieves a seamless web in which material
and shape result in spatial character.”BRICK EXAMPLE IN STOCKHOLM, SWEDEN.

“They embody an intellectual
struggle in which ideas of material assembly
are inseparable from the formation of intensely 
characterful spaces. Places which
engage with and articulate their situation
and purpose.”

“In the same way that he makes us look at 
bricks  as if they were a new material, each of 
us must confront the spaces of St Peter's anew, 
and on our own. The severely reduced palette 
of materials has the same effect as a silent 
space, and we gain an enhanced awareness of 
thephysical presence of the church, a presence
onto which we can project meanings.” - Oase 
Journal

BODY

SELF

SENSES“The Renaissance system of senses was  
related with the image of the cosmic body; 
vision was correlated to fire and light, hearing to 
air, smell to vapour, taste to water and touch to 
earth.” The eyes and the skin, p.16

Eye - Vision

“The eyes want to collaborate with the other 
senses. All the senses, including vision, can be 
regarded as extensions of the sense of touch - 
as specialisations of the skin. They define th 
interface between the skin and the environment 
- between the opaque interiority and the body 
and the exteriority of the world.”

the sense of aura

the authority of presence

Walter Benjamin

“Every touching experience of architecture is 
multi-sensory; qualities of space, matter and 
scale are measured equally by the eye, ear, 
nose, skin, tongue, skeleton and muscle.” - The 
eyes and the skin, p. 41

“The body is regarded as the medium of 
indentity and self-presentation, as well as an 
instrument of social and sexual appeal.

THE HAND, AN ORGAN OF THE MIND
When we see something as graspable, we 
imagine what it will feel like when we take 
hold of it.

Hands are things with which we act. Grasping: The hand and Thought

Hands: Perceptual organs

“Slowly the tool of the hand disappear”. - On 
slowness, TOD WILLIAMS BILLIE TSIEN

REAL

If the imaginary is magic, can the real be 
magic too?

How do I transform this feeling I got from a 
specific moment into a space?

material

construction

assembled

MAGIC OF THE REAL
“There is the magic of a painting and poetry, of 
words and images, there is the magic of radiant 
thoughts. And there is the magic of the real, of 
the physical, of substance, of the things around 
me that I see and touch., that I smell and hear. 
Sometimes, at certain moments, the magic 
conveyed by a specific architecture or 
landscape, a specific milieu, is suddenly there; it 
has materialised like the measured growth of 
the soul, unnoticed at first.” - Thinking 
Architecture, Magic of the Real, p. 83, Peter 
Zumthor

“The Magic of the real: that to me is the 
“alchemy” of transforming real substance unto 
human sensation, of creating a special moment 
when matter, the substance and form of 
architectural space, can truly be emotionally 
appropriated or assimilated.” - Thinking 
architecture, p. 85

Essence of Atmosphere

material presence

"The sign is haunted by the nostalgia
for overcoming its own convention, that of being 
arbitrary. It is haunted by the idea of total 
motivation. It aims at the real as its beyond and 
abolition. But it cannot jump over its own 
shadow: this real is produced and reproduced 
by the sign itself. It is only its horizon. Reality is 
the fantasy by which the sign protects itself 
indefinitely from the deconstruction that haunts 
it." - Jean Baudrillard

DREAM

“The sense of self, strengthened by art and 
architecture, allows us to engage fully in the 
mental dimensions of dream, imagination and 
desire.” The eyes of the skin: Architecture and 
the Senses, Juhani Pallasmaa p.10 EMOTIONS

“..allow emotions to emerge, to be.” - Thinking 
Architecture, p.27

“Buildings that have a strong impact always 
convey an intense feeling of their spatial quality. 
they embrace the mysterious void called space 
in a special way and make it vibrate.” Thinking 
Architecture, p.21

“Works or objects of art 
that move us are multi-
faceted; they have 
numerous and perhaps 
endless layers of meaning 
which overlap and 
interweave, and which 
change as we change our 
angle of observation.” 
Thinking Architecture, 
Giacomo Leopardi, p.28

DEPTH; MULTIPLICITY; 
VAGUENESS; OPENNESS

indeterminate, vague

“The poet of the vague can only be 
the poet of precision.” Thinking 
Architecture, Italo Calvino, p28

MANY MEANINGS

“..instanteneous presence of a distinct emotion: 
the atmosphere of sound that envelops and 
touches me, that puts me in a special mood.” - 
Thinking architecture - The Magic of the Real

EXPERIENCE

“I like the idea of arranging the inner structures 
of my buildings in sequences of rooms that 
guide us, take us places, but also let us go and 
seduce us. Architecture is the art of space and 
it is the art of time as well . between order and 
freedom, between following a path and 
discovering a path of our own, wandering, 
strolling, being seduced. I give thought to 
careful and conscious staging of tension 
between inside and outside, public and 
intimate, and to thresholds, transitions and 
boarders.” - Thinking Architecture, Peter 
Zumthor, p.86-87

Enter a remembered or imagined place.

“When experiencing a work of art, a curious 
exchange take place; the work projects its aura, 
and we project our own emotions and percepts 
on the work.” - The eyes o the skin, p.68

DISBELIEF AMAZEMENT overwhelming surprise or astonishment.

ASTONISHMENT overpowering wonder or surprise; 
amazement

the inability or refusal to believe or to accept 
something as true.
amazement; astonishment

refusal or reluctance to believe

"Disbelief There are spaces whose main quality 
is that they don't appear to be real. Some of 
them seem to linger on the edge of reality: they 
may look too simple or too perfect or even too 
familiar. Or they look slightly imperfect, with 
some crucial details missing, almost 
disappearing before your eyes, like a faded 
image. Others seem to escape reality in the 
direction of a mental space: they are too 
particular, obsessive in the way that details and 
elements are arranged, caught in the grips of 
individual fantasy, taking on the features of the 
mind of their maker. And sometimes a space 
seems to be a pure departure into the unknown, 
away from the common laws and norms of 
reality: a new universe of forms and relations". - 
Milica Topalovic

MEMORY

MY childhood memories.

When I was little, walking around in my 
neighbourhood I walked passed an opening 
which were usually closed, a door that you 
might not notice at the first glance. A kind of 
an opening into another world. This door is 
part of a wall of division, dividing the 
neighbourhood where I lived and the other 
side, Slakthusområdet. I have always been a 
bit frightened of this wall because of the 
sounds on the other side so it took me a 
while to even experience that space and 
walking through that opening. But on that 
day, when the door was opened, I saw the 
sky clearly through the opening from 
beneath the stairs. It was that kind of 
moment that made me walk up the stairs 
because of that particular view I saw. That 
clear blue sky through the frame of a door. It 
was such a great contrast walking through 
that door as the side I lived on was calm and 
familiar, and the other side was full of life, 
action and was kind of unfamiliar in a way. 
Tons of trucks driving through and being 
parked in that space.

As soon as I visited the place I 
became a bit disappointed. 
The feeling I had in my 
memory was lost again.

I grew up in a newly built house in the 90ʼs. I 
felt it had no soul and no history. We lived 
there through out my childhood. And I have 
since I can remember always wanted to 
move away from that site. It was always 
more tempting to go across the road, the 
division between new and old. Walking 
around in the neighbourhood of the old 
buildings from 1890-1910ʼs. Here I could 
imagine myself living. Here the layers where 
many more, a completely another era. I 
never really felt home in our house built in 
beginning of the 90ʼs. And I always loved to 
visit my friends who lived on the other side. 
To play hide and seek in those kind of 
buildings where you could find hiding spots 
all over. In my friends grandmaʼs house 
where she had a secret room within the 
closet. The part where I could imagine who 
lived there before them, and why this secret 
room was built in the first place. I donʼt miss 
the house I grew up in at all. From time to 
time I go back to the neighbourhood, but 
staying on the opposite side of the road, or 
in the divisional wall of Slakthusområdet and 
the neigbourhood I grew up in.

Another memory I have in my childhood 
were when I was 4 years old, walking in the 
woods in Hälsingland together with my 
grandmother. I spent very much time there 
during my first years and a strong memory 
from that time is when we are walking 
around, me imagining that we were lost, 
trying to find home. And as soon as we 
passed that metal bucket which half of it had 
sunk down in the moss, I realised that we 
soon where about to get home again. A sign, 
a promise of what was about to come.

MEMORY OF A PLACE

MEMORYTo Remember a space

make a collection: collecting memory

memories and recollections

what is left behind when the moment is 
over?

“Perception, memory and imagination are in 
constant interaction; the domain of presence 
fuses into images of memory and fantasy.” - 
The eyes and the skin, p.68

HOME: one’s own

HOME / My home, my surrounding objects - it is what 
creates a whole. It is something about the home and its 
warmth. The closeness, a membrane, a kind of intimate 
space. It is what is closest to my body besides my clothes. 
My home is a kind of clutter of things, collections of small 
objects and memories, like an archive of myself.

Discovering a space, path of our own.

wandering, strolling, being seduced”

POETICThe poetic spacepoetry of a material

poetic qualitymaterialshine&vibrate

context

ELEGY - A form of poetry that mourns the loss 
of someone who has died or something that 
has deteriorated.

Poetics of Space, Gaston Bachelard

“We might say that we know something only 
when we are unable to define it... This is what 
we know what poetry is. We know it so well that 
we cannot define it-“ Jorge Luis Borges

MOOD

DARKNESS / SHADOWS

“Deep shadows and darkness are essential, 
because they dim the sharpness of vision, make 
depth and distance ambitious, and invite 
unconscious peripheral vision and tactile 
fantasy. How much more mysterious and 
inviting is the street of an old town with its 
altering realms of darkness and light that are the 
brightly and evenly lit streets of today. The 
imagination and daydreaming are stimulated by 
dim light and shadow. In order to think clearly, 
the sharpness of vision has to be suppressed, 
for thoughts travel with an absent-minded and 
unfocused gaze.”

“Mist and twilight awaken the imagination by 
making visual images unclear and ambiguous.”

“Likewise, the extraordinary powerful sense of 
focus and presence in the paintings of 
Caravaggio and Rembrant arises from the 
depth of the shadow in which the protagonist is 
embedded like a precious object on a dark 
velvet background that absorbs all the light. The 
shadows give shape and life to the object in 
light. It also provides the realm from which 
fantasies and dream arise. The art of 
chiaroscuro is a skill of the master architect too. 
In great architectural spaces, there is a 
constant, deep breathing of shadow and light; 
shadow inhales and illumination exhales light.” - 
Eyes of the Skin, p.47

Baroque

chiaroscuro

“Shadows praise light”

For me darkness and shadows 
sets me in a specific mood. The 
play of light and shadows - 
which makes the space change, 
as well as mood and how we 
experience a space.

LIGHT

shadows of our past

EMPATHY

COMPASSION

any strong feeling, as of joy, sorrow, or fear

att röra sig, engagera sig, rörelsekraft

“feelings and ritual expressions of emotions are 
themselves also historical events.”

“When the rich variety of spatial
conditions begin to emerge from this
darkness they appeal directly to our
emotions, bypassing an understanding of
the building within our personal inventory of
experience.”

“computer imagining tends to flatten our 
magnificent, multi-sensory, simultaneous and 
synchronic capacities of imagination by turning 
the design process into a passive visual 
manipulation, a retinal journey. The computer 
creates a distance between the maker and the 
object, whereas drawing by handas well as 
model-making put the designer into a haptic 
contact with the object or space. In our 
imagination, the object is simultaneous held in 
the hand and inside the head, and the imagined 
and projected physical image is modelled by 
our bodies. We are inside and outside of the 
object at the same time. Creative work calls for 
a bodily and mental identification, empathy and 
compassion.” The eyes of the skin: Architecture 
and the senses, p. 12-13

What if we do both? Drawings by hand and in 
digital? To look at the qualities of the hand 
drawing and interpret that in the digital 
drawing? If you add layers of information as 
the hand drawing has as a quality it could get 
interesting. Keep all layers visible in some 
sense? Maybe a kind of a collage in a digital 
manner. How about the tactility of the hand 
drawing? What if you always have these 
qualities in mind, can the drawing still move 
you? Can you still be able to inhabit the 
drawing?

VISUAL IMAGINATION “Do we think using images? Or do we represent 
our thoughts using vision imagination?”

Interface - part of thinking mechanism?

VISUALITY FOR ARCHITECTS: Archtecural 
creativity and modern theories of perception 
and imagination

“The acoustic harshness of an inhabited and 
unfurnished house as compared to affability of a 
lived home, in which sound is refracted and 
softened by the surfaces of numerous objects 
of personal life.” - “(the strongest memory of 
some places are those of odor.) - J.Pallasmaa

The brain thinks by forming images (Stephen 
Kosslyn)

“The system makes information from long-term 
memory explicit in an image; pictorial properties 
of imagery are functional and not merely 
representations of thoughts. When thinking of 
spatial objects, we are depicting them in 
ourselves, not describing them. “ - Visuality for 
Architects, p. 66

DEPICT: - to represent by or as if by painting; 
portray; delineate.
    • to represent or characterize in words; 
describe.

“images have spatial extent”  -SK

“Mental images are not really in 
space but they are in a medium that 
functions like spatial 
representations.” - Visuality for 
Architects, p. 67

KNOWLEDGE Jonna Bornemark Vad är kunskap?

Icke-vetandets möjligheter

WHAT IS KNOWLEDGE?

“We might say that we know 
something only when we are 
unable to define it... This is what 
we know what poetry is. We 
know it so well that we cannot 
define it-“ Jorge Luis Borges

TO DEFINE

PROCESS OF BECOMING

In this project I dealt with the notion of time 
and memory and all the layers at Slussen. 
How that site has transformed over the 
years and decades. The layers of history that 
you might not see, as all the visible layers 
that has worn out. Which are the reason 
Slussen needs to transform in order to be 
saved from the decay. The memories might 
fade away like the fragments I found of 
peeling color also will do as the site gets 
rebuild. My spatial shape became a kind of 
monument, dealing with the remembrance of 
this moment in time, yet adding another 
layer.

IMPULSE

Hands bind us together and sets us against 
each other.

MODEL

RUINS OF 
REPRESENTATION,  
Christian Hubert, 1981

“The domain of inhabitable objects that 
architecture claims as its own finds its first 
intimation in the model. The model purports to 
present architecture, not represent it. Unlike the 
signs of language, whose signification is 
primarily a matter of arbitrary convention, the 
relation of the model to its referent appears 
motivated in the sense that it attempts to 
emulate or approximate it. Its adequacy is 
defined by resemblance. In Charles Peirce's 
terms, the model is an iconic sign, directly 
resembling its referent by sharing its 
characteristics. Its colors and proportions are 
identical to those of its referent, and, most 
importantly, it is a three-dimensional object.
Furthermore, the scalar relation, because of its 
mathematical character, does not appear as 
arbitrary convention but as necessary rule. If 
buildings are thought to be the ultimate 
referents for architecture, then the model could 
be thought of as its semi-fictional account. The 
fact that the model must be built reinforces its 
claim to motivation. While its materials may 
differ, the models fabrication itself becomes a 
form of surrogate building which serves to 
explicate the workings of architectural drawings 
by translating them into three-dimensional form. 
In this manner, the model is a sort of test of the 
design..”

“The construction and possible deconstruction 
of the model have the capacity to clarify 
attributes of the composition or the assembly of 
building elements. The craft of building models 
may be seen as the displacement and 
condensation of the craft of building, an attempt 
to recover the aura of the work by fetishizing the 
facticity of surrogate objects. Model-making 
might be seen as playing the role that stone 
cutting previously played in the education of 
architects -- their firsttectonic marks upon 
material as these are inscribed into the history 
of building”

“For the space of the model lies on the border 
between representation and actuality. Like the 
frame of a painting, it demarcates a limit 
between the work and what lies beyond. And 
like the frame, the model is neither wholly inside 
nor wholly outside, neither pure representation 
nor transcendent object. It claims a certain 
autonomous objecthood, yet this condition is 
always incomplete. The model is always a 
model of. The desire of the model is to act as a 
simulacrum of another object, as a surrogate 
which allows for imaginative inhabitation.”

“The reading of a building as a
model or a model as a drawing denies the 
epistemological fantasies of an architecture that 
postulates both an object and its adequate 
representation as its origin or end. Eisenman's 
deconstructive strategy puts object, process, 
and representation in unending play.”

“Model / Milica Topalovic
The reality of a space is brought to question 
when its attributes contradict conventional 
experience; for example, when a space or a 
place seems to be doubled or multiplied, when 
a place thus comes to act for another place, 
and the reality of both the original and replica 
loses credibility. Doubt is also cast on the reality 
of a space when a time shift is involved, when a 
space seems to try to enact an event or a 
setting from the past or in the future.
The space of a model always seems unreal, as 
it comprises precisely these kinds of time and 
space shifts; a model always points beyond its 
specific geographic and temporal coordinates 
to a different space and a different time. In the 
space of a model, here becomes there, and 
now becomes then. “

MODELS AND OTHER SPACES, MILICA 
TOPALOVIC, OASE JOURNAL 84.

“This sense of model is close to 
image, to form an image of, to 
imagine, to alter reality.”

LINGER ON THE EDGE OF REALITY.

ESCAPE REALITY - MENTAL SPACE DEPARTURE INTO THE UNKNOWN, AWAY 
FROM THE COMMON LAWS ADND NORMS..

A SPACE THAT COMES TO ACT FOR 
ANOTHER PLACE

TIME / SPACE SHIFTS

IN THE SPACE OF A MODEL, HERE 
BECOMES THER AND NOW BECOMES 
THEN.

DISTANCE, DETACHMENT, DISRUPTION

IMAGINATIVE OCCUPATION

THE SPACE OF A MODEL IS ALWAYS UNDER 
GAZE, BUT THE GAZE CAN NEVER BE 
DIRECTED BACK. THE THRESHOLDS 
BETWEEN THE TWO SPACES IS 
IMPASSABLE, IMPENETREBLE.

CEASES TO BE A THING-IN-ITSELF AND 
BEGINS TO BE INBUED WITH THE 
ATTRIBUTES OF THAT WHICH IT 
REPRESENTS - IT MOVES BEYOND ITSELF.

TO MODEL IS THE ABILITY TO IMAGINE, 
AND THUS THE MANIFESTATION OF THE 
ULTIMATE FREEDOM.

DREAM

OBJECT

IMAGE OF, MODEL OF..

THE SPACE IS UNGRASPABLE

FICTIONAL

SOMEWHERE ON THE EDGE

BORDER BETWEEN REPRESENTATION AND 
ACTUALITY.

UNREAL

BECOMING - 
IMAGINATION ABSTRACTION

“Do not believe—and I am dead serious 
when I say this—do not assume that order 
and stability are always good, in a society or 
in a universe. The old, the ossified, must
always give way to new life and the birth of 
new things. Before the new things are born 
the old must perish. This is a dangerous 
realization because it tells us that we must
eventually part with much of what is familiar 
to us.Unless we can psychologically 
accommodate change, we ourselves will 
begin to die, inwardly.” / OASE JOURNAL, A 
POSSIBLE ARCHITECTURE

PROCESS

“Only when there is something on the 
canvas can Richter respond to it by 
destroying it, changing it, smearing it away 
or repeating it. There is no predetermined 
plan in the making ofthe painting. There is 
perhaps something like a vague idea,
an intuition. It is like simply beginning to walk 
in an unknown place. But if there is no plan, 
how do you know what a good next step is? 
Every step, Richter explains, is an answer to 
the previous step that was taken. And every 
step is harder and harder to take. Until no 
more steps can be imagined, and there
is nothing wrong anymore. But indicating 
when the work is good, and therefore no 
longer bad—that is incredibly difficult.
The two look around the studio, and out of 
the 42 works hanging there they both point 
out one work they find very good.
What is their joint capacity to see that is 
precisely this work that is good? There are 
identifiable, specific criteria that are
important. There is a degree of innovation, 
of something new—of never having seen 
something like this. There is the discrepancy
between what you know and what you 
experience. When someone makes or writes 
something he can start from what he
has learned, or he can try to put a new 
experience into words. In Richterʼs work 
there is no mystification, religion, 
subconscious, surreality or experience of 
nature. The work is verifiable
thanks to what is visible. Yet its power lies in 
the impossibility of describing what one 
experiences when one sees it. It is an 
experience to be able to see the work as yet 
undefined, when it still provides enough 
freedom to be able to interpret it freely, and 
on the other hand provides enough to hold 
onto and lends enough 28 conviction in 
everything that is visible. A framework for an 
experience in which the viewer has to find 
himself in an image that cannot yet be 
explained.” A possible Architecture / Case 
Journal

A POSSIBLE ARCHITECTURE

A POSSIBLE ARCHITECTURE
ANNE HOLTROP
“I am interested in a possible architecture. In 
my work I start with form or material that 
often comes from outside architecture.
In the conviction that things can always be 
re-examined and reinterpreted, they can 
also always be seen as architecture.
The way someone can see a butterfly or a 
lake in the ink blots of a Rorschach test. I 
want to try to look freely at material
and form and work with it in an intuitive way
—more or less without a plan. Or as Belgian 
architect Jacques Gillet put it: ‘The function 
for me, is in the doing.̓  It is a process in 
which accident, along with coincidence, 
takes the lead. I want my work to remain 
interpretable, exactly the way it originated.
Not to form a singular conclusion, even 
when I am no longer working on it. In this 
way, architecture emerges by imagining
a next step to the previous steps that have 
been taken.” / OASE JOURNAL

“Indeed, the imagination sharpens all 
of our senses. The imagining 
attention prepares our attention for 
instantaneousness.” - The Poetics of 
Space, p.87

“To verify images kills them, and it is always 
more enriching to imagine than to experience.” - 
The Poetics of Space, p. 88

SITE: MODEL

What happens when we put the 
model in the context of an 
exhibition? What does it 
become? An art object?

As the drawings are sometimes are hard to 
read the model become an important tool in 
an exhibition context.

“The thoughts and insights of architects and 
designers are almost always related to images 
and words. Architects need these images and 
words not only to formulate goals, stories and 
problems, but they also play a role in the design 
process itself. The memory of the designer is 
literally full of images, and in the process they 
inspire the designer. Most of these words and 
images, however, have to be seen as an 
unconscious reservoir of ineffable experiences 
and knowledge. What if we could create a 
mental tool that introduces playful mechanisms 
using these words and images (and other 
elements)?” - Thierry Lagrange
A Matrix as an Analogous Space / A Mental 
Tool for New Insights

“Could such a tool be used to evoke 
experiences and thus possible new insights? 
And if so, how is it related to the indistinctness 
and unconsciousness of the design process?"

“..a matrix in which words and images can be
combined in apparent and unexpected ways.
The use of this matrix first and foremost
could lead to an awareness of the load of 
ineffable words and images in the memory of 
the designer. The goal, however, is not the
exploration of the designers' experiences and 
knowledge, but can be seen as a strategy to 
open up the design process for unexpected 
combinations of his or her experience and 
knowledge."

“..a tool that explores and even strengthens the 
unconscious aspects of the process of design. 
The matrix has to be seen as a reinterpretation 
of an analogous space, a space in which 
different realities emerge at the same time.”

TOOLS

EXPERIENCE / KNOWLEDGE

PROCESS

“Paper architecture, like the model, can show 
dreams and operate on the level of utopia. But 
these idealised representations cannot 
demonstrate the qualities of actual architecture; 
they can only satisfy the professional, appeal to 
a learned audience. It may create controversy or 
open up new perspectives for architecture. But 
the genuine experience of space, material, light 
and sound is reserved for built
architecture.” Oase Journal - WANDERING
ELSBETH RONNER

“In other words, imagination only 
becomes reality when ideas are 
given form and tangibility in 
material.”

MODEL

SITE: CHURCH

Sofia Church

TAKING A WALK IN THE INTERIOR OF THE 
SOFIA CHURCH
Walking in to this specific church made me a 
bit nervous, it is a setting I am not used to be 
in. It also felt like the church and the people 
occupying it knew that. I felt like an outsider, 
that was what was going on in my head, not 
being able to focus on what was intended to 
look for. It was quiet, but I heard voices from 
other spaces in the back of the centre. This 
was the second time I visit the church, and I 
have felt like it is a big barrier between me 
and the church, which made me not want to 
go there. It has been a challenge for me, even 
if I know that I would feel more comfortable 
after a while. This time, the second time, 
something happened with the inside as soon 
as the sound of the organ began to reveal 
itself. The sound a bit dramatic, a kind of 
tension. It felt like the inside wanted to 
impress me, set me in a certain mood. I 
decided to sit down on one of the wooden 
benches in the front, just to focus and to 
listen. The sound distanced me from the 
actual space, it feels like a soundtrack of a 
odd movie. As I would enter into another 
world, that made me more comfortable.

TRACES OF CHANGE
This church does not show its layers that 
clearly. You might believe it looked 
differently when it was first built, as the 
exterior is a bit dark, has this feel of 
heaviness and stability in a way. The exterior 
has been what intrigued me to enter inside 
this church. Before stepping inside I get this 
image in my mind of its atmosphere and 
feeling. When I get inside these expectations 
does not live up to the image I created, it 
rather felt that something was missing. The 
inside was light, with darker details, the kind 
of opposite to the exterior, almost as if 
someone had taken away parts of the 
decoration. Erased some layers to fit into the 
society at a certain point, and what was 
expected to like at that certain time. Walking 
into the centre makes you aware of the 
decorative windows. Which makes me 
question if that is part of the old and 
possibly the only traces of the past. I believe 
these traces are what is left of the 
beginning. It makes me imagine the past, 
and how the walls and the ceiling being 
much more decorative than it is at the 
moment. These light coloured arches being 
filled with an artists mind and thoughts of 
the beginning of the nineteenth century. 
What happens with the changes and 
decisions we make and the values it come 
with? How come it is so easy and legitimate 
to change the inner and not the outer? It is 
as if the shell of the building is set in one 
time, and the inner is part of another. It is 
interesting to think about these aspects of 
change. The inner parts can be changed 
either for function or for our needs. These 
changes will reflect upon our time and 
society. It makes me think about the choice 
of the lighter color that might have replaced 
something other. If you take away the 
decoration, what does this represent and 
what does it make to its atmosphere? I feel 
the inside is part of another era, an era when 
the decoration was thought of as 
inappropriate in a way, the decorative parts 
being wiped off. The traces of the beginning 
is gone, lost in another time.

PAST - 1906
REDRAWN, DRAWINGS

PRESENT -  2017

The Escape of Reality

Some spaces have the quality of you being 
able to escape reality, just by the way they 
are constructed. This church did not do that 
to me at first. I felt something was missing, 
and tried to understand what it was. Just by 
looking at the big space within the church, I 
could tell that the inside had been 
transformed since it was built. Maybe it had 
to do with these details? I took a short 
departure into the unknown by thinking 
about the past.

The second time I visited the church, 
something happened as soon as a dramatic 
sound of the organ appeared. This sound 
made a big difference in the appearance of 
the church, as well in my own body. It had 
the ability to move me, set me in a certain 
mood. I felt detached and a kind of distance 
to actual space, set somewhere between the 
unknown and reality. As if I where part of a 
movie, as a soundtrack my own departure 
into the other possible space.

SITE: INTERIOR / Inside of a building

being within; inside of anything; internal; 
inner; further toward a center:

of or relating to that which is within; inside:

private or hidden; inner

the inside part of a building, considered as a 
whole from the point of view of artistic 
design or general effect, convenience, etc.

a pictorial representation of the inside of a 
room.

Words connected to interior:
reality, inhabitable, constructed, materiality, 
physical, defined, context, interaction, 
structure, existing, time, internal, 
relationships, within, activities, function, 
center, occupy, space, inside of, 
connections, layers, concrete, stability, 
bodily experience, closed, changeable, user, 
history, setting, public, detailed, surface, 
texture, transformed, folds, boundaries, 
open, depth, hidden, scale, touchable, 
traces of actions, value, colors, division, 
permanence, inner, private, effect, feelings, 
sounds

SITES: REFLECTING / 
CONNECTING
After visiting and experiencing these sites 
several times, I can suddenly see some 
connections that I did not think of at first. 
One quality they have in common are their 
ability to make me escape reality in a way. 
A quality I first found when experiencing 
the model and its becoming in the 
beginning. After looking at and visiting the 
two other sites I can clearly read them as 
something other than they are. The 
church and its atmosphere, the sound and 
its ability to set me somewhere else. The 
park where you escape reality in a way 
that you can escape the everyday life.

I am not sure if I need these specific sites 
to experience the same thing that I 
experienced during these moments. Can I 
transfer this feeling I got in the church, to 
the model and the park, or just here by my 
desk? Do I still need the space of the 
church to escape reality, or is it only about 
the sound and its ability?

I took a part with me from the church 
when I recorded the sound of the organ. 
Listening to it afterwards sitting here by 
my desk, this moment can certainly not 
be transferred. I cannot set aside that I 
am not in the same context any longer. I 
am not escaping reality, I am here and 
now, not then and there. This spot does 
not become something else than it is now. 
All the layers of its atmosphere is not 
here, only a small detail. I have my 
memory of experiencing the inside of the 
church, together with its sound, which 
can help me to remember some parts, but 
not everything.

SITE: MODEL / LANDSCAPE OF A MODEL

a representation, generally in miniature, to 
show the construction or appearance of 
something.

an image in clay, wax, or the like, to be 
reproduced in more durable material.

a representation, usually on a smaller 
scale, of a device, structure, etc

Words connected to the model:

distance, detachment, idea, utopia, 
dream, desire, resemblance, promise, 
unreal, time, imaginary, visionary, 
characteristics, shape, object, scale, 
deconstruction, fictional, instrument, 
representation, thing, freedom, sculpture, 
process, becoming, moment, 
intermediate, dialogue, abstraction, 
unknown, ungraspable, in-between, there, 
then, departure, act, impassable, beyond 
itself, manifestation, interpretation, 
juxtaposes, alter reality, thing, process, 
escape, represents, unites, unexpected, 
abstraction, form, transforming

One aspect of the qualities of a 
model are the imaginary. The 
spatial promise it can give, the 
model of and a place that 
comes to act for another place. 
The fact that I can inhabit and 
occupy the model in my own 
imagination. A kind of 
abstraction which can open 
your mind, and get a certain 
feeling. The model has a kind of 
distance and detachment to the 
body. When the model gets into 
a character it becomes its own. 
The model has endless 
possibilities and provides space 
for the unexpected. Moments 
can become ungraspable, a 
kind of passage into the 
unknown. The model can serve 
you by becoming something 
wherein something else can 
take place. Close connected to 
the image, as the image also is 
a image of something, and you 
are able to perceive and 
experience it in a similar way. 
Using the image to point out 
and communicate things in the 
model, to distort the scale, and 
be able to alter reality through 
the image.

“The reality of a space is brought to question 
when its attributes contradict conventional 
experience; for example, when a space or a 
place seems to be doubled or multiplied, 
when a place thus comes to act for another 
place, and the reality of both the original and 
replica loses credibility. Doubt is also cast on 
the reality of a space when a time shift is 
involved, when a space seems to try to enact 
an event or a setting from the past or in the 
future. The space of a model always seems 
unreal, as it comprises precisely these kinds of 
time and space shifts; a model always points 
beyond its specific geographic and temporal 
coordinates to a different space and a different 
time. In the space of a model, here becomes 
there, and now becomes then.” - Milica 
Topalovic

Traces of Change

This model is crafted and carved out with 
my hands as tools, interpreted by an 
abstract image of examining folds. The 
model is undergoing change every time I 
carve in the material and when the 
material gets shape. It is altering and 
shifting from one state to another, it is 
part of an intuitive process of change, 
where I begin to walk into an unknown 
place. The traces of change appears and 
disappears. Here it is me who takes 
control over every move as a reaction of 
every action. The model and material 
becomes continuous, every detail is taken 
care of. I could continue to carve, it might 
get destroyed or it might live forever.

The Escape of Reality

By occupying and inhabiting the model in 
my imagination it is possible to escaping 
reality. It has a certain distance to reality 
and are detached to my body. A departure 
into the unknown, away from the common 
laws and norms of reality: a new universe 
of forms and relations. The model linger 
somewhere on the edge of reality.

TRACE

a surviving mark, sign, or evidence of the 
former existence, influence, or action of 
some agent or event; vestige:

HISTORY

"Disbelief
There are spaces whose main quality is that 
they don't appear to be real. Some of them 
seem to linger on the edge of reality: they 
may look too simple or too perfect or even 
too familiar. Or they look slightly imperfect, 
with some crucial details missing, almost 
disappearing before your eyes, like a faded 
image. Others seem to escape reality in the 
direction of a mental space: they are too 
particular, obsessive in the way that details 
and elements are arranged, caught in the 
grips of individual fantasy, taking on the 
features of the mind of their maker. And 
sometimes a space seems to be a pure 
departure into the unknown, away from the 
common laws and norms of reality: a new 
universe of forms and relations". - Milica 
Topalovic (6)

Imagination

When making representations of interior 
architecture we imagine its becoming. We 
can inhabit the space of a model or a 
drawing by using our own imagination. When 
I was examining folds I understood that it 
was something about the moment I wanted 
to explore further; when my model was in 
motion I captured these moments with tools 
and methods such as photography, filming 
and drawing. This movie put me in a certain 
mood, and made made me think about how 
to transform that specific feeling into space. 
In that moment I understood that I wanted to 
explore the state where I still can be part of 
the imaginative a while longer, transforming 
into the possible, other space.

Without these dreams about the becoming 
we wonʼt challenge ourselves and the field 
we are in. I would say it is also one of the 
more interesting parts, where we can inhabit 
an image, a kind of frozen moment in time, 
where everything yet is possible. For me a 
spatial moment has a lot to do with 
emotions; it could just be the moment of 
looking out the window as I do now, to see 
the facade of building on the opposite side 
breathe, as the light appears and disappears 
when the clouds pass by. That makes the 
building live its own life in a way, and that 
specific moment makes myself more aware 
of my own breathing, makes me slow down 
and feel a presence.

I have been carving on a model 
in plaster for a while now, 
interpreted by an image of 
examining folds.

The object is altering and 
shifting from one state to 
another, the visibility of the 
changes shift and fade away, 
and traces appears and 
disappears over time. To be in 
the role of a sculptor forces you 
to be this skilled craftsman, 
every stroke with a tool is 
present, the hand is thinking by 
making and have a closer 
connection to the mind in a way. 
I can feel every move with my 
hands and my own body. The 
model and material becomes 
continuous, it does not have an 
end and every detail is taken 
care of. I want to give the digital 
as much of a soul as in the 
making by hand. I need to be 
exactly this focused and 
engaged with all details, as I am 
with using only my hands. To 
transfer these qualities I find of 
the hand made into the digital, 
and leave the traces of action 
visible, that you would 
otherwise erase or take away.

THE HAND

This park, set in-between the surroundings 
of an industrial area and private housing. If 
you think of nature and nature reserves, and 
parks in general and their ability to be able 
to escape the everyday life. A place where 
you can rest and recover yourself. For me at 
least it is connected to those things, 
otherwise we would not value and keep 
these spots. I believe they have a big impact 
on us the change of environment, just being 
able to go there for a short period time.

The Escape of Reality

REFERENCE/ASSOCIATION: RICHARD LONG

What has this park been part of before? 
What has it become? Located in-between 
residential buildings and an industrial area 
with streets named as Cirkusvägen and 
Dansbanevägen and its own name Elektra 
hints of another time. These things leaves 
traces which makes me want to know more 
about the past than what it actually is at the 
moment and how long it has been an actual 
park. History is evident in the sites different 
layers. The residential buildings is probably 
from the 1940ʼs, which in a way can reflect 
on the names of the streets as activities 
being held there. Was the park part of that 
too, and in what time? You can only draw 
conclusions when you visit a site with know 
knowledge or experience of the site before. 
You can of course collect information of 
these things, but not from just visiting a site 
once or twice. It makes you think about how 
long it has been a park, what activities has 
been part of this specific place? The park 
seems to be divided into several parts too. A 
small playground, an area for sports, and 
mostly an open landscape. The landscape is 
what intrigues me the most, where several 
stones are placed in a curved line with some 
distance to each other. The stones makes 
you think about how long they been there, if 
they are part of something else, or if they 
were put here when the site became a park? 
Are the stones put there for a reason, are 
they decorative or do they have a function? 
Are they framing something? I leave the site 
with these thoughts.

stepping stones

SITE: PARK

**I will start with looking at the site in 
Västberga, ‘Elektra Parkenʼ by documenting 
the site using tools and methods that I know 
as photographing, sculpting, drawing, 
filming and writing. In my exploration I will 
combine the making with using tools by 
hand, together with the digital. As I feel the 
making with hands have a closer connection 
to the mind as the hands are part of your 
thinking in a way. I will use the qualities I 
have found of making by hand into digital, to 
keep the important traces and qualities of 
the hand made. As I feel that some of the 
visual digital images gets to flat, and 
uninteresting, what if all the layers would be 
visible in the digital too.. As a baroque 
painting, the eyes are drawn to the light, but 
you can still see every detail, the presence 
of the shadows, which sets the painting in a 
certain mood.

Elektra parken got its name from the factory 
building of Elektraverken, that was located 
there in the beginning of the early 1900ʼs. 
Next to the park there residential buildings 
from the 40ʼs. The names of the streets in 
the surroundings hints about the past 
activities connected to the a amusement 
park such as carousel street and Circus 
street. And visiting the site makes you want 
to know more about the big rocks put in line 
framing something - which I donʼt know if 
there is a reason for, or when they were put 
there - here my imagination starts to wander 
away again. I will collect these fragments 
and look for traces of the past.**

Elektra parken, 
Västberga

I first noticed the stones in 
the park as they had the 
ability and quality of framing 
one area. As a function of 
dividing the park into several 
parts. The rhythm of them 
being placed in a certain way, 
one after another, in a curved 
line. The direction they have 
been placed in gives the site a 
certain movement. The 
materiality of the stones 
enhances the feeling of 
permanence and its history.

Words connected to park:
open, public, landscape, rest, 
within, in-between, inhabitable, 
meeting place, activities, 
playground, paths, nature, 
materiality, connections, reality, 
context, interaction, defined, 
relationships, physical, sounds, 
layers, constant change, 
divided, permanence, faded 
boundaries, walk, experience, 
movement, history, merge, 
functions, freedom, people, 
directions, colors, traces, frame, 
social, owned, recreation, area, 
enjoyment, city, contrast, 
surroundings, transforming, 
passage

SITE: PARK / Landscape of a park

an area of land, usually in a largely natural 
state, for the enjoyment of the public, having 
facilities for rest and recreation, often 
owned, set apart, and managed by a city, 
state, or nation.

a piece of open land in a town with public 
amenities

It is constantly undergoing change as it is 
part of nature. Colors and materials shift, it 
is living its own life.

Traces of change

There are several ways to enter this park, 
it has one main path through the park, 
connected with smaller paths of entry. 
The park is a kind of passage leading you 
to different areas in the surroundings. It is 
hard to grasp where this open space 
starts and where it ends as well as what 
parts actually belongs to this park. It is 
divided in a playground area, an open 
field, a sports area and the unconstructed 
woods. During this season it is used as a 
passage, where people are walking their 
dogs, neither of the activity areas are 
being used, it feels empty but it shows 
traces of these certain activities in a way.

TAKING A WALK IN THE 
LANDSCAPE OF A PARK; 
ELEKTRA PARKEN

ARCHIVE

archives, a place where public records or 
other historical documents are kept.

a collection of historical documents or 
records providing information about a place, 
institution, or group of people.

EXHIBITION

WALLSPACE
HOW? WHAT?

ESSENCE?

INVITE?

MOOD?

EXPERIENCE

MY OWN

ONEʼS OWN

CONCEPT / NOTION OF

TIME

VALUE

I am interested in the state or 
moment when something is not 
clear nor unclear.

It could be this faded image that I 
used as a starting point and 
reference when I started 
sculpting in clay and carving in 
plaster. I wonder if it is also 
something about the interruption 
in a moment that makes you feel 
something. The unclear makes 
you wander away and imagine 
the possible other space, almost 
inhabiting the image.

I feel like I loose my interest 
when it's to clear or graspable. 
Something happens when you 
linger on the edge, and when you 
allow yourself to stay in the 
imaginative a while longer.

“In addition to the tool the skilled practice of a 
craft involves imagination with the hand; every 
masterful exercise of craft projects determined 
intentionally and an imagined vision of the 
completed task or object at hand.” - Juhani 
Pallasmaa

QUALITY

“What do we mean when we speak 
of architectural quality? It is a 
question that I have little difficulty in 
answering. Quality in architecture... is 
to me when a building manages to 
move me. What on earth is it that 
moves me? How can I get it into my 
own work? . . . How do people 
design things with such a beautiful 
natural presence, things that move 
me every single time. One word for it 
is Atmosphere.” - Peter Zumthor, 
Atmospheres.

ATMOSPHERE

“Quality architecture is when a building manage 
to move me. What on earth is it that moves me? 
How can I get it into my own work? How can I 
design something like the room in that 
photograph - one of my favourite icons, a 
building I have never seen, in fact I think it no 
longer exists. A building I just love looking at. 
How do people design things, with such a 
beautiful, a natural presence, things that move 
me every single time.” Peter Zumthor, 
Atmospheres.

The first impression.

A flash Moment

Perception Sensibility

Mood, Intensity

Ability to move, touch you.

Rhythm

PRESENCE

“The most beautiful things 
generally come as a surprise” - 
Peter Zumthor, Atmospheres

Seduction

Levels of intimacy

Scale

Tuned Space

“curious situations that lose meaning when one 
tries to describe them: one  has to be in them to 
understand them”  Atmospheres: Aesthetics of 
Emotional Spaces, p.9

Vagueness

“The need to feel one’s own mindful 
physical presence also reveals the 
need to feel one’s own vibrancy, 
vitality.” OASE JOURNAL 91

OASE JOURNAL 91

“After all atmosphere is something personal, 
vague, ephemeral and difficult to capture in text 
or design, impossible to define or analyse.” - 
Mark Wigley, Architecture of Atmosphere.

“Using the notion of intuition inherently suggests 
that atmosphere is part of what can be called 
common sense: knowledge and experience 
embedded in a larger community, able to be 
shared and exchanged.”

“Personal and emotional impression of a space, 
but this conjunction is reproduced by the 
objective assembly of materials, spatial 
proportions, the ageing of materials, the 
connections of the materials and the 
connections to the place or other buildings, 
rhythms, light etc.”

“Characteristic manifestations of the co-
presence of subject and object” - Gernot 
Böhme

Fragile

construct: materiality and detail

EXHBITION ARCHIVE

“The archive is popularly conceived as a 
space where things are hidden in a state of 
stasis, imbued with secrecy, mystery and 
power.”

“Archives are traces to which we respond; 
they are a reflection of ourselves, and our 
response to them says more about us than 
the archive itself.”

body of information or of objects bearing 
value and meaning.

[tate.org.uk/research/publications/tate-papers/09/
perspectives-negotiating-the-archive]

to tell a story

history

time

concept

layers

to collect and store materials - so that they 
can be found and used when needed.

to file or collect in or as if in an archive

a repository or collection especially of 
information.

a place in which public records or historical 
materials (such as documents) are 
preserved.

collection

traces

“By hosting – and making available – 
archives of accumulated architectural 
knowledge, museums inherently regulate 
how architecture’s history is understood and 
how new meanings are formulated. 
Inevitably, even as their basic approach to 
architecture may differ, all museums
instrumentalize the archive to validate and 
legitimize their specific conception of 
architecture.” - Oase Journal 99

“How are architecture museums adapting to changing patterns of 
production and consumption of architecture and cultural events? 
How can these institutions mediate the relation between the 
general public and architecture? What role should they play in 
current architecture culture? What is the agency of a disciplinary 
archive in these institutions? How can these institutions foster 
inclusive public spheres for architecture? How are spectacle and 
imagery problematized within these institutions? How can collection 
and exhibition advance architecture? How do these institutions 
engage with political and economic power structures? How do 
emerging and established institutions diverge in their approach and 
praxis?”

ARCHIVE OF FINDINGS

ARCHIVE

Archive Fever - Jacques Derrida

“Let us begin at the beginning, nor even at the archive. But rather 
at the word “archive” - and with the archive of so familiar word. 
Arkhē, we recall, names at once the commencement and the 
commandment. This name apparently coordinates two principles in 
one: the principle according to nature or history, there where things 
commence - physical, historical, or ontological principle according 
to the law, there where men and gods command, there where 
authority, social order are exercised, in this place from which order 
is given - nomological principle. There we said, and in this place. 
How are we to think of there? And this taking place or having a 
place of the arkhē?”

Arkhē  - beginning, orgin.

“1595-1605; orig., as plural < French archives < 
Latin archī(v)a < Greek archeîa, orig. plural of 
archeîon public office, equivalent to arch(ḗ) 
magistracy, office + -eion suffix of place” - 
dictionary.com

THE OFFICE

“The concept of the archive shelters in itself, of course, this 
memory of the name arkhé. But it also shelters: which come down 
to saying also that it forgets it. There is nothing accidental or 
surprising in this. Contrary to the impression one often has, such a 
concept is not easy to archive.“

latin: archivum

greek: arkheion a house, an address

drawer
what do I put in the drawer?

“here and there in the brain, keep-sake boxes 
that preserve fragments of the past” - Bergson 
via Gaston Bachelard, The Poetics of Space, p.
75-76

filing cabinet

“..in which the drawer metaphor is presented in 
reverse: it is not the intelligence that is a filing 
cabinet; the filing cabinet is an intelligence.” - 
The Poetics of Space, p.77

“the foundations of the human mind.”-M. Carre 
Benoit - The Poetics of Space, p.77

“Derrida’s ‘mal d’archive’ can be found in many 
different people and walks of life. Why do we – 
archivists, artists, art historians, family history 
researchers, fans of Sonic the Hedgehog – long 
for archives? Perhaps because we find 
ourselves there and we can project onto the 
archive our imaginings. As with memory, we can 
be as selective as we like in what we take out of 
the archive, even while it claims to present the 
whole story. Those endless shelves of boxes 
seem to offer an illusion of authority and 
apparent truth; yet we all know there is no such 
thing. It also evokes what Derrida has described 
as a Western impulse to look for beginnings and 
the belief that these can be found in the archive. 
For her part, Carolyn Steedman has written 
about this aspect of ‘archive fever’:”

“The past is searched for something … that 
confirms the searcher in his or her sense of self, 
confirms them as they want to be, and feel in 
some measure that we already are … [but] the 
object has been altered by the very search for it 
… what has actually been lost can never be 
found. This is not to say that nothing is found, 
but that thing is always something else, a 
creation of the search itself and the time the 
search took” - Steedman 2002, p.77

“By contrast, Goshka Macuga has used the 
archive as a site of personal research, echoing 
Steedman’s description of the search for the 
self in the archive which in turn becomes 
something quite different. Macuga uses archival 
material as a territory for seeking, or creating, an 
authority through which she can 
explore herself:”

“It’s not the attempt to project my identity as 
much as to find my identity in the process [of 
creating an artwork]. I’m not living in my own 
country. I’m not speaking my mother’s 
language. The history that I’ve been educated 
with in Poland is not valid any more, because all 
the history books have been rewritten, so in a 
way I’m just creating my own histories, based 
on objects and artworks and certain 
experiences.”

ARCHIVE

Ilya Kabakov ‘The Man 
Who Never Threw 
Anything Away’

“A simple feeling speaks about the value, the 
importance of everything ... this is the memory 
associated with all the events connected to 
each of these papers. To deprive ourselves of 
these paper symbols and testimonies is to 
deprive ourselves somewhat of our memories. 
In our memory everything becomes equally 
valuable and significant. All points of our 
recollections are tied to one another. They form 
chains and connections in our memory which 
ultimately comprise the story of life.”

“The installation is critiquing the process of 
selecting what to be preserved, what to be 
discarded, what is considered valuable, archival 
and what is not, all of which is usually controlled 
and obscured by institutions of power. Now 
when it is no longer limited to academy and 
federal, the archive can be built, selected and 
accessed and preserved both physically and 
digitally by majority of citizens. The archive has 
become more intimate and personal, just as 
Kabakov’s imaginary man’s apartment.”

Sue Breakell

Perspectives: Negotiating the 
Archive

COLLECTING THE TRACES: AN 
ARCHIVIST'S PERSPECTIVE

ABSTRACT: “The phenomenon of artists 
drawing on their own and other archives is not a 
new one, but over the past few years there has 
undoubtedly been a significant increase in 
attention, among both artist and art historians, 
given to the archive as part of the creative 
process, as well as to archive practice. Archives 
have also become contested territory, caught 
up in discourses about the nature of museums 
and individual anxieties about the significance 
and preservation of documentation. From an 
archivist's point of view, archives have a positive 
and fertile role as both a resonant collective 
memory resource and a site of creative 
regeneration through revisiting the traces of 
earlier ideas and actions. Archive theory also 
emphasizes the importance of context in the 
assessment of the meaning of a document 
within a body of archive material. Consideration 
of the archives of Prunella Clough and Helen 
Chadwick within this wider context of archival 
theory and practice reveals in both cases a 
distinctly archival attitude to the documentation 
of the creative process, one which provides a 
rewarding insight into their work.”

Lecture: Sue Breakell. ‘Something of Our 
Own Selves: Talking Archivesʼ - Magasin III

[magasin3.com/en/sue-breakell-something-
of-our-own-selves-talking-archives-2/]

[tate.org.uk/research/
publications/tate-papers/09/
perspectives-negotiating-the-
archive]

“ Archives are traces to which we respond; they 
are a reflection of ourselves, and our response 
to them says more about us than the archive 
itself. Any use of archives is a unique and 
unrepeatable journey. The archive is attractive 
territory for the exploration of critical theory 
because of the processes it both documents 
and enacts, its contradictions and 
discontinuities. It is also appealing because of 
the way it both seems to reflect ourselves and 
yet so clearly does not. Let us not, amid these 
compulsions, lose sight of what the archive 
actually is. Carolyn Steedman writes that the 
reality of archives is ‘something far less 
portentous, difficult and meaningful than 
Derrida’s archive would seem to promise’.21 I 
would say they are meaningful in myriad 
other ways.”

secrecy past intimacy memory

warderobehiding place

CONTEXT
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closed off space
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OFFICE

“Anyone intending to exhibit architecture usually 
begins by wondering whether this is even 
possible. In the art world, curating is a 
necessary operation that - as the world’s 
etymological roots attest - ‘treats’ or ‘cures’ art, 
making it visible and even understandable to an 
audience. Without the exhibition there is no art 
(or very little). Architecture, on the other hand, 
already exists in the ‘real world’, in the public 
domain, as a functional, three-dimensional, 
material element. Once scaled down or 
reproduced in the context of an exhibition, are 
buildings still ‘real’ architecture?” - Oase Journal 
88 - Exhibitions, Showing and Producing 
Architecture p. 1

“Architecture needs to be curated - not, as with 
art, to cure it of its open-eyedness or ambiguity, 
but of its matter-of-fact nature, its 
inconspicuous state, and of the fact that, as 
Walter Benjamin concisely expresses in his 
essay ‘The Work of art in the Age of Mechanical 
Reproduction’, it is experienced ‘in state of 
distraction’. It is often in an exhibition, away 
from the real world, that architecture can 
acquire an ‘aura’, can be subjected to a 
different, more concentrated form of attention, 
and as a result initiate the production of new 
insights, interpretations or meanings. In a way 
that is seldom, if ever, available to architecture 
itself, exhibitions become places of creative and 
intellectual production, of in-depth study and 
reflection, and of experimental design practice.” 
p.1

“There is something peculiar in collecting 
and exhibiting architectural documents. In 
contrast to paintings or sculptures, 
architects’ sketches, plans and models do 
not form the object of the architectural work, 
but have only an indirect relationship to the 
creative process. Collecting and exhibiting 
these artefacts forces one to renew his/her 
relationship to architecture: as it is not the 
architectural object that is collected, but the 
work that represents it.”

MINIATURE 
TEMPTATIONS

A conversation with CCA Curator Howard 
Shubert on Collecting and Exhibiting 
Architectural Models.

“The ambiguity between the real and its 
representation, between the physical 
presence and intellectual process of 
architecture, constitutes the framework of 
each individual or institution interested in 
acquiring, collecting, archiving and exposing 
architectural models.“

“Indeed, when collecting and exhibiting 
architectural documents several questing 
arise. What happens exactly when the model 
enters the museum? Which role does it need 
to assume when exposed and made public? 
How can we consider its exhibition when 
taking the model’s significance and its role 
both in demystifying the architect’s work and 
mystifying his importance?”

“When in the architect’s office, the model is 
still ‘alive’ as it has potential to be changed, 
to be modified. At that point the model is 
also part of a work environment: plans have 
the stains of wine glasses, coffee cups, or 
dropped cigarette ashes. When the model 
enters the museum, it is protected, 
preserved and archived as it is at that very 
moment.”

“Often architects (from whom we have 
collected models) come here. And we need 
to tell them they can’t touch the models like 
that anymore. We could say there exists a 
kind of border between the architecture 
office and the archive. Once it is in the 
museum the model becomes precious, 
hence its aura.”

“When it enters the exhibition galleries, it 
becomes something else. We have tried to 
demystify that aspect in our exhibition as 
much as possible by not presenting work 
drawings and sketches as art objects; but 
presenting them as mush as possible in the 
way that they where in the office: plans 
without frame, sketches without a casing.”

“We always try to show the models as one 
piece of the process; the same is true for the 
drawings. For the Stirling exhibition for 
instance, we tried to show the dirtiness, the 
scribbling in the frames of the drawings. We 
try to demystify them, to get away from the 
idea that they are ‘only’ art objects. In fact, 
we try not to make it look to beautiful or too 
perfect.”

“How does the model document the design 
process of the architect? - How does it 
illustrate his thinking? - How does it allow us 
to understand the project?”

“Their working aspect interests us in 
particular as they are like conceptual 
sketches documenting the entire design 
process of getting from one point to 
another.”

“THE MODEL AS IDEA, AS ARCHITECTURAL 
COMMENTARY OR AS CONCEPTUAL 
IMAGE. “

FRAGILITY

TEMPORARITY

REPRESENTATION

IMAGE

TOOL

OBJECTS IN SPACE

explore spatial qualities

BEOMING: RUINS OF 
REPRESENTATON?

EXHIBITION: becoming: ART 
OBJECTS

archived, protected, preserved?

avoid ‘the museumʼ?

ARTIFACT

any object made by human beings, 
especially with a view to subsequent use.

something handmade or given shape by 
craft/man.

a handmade object, as a tool..

How to keep the feeling of the 
representations we use in our 
profession when moving them 
into an exhibition context? 
What do they become?

What happens in the shift? Do we look at 
them differently? And how can we still keep 
the use of them in this context so that they 
not only become an art object?

CONTEXTREFERENCE: Sir John Soane

“The entire second floor, where Soane and his 
wife had their bedrooms, and later the 
spectacular Model Room, was turned into an 
apartment for the curator. Then into offices. His 
‘Lobby to the Breakfast Room’ was lost, and a 
wall in the Dome area was knocked down, 
amongst other changes. With the Museum 
needing space for staff and storage, it seemed 
very unlikely that these significant losses could 
ever be reversed.”

SETTING

CONTINOUS

ARCH

SURFACE

LINES

LAYERS JUNCTION

CORE

SPATIAL QUALITIES:

CURVE SYMMETRY

ATMOSPHERE

DISCOVERY

ORDER
COMPLEXITY

PUBLIC / PRIVATE

FRAMING

DIVIDING

MEETING

In the past years I have understood that I 
have been more interested in the process 
than the actual outcome. Therefore I 
began to engage with the process of 
becoming this fall, it was starting point for 
me to understand something more about 
my own. To see where the different 
actions appear, such as translation, 
transition and transformation. Dividing the 
process in these phases also gave me 
better understanding and another 
awareness about how I use my tools and 
methods, as well as how they develop.

The becoming as well as my process is for 
me not linear thing. It is about the shifts 
and its layers, the making and doing, 
reflecting and thinking which is leading 
the way, and makes the process grow. To 
be able to go back and forth, to stay in-
between where it is the most 
uncomfortable, and linger on the edge. A 
way for me to embrace this state in-
between, before it becomes too clear and 
graspable. It is the findings I make over 
time that matters. It is in that state where 
the change itself will undergo and become 
more thorough, and dramatic.

Something happened for me when I 
began to collect my interests in this atlas. 
Everything became clearer, and fell into 
place. I created my own landscape where I 
could draw new connections between 
previous projects and references, a place 
for me where collect my interests and 
reflect about them. A place for me where 
this project could transform into a whole, 
exploring the moments of becoming.

I have been interested in the state or 
moment when something is not clear nor 
unclear. The unclear which has the ability 
and makes me wander away and imagine 
the possible other space, almost 
inhabiting the image of. And I feel like I 
almost loose my interest when it's too 
clear or graspable. S omething happens 
when I linger on this edge, and when I 
allow myself to stay in the imaginative a 
while longer. This faded image to the left I 
used as a reference which also became 
my starting point this fall. Continuing 
where I left off with examining folds 
earlier, I needed to zoom in, and get 
closer again to understand something 
more. I later began this journey in the 
sculpture studio, sculpting and carving in 
both clay and plaster.

I have been carving on a model in plaster 
for a while now, interpreted by this image 
above of examined folds. The model is 
altering and shifting from one state to 
another, the visibility of the changes shift 
and fade away, and traces appears and 
disappears over time. To be in the role of 
a sculptor forces you to be this skilled 
craftsman, every stroke with the hand and 
its tool is present, the hand is thinking by 
making and has for me a closer 
connection to the mind. I can feel every 
move with my hands and with my body. 
The model and material becomes 
continuous, it does not have an end and 
every detail is taken care of. The scale of 
the model is a little bit bigger than both of 
my hands together, a size which is 
connected to me being able to hold it and 
control it with only my hands. I feel the 
surface with my hands, it is them who 
decide where to go next, where I need to 
carve, the transition where the surface 
should be smooth or either sharp.

Imagination
When making representations of interior 
architecture we imagine its becoming. We 
can inhabit the space of a model or a 
drawing by using our own imagination. 
When I was examining folds I understood 
that it was something about the moment I 
wanted to explore further; when my model 
was in motion I captured these moments 
with tools and methods such as 
photography, filming and drawing. This 
movie put me in a certain mood, and 
made made me think about how to 
transform that specific feeling into space. 
In that moment I understood that I wanted 
to explore the state where I still can be 
part of the imaginative a while longer, 
transforming into the possible, other 
space.

Without these dreams about the 
becoming we wonʼt challenge ourselves 
and the field we are in. I would say it is 
also one of the more interesting parts, 
where we can inhabit an image, a kind of 
frozen moment in time, where everything 
yet is possible. For me a spatial moment 
has a lot to do with emotions; it could just 
be the moment of looking out the window 
as I do now, to see the facade of building 
on the opposite side breathe, as the light 
appears and disappears when the clouds 
pass by. That makes the building live
Snapshots from a movie I made, 
documenting and capturing a experienced 
moment.
its own life in a way, and that specific 
moment made myself more aware of my 
own breathing, made me slow down and 
feel a presence. I wonder if it is something 
about the interruption in a moment that 
makes you feel and react to something.

I need to keep the plaster in the so called 
in-between state of wet and dry. It is 
easier to carve when it has solidified and 
still is a bit wet. When it gets too dry the 
scraping and squeaky sound appears 
when I put the tool against the surface. 
When I deal with details, I let it dry a bit 
more, so I will not carve off too much 
material. It is a balance of keeping it 
smooth or sharp. When the material gets 
drier, the feel of the surface change from 
being cold and smooth, to dry, with a 
powdery surface. That is if I touch it, the 
material is transferred to my hands, and a 
white layer of dust appears.

“Even the hand has its dreams 
and assumptions. It helps us to 
understand the innermost 
essence of matter. That is why it 
also helps us to imagine forms of 
matter. - Gaston Bachelard, 
Water & Dreams

Making / Doing
As making by hand has had a central role 
in my latest projects. it has been about 
only using my hands as tools or together 
with smaller tools used by a sculptor. The 
making is then controlled by the hand, 
intuitively. Thinking by making, imagining 
the becoming and taking care of every 
inch.

“The sculptor must strive continually to think of, 
and use form in its full spatial completeness. He 
gets the sold shape, as it where inside of his 
head - he thinks of it, whatever its size, of his 
hand. He mentally visualises a complete form 
from all round itself, he knows while he looks at 
one side what the other side is like; he identifies 
himself with its centre of gravity, its mass, its 
weight, he realises its volume, and the space 
what the shape displaces in the air. - Henry 
Moore

INTRODUCTION / 
PM

EXPLORING THE 
MOMENTS OF 
BECOMING, and 
possible other 
spaces.

REFLECTION:

“In Charles Peirce's terms, the model is an iconic sign, directly 
resembling its referent by sharing its characteristics. Its colors and 
proportions are identical to those of its referent, and, most 
importantly, it is a three-dimensional object.” - Ruins of 
Representation

“For the space of the model lies on the border between 
representation and actuality. Like the frame of a painting, it 
demarcates a limit between the work and what lies beyond. And 
like the frame, the model is neither wholly inside nor wholly outside, 
neither pure representation nor transcendent object. It claims a 
certain autonomous objecthood, yet this condition is always 
incomplete. The model is always a model of. The desire of the 
model is to act as a simulacrum of another object, as a surrogate 
which allows for imaginative inhabitation.” - Ruins of Representation 
Christian Hubert, 1981

“The play between representation 
and objecthood has also been of 
explicit interest in Modernist painting 
and sculpture. Much of the richness 
of Modernist pictorial experience lies 
in our perception of the tensions 
between the actuality of the work as 
an object and its representational 
readings -- between paint and 
picture -- or else between the object 
and the artistic activity, as ironically 
described in Jasper John's "Fool's 
House” - Ruins of Representation

THE OFFICE / ARCHIVE OF 
FINDINGS

It is interesting to think about 
what happens when you place 
architectural documents into a 
context of an exhibition. I think 
you need to be aware of the 
becoming and how it shifts from 
being ‘alive’ in an working 
environment and then becomes 
something else when it enters 
‘the museum.’ Transformed into 
something finished with the 
possibility of only being seen as 
an ‘art object’, which could 
become and be seen as 
problematic. Something I would 
like to work with, and not 
against at this stage. The fact 
that the models and drawings, 
and all representations might 
loose its significance in that 
kind of context. Which make 
myself think about what role it 
will take on and what it actually 
would become in that kind of 
setting? And to think about how 
it will bring justice to the project 
in a way.

The importance of my work is to 
be seen as ‘alive’, as a process. 
How do I go about that in the 
context of an exhibition? Could 
I embrace the feeling of entering 
an office and its archive, instead 
of entering an exhibition? To get 
a feeling of that you would walk 
into my process, entering the 
archive of my findings. It is the 
matter of materials and how I 
choose to place everything in 
relation to what I have done. I 
feel that I have to skip the 
notion of the podium, and bring 
in things with significance of the 
‘the office’ instead, as the 
drawer and the desk as what I 
use to exhibit my work on or in. 
Other aspects would be the 
atmosphere of the space; 
colors, materials and light 
settings for example that would 
have a great importance in this 
case.

It is a kind of border between 
the office and the museum. The 
fact that you hold and perceive 
the work in another way in the 
context of an architectual office, 
than in the space of an 
exhibition. To be seen as very 
precious in the museum and it 
would certainly change how you 
look at the work itself when it 
shifts. In a work environment it 
is not fixed and polished in the 
same way it would be if the 
things would enter the 
exhibition. An office as a place 
where you can can hold the 
work in your hands, looking at 
them closely, it automatically 
becomes a border and a 
distance to the work when it is 
placed on a podium or within a 
frame. You are not aloud to 
touch it the same way any 
longer, the relationship gets is 
lost on the way. You are also no 
longer aloud to be in the phase 
of making the representation, it 
is framed, protected and can no 
longer be changed or modified. 
My work will be exhibited 
somewhere in-between, where 
you could read it as a process 
and still being alive.

COMMUNICABILITY

HIDDEN

TECTONIC LANGUAGE

Photographer: Erika Kindblad

Drawing / Object - The Park
The relationship between the drawings and 
objects I made is about describing the 
meeting, where in this case the main spatial 
quality arise. It is about a relationship and 
the distance in-between two or several 
objects. As being able to explore them in 
another scale, about shifting the view, 
getting closer, as well as the understanding 
the space.

Both are representations of my analyse of 
the site, describing different parts I found 
interesting. Both made in different stages of 
my process, coming about at different times. 
As I felt the scale of my hand and the 
objects limited me in seeing things, I needed 
to convert the scale and make the drawings 
larger, as you could almost occupy the 
space of the drawing itself and get another 
awareness by looking at it. As you can get 
when you take photographs of the objects, 
but I felt that it was not enough.

When the objects are being put together 
they create a movement, relationships and 
different directions, which also give me an 
overview of what I have noticed at the site. 
One of the spatial qualities of these objects I 
made interpreted by the stones at the site 
were about their ability to frame a place. 
Almost melting in at the site, with a 
resemblance of the un arranged parts, the 
stones and its subtle attention in its material. 
Arranged and ordered, put together in a 
certain way, placed with a certain rhythm, 
which created a movement and direction. 
The different sizes of the stones also 
enhanced the feeling of rhythm. The 
interruption when one gap becomes bigger, 
a place to go through, in-between two 
stones in a long row. Here again it is about 
the quality of the small shifts that make up 
the whole.

The objects which are a contrast to the 
drawings, whose main focus are to 
complement the objects I have made. The 
drawings focus on the meeting and the in-
between space, zooming in on a specific 
area, as I also did at the site. The in-between 
space creates a void, a gap. The drawings 
could either be looked at as if you were 
about to enter the in-between space, or if 
you had zoomed in from above, on a small 
path, also in-between.

As the drawings were made with the desire 
to explore the meeting in another scale, I 
chose to work with charcoal again as I did 
with the other site; the model. This time I 
wanted to create a little bit of distance, so 
you get another kind of view, close but not 
too close.

Material / Techniques
The first two drawings I made where made 
on thicker printing paper with the width of 
1000 mm, the paper height were cut into 
2000 mm. After making the two I felt I 
wanted to use another kind of paper, more 
suitable for making drawings in this case. I 
also chose to use charcoal powder instead 
of only using the charcoal stick as did with 
the first two. The powder made it easier to 
apply shadows, and not to get as much lines 
and textures when I draw the lines and then 
smooth it out. Another aspect were also the 
richness of all layers of the powder, and the 
depth it helped create.

Video
As I made a short clip with me handling the 
clay I wanted to make one when making the 
drawing as well, to also understand the time 
aspect when going back and forth, to go 
back and look at the video, to get a distance 
to the drawing. Through the camera, into the 
digital, speeding up the pace. Here I could 
see where to make improvements and 
changes which I applied each day. I the 
moment making the drawing you become a 
part of it, dealing with small shifts, you are 
lost in the space of the drawing, wanting to 
see the whole picture, I zoom out again and 
come back.

The quality of a drawing by 
hand and its visible layers, the 
traces of actions that are 
important. For me a kind of 
collage of time.

RUINS OF REPRESENTATION?

THE DRAWER
hidden, layers, enclosed, inner, intimate, 
secrets, hiding place, buried, memory, past,  
mystery, distant, protected

THE DESK open, ongoing, alive, close, changeable,  
materiality, touchable

WALK IN TO THE MAP, MY ARCHIVE:

ATLAS

As reading and writing has been very important 
through out my project, I have gained a lot when 
collecting references in this map. It has been a driving 
force for me to learn about others thoughts and 
reflections, which have helped me to put words on my 
own. I have also been able to see new relations and 
connections that I never would have done otherwise. 

The atlas is a tool that I will continue to use when 
working as an interior architect in the future. Where I 
can continue to use it as it is, or bring parts with me that 
I find the most important. 

4. ATLAS: A map, collecting my projects, references and thoughts - connecting them to each other to understand something more about my own interests 
and process in relation to my making. (SEE APPENDIX in the end of this document.)
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In the following section have described two other 
projects that I made during Master 1 & 2 and that 
I felt are connected to the moments of becoming; 
Peeling layers and The Fold.

Peel ing Layers
In the project Peeling Layers I worked with Slussen and 
dealt with the notion of time and memory and the 
different layers at the site. The layers of history that one 
may not see, as well as all the physical layers that are 
worn down. Decay is the reason why Slussen needs to 
transform in order to be saved from disappearance. 
Memories may fade away just as the fragments of 
peeling color I found also will, when the site is rebuilt. 
My project became a kind of monument, dealing with 
the remembrance of this moment over time, adding yet 
another layer.

”Collage is all about recycling, reinterpretation and reprocessing 
our collective past, present and future. Collages are kind of a relief, 
a frozen moment that draws you in for a closer look”.5

5. Cutting Edges - Contemporary Collage, 2011, James Gallager
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The Fold

In one of the latest projects where I was examining folds I made a movie that can 
be seen as kind of a spatial methaphor. A spatial moment in time which put me 
in a certain mood, as I became conscious of my  own body and feelings. 

As an exhibition I shared this moment with my external partner, textile artist Anna 
Nordström in my own apartment. Followed by a talk about this moment we 
experienced together. 

"You soon understand that it won't loose its original shape even though it is moving, here I am invited to 
experience when it folds and unfolds into these moments. One part which I enjoy and remember the most is 
when it turns and you understand that it also continous on the other side." 
          - Anna Nordström, Textile Artist

 
This moment was quite ambiguous and I realise that it was something about the 
moment I wanted to explore further; when my model was in motion I captured 
these moments with tools and methods such as photography, filming and 
drawing. This movie induced me think about how to transform a specific feeling 
into space. In this moment I also realised I wanted to explore this state where I still 
can be part of the imaginative a while longer, the state of transformation of one 
moment into a possible other space.

FOLDED MOMENTS -  TRACE  MEMORY MANIPULATE SPATIAL METAPHOR TIME

EXHIBITION:  My exhibition contained a movie (2 min) of a short moment. This moment is   
     shared with my external partner, followed by a talk (50 min). During the talk my  
     external partner and I looked at several samples I made that also relates to
     the movie and my process. We started to talk about what moments she 
     remembered the most, and also what traces the movie left behind. 

REFERENCES:

BOOKS   The Art of Manipulating a Fabric

   Memory on Cloth - Shibori Now

   Complete Pleats - pleating    
   techniques for fashion, architecture  
   and design
      
   Folding techinques for designers

   The Fold - Gilles Deleuze

   Collage City - Colin Rowe &    
   Fred Koetter

SHIBORI   Technique (Twist, Squeeze, Tighten)
   Japanese folding and dyeing
   technique that relates to memory
   of a material and the process.

POCHE    Pocket - Pouch - Cavity
   The french architectural term for   
   what is inside the walls between   
   spaces. Common in Baroque 
   architecture.

EXTERNAL PARTNER: Anna Nordström, Textile Artist

LEVELS - DEPTH - STEPS - INFINITY - CONTOUR - PERSPECTIVE  
LIGHT - TACTILITY - POCKET - CAVITY - LAYERS - MASS  

OPENING - CLOSURE - SURFACE - CONTRACTION  
EXPANSION - SOFT - EDGES - HIDDEN SPACES 

SHRINK  - CORNERS - DIRECTIONS - INFLECTIONS  
LIGHTNESS - IMPRINT - MARK - LOOSE - TIGHT - LINES 

ACT - MOMENT - RELATION  - FREEZE - MOVEMENT  BODY 
BREATHE - PRESENSE - CURVE - EXPLORATIVE - INSIDE

NOOK - INFLUENCE - SUDDEN - TRANSITION - TRACE - NICHE  
POCHE - DARK - HIGH - LOW - EXTENSION - TENSION  TUCKED 

ACTION - CEASE - SEPARATE - FORCE - MEMORY 
DISSOLVE - CONTINUATION - INTERSECTION - STRETCH   

PREVIOUS PROCESS:         FOLDING - The process of manipulating a material
I started my project with folding - the process of manipulating a material - which began with the aim of folding and making. 
I focused on folding with my hands as the only tools and then adding others depending on what the material requested. 
I ended up folding a lot; paper, metal and at last textile, which I felt gave the most to my process. The qualities I found, as well as 
the most transformable material of the three.

THE FOLD - DELEUZE

THE FOLD
THE INTERIOR
THE HIGH/LOW
THE UNFOLD

T I M E  M E M O R Y  T R A C E  M A T E R I A L  M A N I P U L A T E

BACKGROUND: 

In a past project I looked at textures at a specific site affected by time. I am still 
interested in the memory and the traces left behind and how we value these. 
I think that is why I also started to look closer at the word Monument in the 
beginning of this project. But I feel I had to change direction and pick up a 
technique 'folding' in order to start with making instead. 

I have 'folded' on and off during my bachelor. I am in one way sick and tired 
of these folding procedures where everything is measured geometries and 
somehow I no longer like the feel it enhances. Therefore I want to highlight 
the hand folded qualities I have found when not using other tools than my 
hands, or at least it is me controlling how the pleat is folded, with or without a 
tool depending on what the material requests or needs to stay in place. 
The pleat might not turn out with an exactness as if you measure and use a 
metal ruler as a tool, but I think the result gets more interesting to look at as 
well as the tactility it creates. As this project is partly about material techniques, 
I have had a hard time to figure out what I could do with it in the end. Then 
I had a thought of using the folding techniques and work with the memory 
and trace of the manipulation that I think is important rather than the actual 
folding. And this is a new step in my material exploration. 

TEXTILE THE MATERIAL:  PAPER METAL

       MATERIAL QUALITIES:    
       Japanese Paper - Sumi - 32g - Hand Made - Mulberry Paper
       VISIBLE FIBERS - GRAINY - SOFT - TWO SIDED - SMOOTH - ROUGH     
       STRIPED PATTERN - THIN - LIGHT WEIGHT - FLOWY  - WHITE - 
   
       Sketching paper -  30g
       RUSTING SOUND - CRISP - SMOOTH - THIN - SEMI TRANSPARENT - LIGHT WEIGHT -  
       WHITE

       Greaseproof paper -    
       GRAINY - CRACKLING & RUSTLING SOUND - MISTY - WHITE - LIGHT - SEMI TRANS 
       PARENT - CLODY - 
       Wallpaper - NOT DONE YET.  - Texture / Woven

       FOLDING & MANIPULATING TOOLS - 
       Pressure from hands and body / Knife / Sharp Edge / Scissor

In order to pleat a fabric I use my hands and body as tool in combination of heat and pressure to fixate the 
shape I want to create. The fabric can easily be crinkled with the right pressure and do not always need heat 
to stay in place. The first material tests I have made is with a piece of sheet. I have used a iron board, iron and 
starch to get the fabric a more stiffness. I also try a thicker sheet to see if it is different to fold or manipulate. I then 
try a Poplin fabric that is strong with a higher tread count than a thin sheet. The textile in relation to the paper 
looses its depth when I have ironed it flat. It is still flexible and flowy though, and it has an elasticity with the folding 
as it doesn't have on its own. I try the same pleats I have done in paper to compare both the materials and the 
folded qualities it embraces. How the material might shift qualities depending on how it is manipulated. As a stiff 
fabric that has no elasticity on its own, but when I fold it transforms into flexible instead.

To be able to pleat metal with only the hands and body I have chosen a metal net that is soft and bendable - 
with similar qualities that relates to both paper and textile. The metal is harder to control though, or a bit similar to 
the textile that really needs the pressure in order to be shaped or stay in place. The metal net needs to activate 
the whole body in order to be able to pleat it. At least if it is bigger than the size of your hands. First you need 
to bend it in the place you want it to fold and then add pressure for it actually to be folded. It makes me more 
aware of the folding process using a material that clearly needs to be forced and controlled in one sense. In 
relation to paper that is very easy to fold if it is thin - it doesn't make you really aware of the process in the same 
way as this material. It is not as time consuming as the textile that really needs to be taken care of, and manipu-
lated with more than your hands and body in order to stay in place.

REFERENCES:

BOOKS  - 
    The Art of Manipulating a Fabric
    Memory on Cloth - Shibori Now

    Complete Pleats - pleating techniques for  
    fashion, architecture  and design

    Folding techinques for designers
    The Fold - Gilles Deleuze

    Collage City - Colin Rowe and Fred Koetter

  

SHIBORI  - Technique (Twist, Squeeze, Tighten)    
    Japanese folding and dyeing 
    technique that relates to memory
    of a material and the process. 

POCHE   - Pocket - Pouch - Cavity 
    The french architectural term for what  
    is inside the walls between spaces.   
    Common in Baroque architecture.

POTENTIAL EXTERNAL PARTNER -  Sara Casten Carlberg, Swedish Shibori Society

         -  Anna Nordström, Textile Artist

THE FOLD:   MATERIAL & FOLDED QUALITES -

THE UNFOLD:    

 MATHILDA CLAHR - EXPLORATIONS 3 - SPATIAL DESIGN - MASTER 1-  KONSTFACK - 20160419

       MATERIAL QUALITIES: 
       SHEET 1: 52% Polyester 48% Cotton - Tread count 120 - White
       NO ELASTICITY - MATTE - THIN WOVEN - SEE THROUGH - SEMI TRANSPARENT   
 -        DRY - VISIBLE STRUCTURE - FLOWY - THREADS - 

       SHEET 2: 100% Cotton - Tread count 144 - White
       NO ELASTICITY - NOT DONE YET. 

       POPLIN: 35% Cotton 65% Polyester - Tread count 300+ - White
       NO ELASTICITY - SMOOTH - DENSE - STRONG - COVERING - NOT DONE YET. 

      

      
       FOLDING & MANIPULATING TOOLS - 
       Pressure from hands and body / Heat / Thread / Neddle / Starch / Scissor

       
       MATERIAL QUALITIES: 
       METAL NET 
        NET - THREADS - WOVEN - ELASTICITY - FLEXIBILITY - ADAPTIVE - REBOUND - 
       MOVEMENT - STRETCH - WHIPPY - BENDABLE - GLOSSY - REFLECTIVE - SHINE - 
       SEE THROUGH - ABSORB LIGHT - SILVER - THREADS - 
      
       METAL SHEET: 1 mm - NOT DONE YET. 

       BENDABLE - SOFT - SOLIDITY - 
       GLOSSY - REFLECTIVE - SHINE - MISTY

      

       
       FOLDING & MANIPULATING TOOLS: 
       Pressure from hands and body / Help from another body / Scissor 

W R I N K L E  F O L D  T U C K  C R E A S E  P L E A T  W R I N K L E  F O L D  T U C K 

MATERIAL & FOLDED QUALITES -
STIFF - HARD - BENDABLE - SEMI FLEXIBLE - LAYERS - LEVELS - NET - GRID - CONTRACT - SHRINK - BOW - 
CONTOUR - CLOSE - COMPACT - VOLUME 

MATERIAL & FOLDED QUALITES -
SHRINKING IN SIZE - ELASTICITY - FLOWY - SOFT - LIGHT WEIGHT, FLEXIBLE - LAYERS - EXPANDABLE - GRID
LEVELS - MOVEMENT 

       LEVELS - DEPTH - STEPS - INFINITY - PERSPECTIVE - LIGHT - TACTILITY - POUCH - LAYERS - OPENING - CLOSURE - INNER  
       CONTRACTION - EXPANSION - FLEXIBLE - STRECH - FLOWY - MOVEMENT  

MATERIAL & UNFOLDED QUALITES -
LIGHT - SHADOW - TACTILITY - FLOWY - SOFT - WRINKLES - TOP - WALLEY - TEXTURE - GRID - AFFECTED - MARK 
REMEMBERS SOME FOLDS BETTER THAN OTHERS - SIGN - IMPRINT - EVIDENCE OF PAST ACTION - PATH - MEMORY

Pantheon, Rome, Italy.

Sara Casten Carlberg, Shibori

LEVELS - DEPTH - STEPS - INFINITY - PERSPECTIVE - LIGHT - TACTILITY - POCKETS - LAYERS - MASS - OPENING - CLOSURE 
CONTRACTION - EXPANSION - INTERNAL -  MOVEMENT - RUSTLING SOUND - SHARP EDGES - CONTOUR - FRAMES 
HIGH - LOW - HIDDEN SPACES - CORNERS - DIRECTIONS 

MATERIAL & UNFOLDED QUALITES - 
WRINKLED - CONTRACTION - ELASTICITY - EXPANDING - REMEMBRANCE - FRAGMENT - MEMORY - IMPRINT - PATH 
POINTS - HIGH - LOW  

MATERIAL & UNFOLDED QUALITES - 
ÄNDRA TEXT - LEVELS - DEPTH - STEPS - INFINITY - PERSPECTIVE - LIGHT - TACTILITY - POCKETS - LAYERS - MASS 
IMPRINT 

I have pleated and folded different kinds of paper with different qualities. Papers as sketching paper, grease-
proof paper, different Japanese papers and also thicker paper with no transparency. I try different folds, I cut 
them, I crinkle the paper before I fold it. I pleat it big and I pleat it small. I use bigger formats of paper as well as 
smaller. What happens in the shift from folding small to big? It is something that the different materials I try have 
in common, they are harder to control and fold if they are in a larger format. The larger formats might need oth-
er tools than my hands and body in order to be folded. The qualites I find shift from both material and size of 
pleat. 

NEXT STEP:
CONTINUE WORKING ON MY OWN MATERIAL LIBRARY. 
ADD STAGES IN THE PROCESS OF MANIPULATING THE MATERIALS. - WHICH MATERIALS MIGHT NEED MORE?
CONTINUE WORKING WITH THE ONGOING LARGER FOLDINGS IN TEXTILE AND METAL. WHAT HAPPENS IN 
THE SHIFT FROM SMALL TO LARGE - WHAT TOOLS DO I NEED TO ADD TO THE SPECIFIC MATERIAL? 
MEET EXTERNAL PARTNER - DISCUSSION/TALK ABOUT THE TECHNIQUE IN RELATION TO MEMORY AND TRACES. 
TRY FOLDING A WALLPAPER - SEE WHAT HAPPENS - DESCRIBE THE PROCESS/QUALITIES.

SPATIAL QUALITES: SPATIAL QUALITES -
VOLUME - UP - DOWN - LEVELS - DEPTH - IMPRINT - DIRECTIONS - CAVITY - SEE THROUGH - LIGHT - TACTILITY - HEIGHT 
CONTOUR - SOFT EDGES - CORNERS  

PROCESS: 

SPATIAL QUALITES -
PATH - UP - DOWN - AFFECTED BY THE PAST SHAPE - EXPANDING - SOFT FOLDS - THE SPACE DISSOLVE - CORNERS 
DIRECTIONS -  CONTRACTION 

LEVELS - DEPTH - STEPS - INFINITY - PERSPECTIVE - LIGHT - TACTILITY - POCKETS - LAYERS - MASS - OPENING - CLOSURE 
CONTRACTION - EXPANSION - INNER - OPENING - SOFT EDGES - HIDDEN SPACES - SHRINKING - SUBTLE SOUND - 
CORNERS - DIRECTIONS - LIGHTNESS 

COMPACT - STIFF - LAYERS - TACTILITY - PYRAMIDH LIKE - CONRACTION - LIGHT - ENCLOSE - LEVELS - THICKNESS - 
IMPRINT - DEPTH - HIGH - LOW - SOFT EDGES - CORNERS - LABYRITH LIKE - DENSITY - POCKETS - CAVITY - MASS

SPATIAL QUALITES - SPATIAL QUALITES - SPATIAL QUALITES - 

tactility, light, dark, lines, curve, overlapping, layers sharp, soft, matte. square, tactility, light, dark, lines, layers, levels, pouch, depth, expandable.

different manipulating tests in japanese paper. 
different manipulating tests in japanese paper. tactility, light, shadow, cut, directions, lines, layers, steps. 

tests in japanese paper. - folds with similarites - expandable sqaure - layers. 

textile - pleats made by hand and with iron. textile - pleats made by hand and with iron as tool - in combination of a 
needle and thread to keep the larger pleats hold together. 

size of material: 1500x2600mm / Folds are approximately 30 mm wide. 

Studiolo, Palazzo Vecchio, Florence 

"THE UNFOLD:  Clearly this is not the contrary of the fold, not its effacement, but the 
continuation or the extension of its act. The condition of its manifestation. When the 
fold ceases being represented in order to become 'method', a process, an act,
 the unfold becomes the result of the act that is expressed exactly in this fashion."   
                   - The Fold, Gilles Deleuze, p. 40

The Fold, Gilles Deleuze

ABOUT MY PROJECT:  My interest in traces and memory made me look at my folds in a different way. 
         The stages made me more aware of the different transitions - The Fold, The 
        Unfold and what happens in-between. My folds transformed and I saw them   
        more as metaphors, my spatial metaphors. 
        To capture these moments I recorded several clips which I used to describe
        these acts. It is also where I could see the spatialities occur, in the expansion,   
        between two  moments. 

“With the aid of concepts and metaphors we can articulate very finely, we can identify feelings 
and thoughts, like melancholy and nostalgia, and connect them with a piece of music or a 
movie.” 6              - Bart Verschaffel 

6. Bart Verschaffel, Simply Good (What is Good Architecture?) 2013 - Oase Journal /(www.oasejournal.nl/en/Issues/90/SimplyGood#047)
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The Fold
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Background 1.2 -  Process of  becoming
I have been carving on a representation in plaster for a while, an 
interpretation of this image to the right. It alters and shifts from one 
state to another; traces of change appear and disappear over 
time. 

To take on the role of a sculptor forces me to act as a skilled 
craftsman; every stroke with my hand and its tool is present. 
The hand is thinking by making and seems to have a closer 
connection to the mind. I can feel every move with my hands 
and my body. 

The size of the object is a little bit bigger than both of my hands 
together; a size which is connected to me being able to hold 
it and control it with my own hands. I feel the surface with my 
hands, and they decide where to go next, the transition of where 
I need to carve, where the surface should either be smooth or 
sharp.

“The tool is an extension and specialisation of the hand that alters the hand’s 
natural powers and capacities. When an axe or a sheth knife is being 
used, the skilled user does not think of the hand and the tool as different 
and detached entities; the tool has grown to be a part of the hand, it has 
transformed into an entierly new species of organs, a tool-hand.” 7

        - Juhanni Pallasmaa

7. Juhanni Pallasmaa, The thinking Hand: Existential and Embodied Wisdom in Architecture; The working hand, p. 47-48
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Mater ial :  P laster
When I work with plaster I need to keep the plaster in the so called in-
between state of wet and dry. It is easier to carve when it has solidified 
and still is a bit wet. A scraping and squeaky sound appears when I put 
the tool against the surface, and suddenly this sound has become a 
sign that tells me it has become too dry. When I deal with smaller details 
of the object, I let it dry a bitmore, so I will not carve off too much material 
at once. When the material dries, the feel of the surface changes from 
being cold and smooth, to dry, with a powdery surface. This means that 
if I touch it, the material is transferred to my hands, and a white layer of 
dust appears.

Making /  Doing /  Wr i t ing
Making by hand has had a central role in my latest projects. They have 
mainly been about using my hands as tools or together with smaller 
hand tools, such as those used by a sculptor. The making is controlled by 
the hand intuitively. Thinking by making; imagining the becoming and 
taking care of every inch.

“The tool is an extension and specialisation of the hand that alters 
the hand’s natural powers and capacities. When an axe or a 
sheath knife is being used, the skilled user does not think of the 
hand and the tool as different and detached entities: the tool has 
grown to be part of the hand, it has transformed into an entirely 
new species of organs, a tool-hand.” 8

       - Juhani Pallasmaa 

Defining /  Wr i t ing
It is about transforming a material; when does it become something 
other than what it actually is? When does the shape become an 
object? When does the object become a representation of something 
else? When do I refer to it as a model or a drawing? I find these shifts 
interesting, as with defining and putting words on the things I do. It is 
an important tool for me to understand more about everything I do. 
Therefore writing has also had a central role, it helps me to think and
reflect about the making, to step out and create a kind of distance to 
what I do.

8. Juhani Pallasmaa, The Thinking Hand: Existential and Embodied Wisdom in Architecture: The Working hand
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“In addition to the tool the skilled practice of a craft involves imagination 
with the hand; every masterful exercise of craft projects determined
 intentionallyand an imagined vision of the completed task or object at hand.” 10
        

        - Juhani Pallasmaa

“The sculptor must strive continually to think of, and use form 
in its full spatial completeness. He gets the sold shape, as it where 
inside of his head - he thinks of it, whatever its size, of his hand.
He mentally visualises a complete form from all round itself, 
he knows while he looks at one side what the other side is like; 
he identifies himself with its centre of gravity, its mass, its weight, 
he realises its volume, and the space what the shape
displaces in the air.” 9
       - Henry Moore 

9. Henry Moore, The sculptor Speaks, 1966, p.62

10. The Thinking Hand - Existensial and Embodied Wisdom in Architecture, 2009, Juhani Pallasmaa
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Imaginary
When making representations of interior architecture we 
imagine its becoming. We can inhabit the space of a model 
or a drawing by using our own imagination. Without these 
dreams about the becoming we will not challenge ourselves 
and the field we are in. I would say it is also one of the more 
interesting parts, where we can inhabit an image, a kind of 
frozen moment in time, where everything yet is possible. I have 
been interested in the state or moment when something is not 
clear nor unclear. The unclear which has the ability to make 
myself wander away and imagine possible, other spaces. 
When it becomes too clear or graspable I kind of loose my 
interest. Something happens when I linger on this edge, when I 
allow myself to stay in the imaginative a while longer.

In a text Models and Other Spaces’in the Oase Journal 84 
the architect Milica Topalovic describes how we use the 
characteristic qualities of a model. She divides it in different 
category points such as Disbelief, Model, Walking In, Looking At, 
Reality, Imaginary and so forth.

“Imaginary
..For a possibility of a ‘passage’ from imaginary to the real, the structure 
that enables one to grasp imaginary objects from the standpoint of reality 
is sometimes called analogy. Meaning literally proportion, similarity, analogy 
or analogia is an object or icon that stands for something else. Through 
the processes of the imaginary, an object – an icon, a model, a work 
of art – ceases to be a thing- in-itself and begins to be imbued with the 
attributes of what which it represents – it moves beyond itself.” 11

      
        - Milica Topalovic

11. Milica Topalovic, Models & Other Spaces, Oase Journal 84, p.38  (http://topalovic.arch.ethz.ch/materials/oase-84-models/)
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Moment
For me a spatial moment has a lot to do 
with emotions. It could just be the moment 
of looking out the window as I did one 
day, to see the facade of the building 
on the opposite side breathe, as the 
light appears and disappears when the 
clouds pass by. That makes the building 
live its own life in a way, and that specific 
moment made myself more aware of my 
own breathing, made me slow down and 
feel a presence.
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SITES x 3
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MODEL CHURCHPARK
SOFIA CHURCH
SÖDERMALM

ELEKTRAPARKEN
VÄSTBERGA

REPRESENTATION, PLASTER MODEL
KONSTFACK

SITES x 3

Tools / Method
In my exploration I have combined analogue and 
digital making, such as photography, sculpting, writing, 
reflecting, filming and making drawings, models and 
diagrams. I have used these tools and methods to 
explore and compare three different sites. I began to ask 
myself if one of the sites will become more important and 
act as the main site in the end. The process leads the way 
and my aim was to create my own archive or collection 
of findings from these different sites.

Sites
One site being the plaster landscape, a 
representation, which I here begin to refer to as 
a model. Another site is an open landscape; 
Elektraparken’ in Västberga. The third site is the 
inside of a building, Sofia Church on Södermalm.
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SITE:MODEL
the landscape of a represention



17

MODEL
a representation, generally in miniature, to show the construction or appearance of something.

an image in clay, wax, or the like, to be reproduced in more durable material.

a representation, usually on a smaller scale, of a device, structure, etc 13

"Disbelief 
There are spaces whose main quality is that they don't appear to be real. 
Some of them seem to linger on the edge of reality: they may look too 
simple or too perfect or even too familiar. Or they look slightly imperfect, 
with some crucial details missing, almost disappearing before your eyes, 
like a faded image. Others seem to escape reality in the direction of a 
mental space: they are too particular, obsessive in the way that details and 
elements are arranged, caught in the grips of individual fantasy, taking on 
the features of the mind of their maker. And sometimes a space seems to 
be a pure departure into the unknown, away from the common laws and 
norms of reality: a new universe of forms and relations.”12

     
    - Milica Topalovic, Models and other spaces 

12. Milica Topalovic, Models and Other Spaces, Oase Journal 84, p.37 (http://topalovic.arch.ethz.ch/materials/oase-84-models/)

13. Model on Dictionary.com
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MODEL
PLASTER MODEL

One aspect of the qualities of a model is the imaginary. The 
fact that I can inhabit and occupy it in my own imagination, 
the spatial promise it can give. The model is a representation, a 
place that comes to act for another place. A kind of abstraction 
which can open your mind, a tool to understand something 
more about the becoming.

A model has a kind of distance and detachment to the body. 
When the material of a model becomes something other 
than what it is, the model has come into its own character in a 
way. A model has endless possibilities and provides space for 
the unexpected. Moments can become ungraspable, a kind 
of passage into the unknown. The model can serve you by 
becoming something wherein something else can take place. 
A model is closely connected to an image, as the image also
is an image of something. Using the image to point out and 
communicate things in the model, to distort the scale, and be 
able to alter reality through the image.

"The reality of a space is brought to question when its attributes contradict 
conventional experience; for example, when a space or a place seems 
to be doubled or multiplied, when a place thus comes to act for another 
place, and the reality of both the original and replica loses credibility. 
Doubt is also cast on the reality of a space when a time shift is involved, 
when a space seems to try to enact an event or a setting from the past or 
in the future.The space of a model always seems unreal, as it comprises 
precisely these kinds of time and space shifts; a model always points 
beyond its specific geographic and temporal coordinates to a different 
space and a different time. In the space of a model, here becomes here, 
and now becomes then."14   
        - Milica Topalovic

14. Milica Topalovic, Models and Other Spaces, Oase Journal 84, p.37 (http://topalovic.arch.ethz.ch/materials/oase-84-models/)
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I am used photography to 
come closer to the model,
I zoomed in as I would step in 
and occupy it. This model was 
acting for an image that
I interpreted.

This model is crafted and carved out with my hands as tools, 
sculpted in plaster. It was made as an interpretation of an 
image which in turn is a representation of a moment, folds 
in a textile. This object is undergoing change every time I 
carve in plaster and when the material gets its shape. In this 
moment it is altering and shifting from one state to another, 
part of an intuitive process of change, where I began to 
walk into an unknown place. The traces of change appear 
and disappear. Here it is me who took control over every 
move as a reaction to the previous. It is possible to continue 
to carve on the model and let it be part of a continuous 
transformation in time.

“In addition to the tool the skilled practice of a craft involves
imagination with the hand; every masterful exercise of craft
projects determined intentionally and an imagined vision of
the completed task or object at hand.”15

      - Juhani Pallasmaa

15. Juhanni Pallasmaa, The thinking Hand: Existential and Embodied Wisdom in Architecture
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SITE:PARK
the landscape of ’'elektraparken'’
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PARK
an area of land, usually in a largely natural state, for the enjoyment of the 
public, having facilities for rest and recreation, often owned, set apart, 

and managed by a city, state, or nation.a piece of 

open land in a town with public amenities 16

The landscape of a park is often set and located in-between 
It is part of an environment and a context; its surroundings are 
affecting the site. The park does not always have set boundaries. 
Even if it has some walking paths with different directions, you 
can walk freely, as you like. The park has several points of entry, 
sometimes with one main entrance. The paths are leading you 
to something specific or through the park. The park can have 
different functions and merge together into a whole.  It changes 
with seasons; colors, activities and its atmosphere shift. The 
landscape is part of nature and parts of it are constructed.

16. Park on Dictionary.com
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Taking a walk in the landscape of a park 
There are several ways to enter this park, it has one main path 
through the park, connected with smaller paths of entry. The 
park is a kind of passage leading you to different areas in the 
surroundings. It is hard to grasp where this open space starts and 
where it ends as well as what parts actually belong to it. During the 
early spring season the park is used as a passage, where people 
mainly walk their dogs and none of the activity areas are being 
used, besides the playground area. The park is constructed and 
divided into several parts, a small playground, an area for sports, 
and mostly an open landscape.

Traces of change
Located in-between residential buildings and an 
industrial area,with streets named as 'Cirkusvägen'’and 
'Dansbanevägen'’the park 'Elektra' hints of another time. 
These facts leave traces which make me want to know more 
about the past, than this moment. Its history is evident in the 
different layers of the site. The residential buildings from the 
1940s, which in a way can reflect on the names of the streets 
and the activities offered there once. I zoom in on several 
stones that are placed in a curved line with a bit of distance 
to each other. They capture my interest as they seem to hold 
another kind of history, having been part of the park for a 
long time. I come to think about when these stones got to 
the site? Do they have a function besides framing the area? 
What kind of history do they contain? I imagine they are ruins 
of the past. 

I leave the park with these thoughts and questions and with 
an urge to come closer, to understand the site better.
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Film / Analysis
As a way to show and capture important 
moments of the site I record my exploration in a 
short movie. I want others to explore this space with 
my eyes, as well as get an understanding of its 
atmosphere. This way I can bring together different 
methods in one. Using and merging drawing, 
sculpting in clay, text, photos and moving images 
together. A way to be able to describe it in different 
ways and show several layers of information in a
matter of a few minutes. 

Shaping and smoothing out the surface of the 
clay, I process the site by making. As the stones 
at the site affected me it was clear I had to make 
my own. The film as well as the objects in clay 
were about understanding and analysing the 
park. To go deeper into something that I normally 
would just pass through. Taking on this site has 
not only given it more value for me, it has become 
something where something else can take place.
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Shor t  F i lm -  Park
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Back and forth: Analysis
When working with the different sites, I come
back to them from time to time. As the process is
about going back and forth, I begin to question
myself if I have done that enough during this
time. Do I linger too much on the edge? Maybe
mostly waddling from side to side and at certain
times; taking very, very small steps. In this moment
I have stopped to think about and reflect on my
own process again.

When making mostly by hand I can embrace
the moments of making, the slowness, and not
to rush to a desired form. If I rush, I am not totally
involved with making. I need to commit to what I
do, to be in the drawing rather than focusing on
the other side, the result. I sometimes notice that I
do rush at certain times, then I have to stop and
reflect, and begin again.
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OBJECTS / DRAWING

The relationship between the drawings and 
objects I made is about describing the meeting. 
It is about a relationship and the distance in-
between two or several objects. As being able to 
explore them in another scale, about shifting the 
view, getting closer, as well as the understanding 
of the space.
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"So, decisions are made slowly, after thoughtful 
investigation, because they are a commitment 
that has consequence. It is better to be slow."17

   - Tod Williams Billie Tsien

CHARCOAL DRAWINGS

Both are representations of my analysys of 
the site, describing different parts I found 
interesting. They were made in different stages 
of my process, coming about at different times. 
The drawings are acting for the objects and 
are made to complement them. 

As I felt the scale of my hand and the objects 
limited me in seeing and communicating 
things, I needed to convert the scale and 
make the drawings larger, so that I could 
almost occupy the space of the drawing itself.
The drawings focus on the meeting and the in-
between space, zooming in on a specific area. 
The in-between space of the mass creates an 
opening, a curved gap and a void. 

17. Tod Williams Billie Tsien, On Slowness (http://www.twbta.com/3031 - 2017)
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Shor t  F i lm -  The Making of  the charcoal  drawing
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CHARCOAL DRAWINGS

In the moment making the 
drawing you become a part of it, 
dealing with small shifts, you are 
lost in the space of the drawing, 
wanting to see the whole picture, 
I zoom out again and come 
back to them several times.

Photographer: Erika Kindblad, 2017
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SITE :CHURCH
i n t e r i o r  o f  s o f i a  c h u r c h
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CHURCH 
SOFIA CHURCH
SÖDERMALM

INTERIOR:
being within; inside of anything; internal; inner; further toward a center:

of or relating to that which is within; inside: private or hidden; inner

the inside part of a building, considered as a whole from the point of 
view of artistic design or general effect, convenience, etc. 18

An interior of a building is real, 
inhabitable and possible to occupy. 
It has a material existence, it is defined
and constructed, set in time, within 
a context. It has connections to the 
outside and it has its functions. The
interior might hold several layers of 
information which can tell something 
about past actions. The inside is 
concrete, the materiality gives a feeling 
of permanence and stability. You can 
get a bodily experience of the inside 
when you inhabit and move around it. 
The interior gives you an understanding 
of how to use the space.

18. Interior on Dictionary.com
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PRESENT
2017
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Taking a walk in the interior of the Sofia Church
It was the exterior of the church that intrigued me to enter 
inside from the beginning. Walking in made me a bit nervous, 
a church is a setting I am not used to be in. It also felt like 
the church and the people occupying it knew that. I felt like 
an outsider, not being able to focus on what I was intended 
to look for, the traces of change. It was quiet, but I heard 
some voices from other spaces around its centre. This was 
my second time to enter inside, and something happened 
with the space as soon as the sound of the organ began to 
fill it. The sound was dramatic, it was as if the inside wanted 
to impress me, set me and the church in a certain mood. 
I decided to sit on one of the wooden benches in the 
centre, enhancing this moment. The sound had the ability 
to distance me from the actual space, I felt like I was part 
of a movie with a soundtrack. As it was a movie of my own 
departure into a possible, other space. As I entered it the 
distance from the real space made me more comfortable in 
the interior of the church.

Traces of  change
This church does not reveal its layers very clearly.
Before stepping inside I have expectations of what is to 
come and how I will feel inside. When I come inside parts 
of me are disappointed in the appearance of the interior. 
I could somehow tell that something was missing, but not 
exactly what. The inside was light; like a blank sheet. A 
kind of opposite to the exterior with its richness of textures. I 
had expected and imagined to see something else. The 
inside felt too clean, like someone wiped off its layers; a 
kind of base for something to come.

What about decoration?

DECORATION/DECORATE

- an addition that renders something more attractive or ornate; adornment

- the act, process, or art of decorating

- to furnish or adorn with something ornamental or becoming; embellish:

- to make more attractive by adding ornament, colour, etc19

19. Decoration and Decorate on Dictionary.com
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PRESENT
2017

RE-DRAWN PLAN DRAWING
SOFIA CHURCH
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 PAST/BEGINNING
1906

Standing in the centre, in the core, the first thing
I notice is its ceiling and the play of light and shadow 
between the arches. I imagine it being filled with 
decoration, with an artists mind and thoughts of 
the beginning of the nineteenth century. I see small 
circles, meetings between every arch, which are 
outlines that are kept. It is interesting to think about 
these aspects of change. When I began searching 
more thoroughly for traces of the past I found that its 
inner parts actually has been changed, at a certain 
time in history (1940's), based on aesthetic reasons. 
The inside is part of another era, an era when the 
decoration was thought of as inappropriate, a 
moment when its layers have been wiped off. The 
traces of the beginning is gone, lost in another time.

Images from the interior of the church, Year:1906, Stockholmskällan, Stockholms Stadsmuseum, 
Photographer: Unknown. Object ID: Fotonummer C 1981
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SCULPTING -  CLAY

When I began to take on this site in the 
sculpture studio, I made my own circle, 
as being the core and the centre of the 
church. As I made it, I wanted to distort it as 
a response to the controlled, the order, and 
the symmetry, which is part of the church's 
inner logic. Where I connect the core with 
its arches and enhance the play of light 
and shadows, as being one of the spatial 
qualities within the church. Its continous 
transition of wall becoming a ceiling, and 
vice versa. 

The inner logic is also about its core and the 
centre; the repetition, arches and scale; 
about its meetings. It is also about what 
is missing, that is the decoration, and the 
traces of change that are evident. Layers 
that are kept, and those that are wiped 
off. When I began to take on this site in the 
sculpture studio, I made my own circle, a 
core. It took me about two hours. It was 
kind of meditative to just make that and 
let it take the time it needed to become 
controlled by the hand, and transformed 
from being a raw material, clay.

With inner logic I mean its eccence and concept.
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The next step was to twist it, as a response to my 
feelings being inside the church, the anger and 
irritation of the parts that have been lost in the 
church, this shape in clay represent that moment. 
It was interesting to do this in several steps as a 
response to the site. A way for me to represent and 
understand its inner logic. The third step was to go 
back to the circle and its core once again. To make 
several versions of a circle with different amounts of 
information. Adding lines, arches and distorting
the shape. When does it cease being a circle and 
become something else? Is it about making a kind 
of hybrid of my first response to the space and its 
core, the circle? I make several versions, where the 
circle is more or less evident in each.

“Even the hand has its dreams and assumptions. It helps us to 
understand the innermost essence of matter. That is why it also 
helps us to imagine forms of matter.” 20

         - Gaston Bachelard 

20. Gaston Bachelard, Water and Dreams, An Essay On the Imagination of Matter, p. 107.
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SCULPTING -  CLAY
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Material: The Making, The Doing
The clay is sticky from its beginning, it transfers to 
the hand as soon as I touch it. When the clay 
and the hand meet, the clay dries. It changes 
and the feel of the material shifts. If the clay 
becomes too dry from working with it in my hands 
I add some water. The clay then automatically 
gets loose, almost melting in my hands if I
add too much. Adding water makes the material 
shine, and when it dries it becomes matte. The 
color of the clay is beige and transforms to light 
grey when it dries. Until the end when it is at its 
driest stage, it becomes almost white; at that point 
it changes from very smooth and cold to totally 
matte with a powdery surface. Then the material 
once again transfers to the hand and a powdery 
dust appears when the clay and hands meet.

Reflecting: The Defining
How do I define the clay, and in what stages? 
When does it become something else than its 
material? When do I begin to define the clay 
as a shape or an object? Do they even mean 
the same thing? As soon as the clay gets 
imbued with qualities other than its material, it 
has become a shape. When my hands stop 
defining its shape or character I leave it to dry. 
In this stage it has become and being defined 
as an object. Here I begin to think about the 
difference of an object and a model. Is the 
object only standing for itself? As the model is a 
representation, acting for something to come.
The objects I make is not suppose to stand 
alone, they act together. 

“Natural materials - stone, brick and wood - allow our 
vision to penetrate their surface and enables us to become 
convinced of the veracity of matter. Natural materials express 
their age and history, as well as the story of their origins and 
their history of human use. All matter exists in the continuum
of time; the patina of wear add the enriching experience of 
time to the materials of construction.”21

       - Peter Zumthor 

21. Peter Zumthor - Thinking Architecture, 2010
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PROCESS: 
ADDITION - CHURCH

I have been working on an addition during the exhibition. An addition 
which is adding another layer to the church, in relation to what is lost.

I began making several collages, where I applied new layers to its 
walls and ceiling. I Added new shadows in the form of thin lines closely 
together. Behind the thin lines I added another layer of diffuse shadows 
to give the surface more of a depth. I also tried different scales of the 
lines and its shadows. My aim with the addition was to give the inside a 
feeling of being alive, as its walls and ceiling are gradually, expanding 
and contracting - but this being a frozen moment, as the inside is 
holding its breath, waiting for something to come. 

I imagine the lines either being painted on top of the surface, or 
engraved, they could possibly be both. The addition I began to 
make became part of a new phase in the process dealing with the 
decoration. In the making I found that it was about the small gestures 
and its shifts which could change the experience of the space. A 
subtle addition to the church's history and its becoming.
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PROCESS: 
ADDITION - CHURCH
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EXHIBITION 1.1
The office / The archive of my findings
My aim from the beginning was to exhibit my work as the 
archive of my findings, where it was possible to enter the 
process of becoming.

I later was assigned my own space within a seminar room at 
Konstfack. A space with three openings, two of them being 
windows, with the possibility to get a hint of the space from 
the outside, working as an invitation to enter into the space.

I began the phase of planning the exhibition by thinking 
about what happens when you place architectural 
documents into a context of an exhibition, which I find very 
interesting. A phase of the process in which I needed to be 
aware of the becoming and how it could shift from being 
'alive' in an working environment and then becoming 
something else when it enters the context of 'the museum'. 
How do I go about that? 

This part of the process which became the most clear, as I 
went all the way in the execution of creating this archive of 
my findings. Where I dealt with the critical moment when the 
models and the drawings either could transform into only 
being seen as 'art objects' or being seen as representations 
of interior architecture. How do I communicate thatin this 
exhibition? These things made me think about what role 
my project would take on and what it could become in 
the setting of the exhibition. Therefore I wanted to embrace 
the feeling of entering my world, as a possible architectural 
office and its archive, where the importance of my work is to 
be seen as 'alive', as on-going.

When I was done planning and sketching in a digital 
three-dimensional programme, I could finally begin 

ARCHIVE

archives, a place where public records or other historical documents are kept

to place or store

a collection of records22

22. Archive on Dictionary.com

When I was done 
planning and 
sketching in a digital 
three-dimensional 
program, I could finally 
begin working with the 
space, as I felt that the 
testing of my ideas in 
the space were equally 
important as the actual 
planning. 
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EXHIBIT ION  1.2
I feel that it is a kind of border and distance between 'the office' 

and 'the museum'. Were I and the other visitors could hold and 

perceive the work in another way if it were placed in the context of 

an architectural office, than in the space of an exhibition. Where 

the work could become very precious and would certainly change 

how you look at the work itself when it shifts. 'The office' as a place 

where you actually could hold the work with your hands, looking at it 

closely, as it is not fixed nor polished. Within 'the office' the work is not 

usally protected nor placed within a frame or put on a pedestal.

My exhibition and its setting dealt with the notion of the archive and 

my processes. My aim was to stage it in the setting of my office and 

its archive. Where all of my processes were to be visible and possible 

to explore. Within this setting I had to skip the notion of the podium, 

synonymous with exhibitions. I brought in things with the significance 

of the 'the office' instead, as the drawer and the desk. Other aspects 

I needed to be aware of was the atmosphere of the space, its colors, 

materials and light settings that I felt would have a great impact and 

importance in communicating both my idea and my work.

23. Models, The Idea, the Representation and the Visionary, Miniature Temptations, Oase Journal 84, p.126

“When in the architect’s office, the model is still ‘alive’ as it has potential 
to be changed, to be modified. At that point the model is also part of a 
work environment: plans have the stains of wine glasses, coffee cups 
or dropped cigarette ashes. When the model enters the museum, it is 
protected, preserved and archived as it is at that very moment.” 23
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EXHIBIT ION 1.3

I knew that I did not want the space to feel fixed nor static. 

Therefore it was important for me to think through and come up 

with different solutions which had the feeling of being on-going 

and flexible. Where I had the ability to move things around such 

as the drawers on wheels, and the foldable desk.

The Drawers

The drawers are acting for my processes, which hold the atlas 

in different scales, where I zoom in on important parts. Suddenly 

the work within the drawers are out in the open, they are no 

longer kept hidden. They are to be opened and closed, where 

you could go back to the past, as well as adding new layers. 

Some drawers are empty, waiting for something to come.

The Desk

The desk were part of the on-going process. Where I sat down 

and worked on the addition of the church during the exhibition. 

MDF -Boards

I drilled two holes in the upper corners of the MDF-boards that 

were hung in the centre of one of the walls. The format of the 

boards were made in A2 (420x596mm) to fit the width of the 

desk. I made 21 boards placed with a distance of 80 mm to 

each other. They were also possible to move and rearrange 

as they only were hung on the nails. In this stage it became 

important to work with all the small details, even the nails were 

carefully selected, with a shiny convex curved head in silver.



45

EXHIB I T ION 1.4

Drawings /  Magnets 

I had the idea of using magnets for mounting the large drawings on the 

wall. Something I had not tried before, which was one of the more critical 

moments building up the exhibition. Luckily it became a successful choice 

of mine, as it worked really well in this context. I used larger metal bricks 

together with strong adhesive tape for the magnets to be fixed to the wall, 

where the drawings could fit and be placed in-between, amongst them.

Color/Mater ia l

The wooden drawers and its brown, warm tone became my most 

important source regarding the choice of materials and colors. The 

additions I made material wise were to work with untreated MDF-boards. 

Where the brown tone became 'the red thread' in the space, which I 

figured could give the space a kind of calmness, as the space itself were 

about to hold a lot of information. The clay-objects were placed on top 

of the drawers, where I also put two MDF-boards holding the drawers 

together, working as a backdrop for the objects as well as it was keeping it 

unified in a way. 

L ight -set t ings

As the space had windows in the ceiling it was very bright, like a gallery, 

something I did not connect with my theme, 'the archive'. My aim were to 

enhance a more mysterious, dim feeling in the space so I covered parts 

of the windows, to control the light. I tested different light settings adding a 

few spots in the light rail, were I decided to go with a colder temperature as 

I felt the warm light did not give justice to the objects the same way. 

I also had to find the right angle of the light so that it would not dazzle the 

visitors when entering the space. I used two other spots facing the wall with 

the boards, those luminaries had a warmer temperature, to enhance the 

colors and keep the warm feeling in the space.

P ro jec t ion

I had made a few shorter film clips that I wanted to share as they were several 

important parts my own work and analysis. The projection which also gave the 

space another dimension, as I felt it was very empty without it. The projection 

worked as a moving layer within the space, enhancing the feeling of on-going 

processes and flexibility.

REFLECT ION /  EXHIB I T ION 

The exhibition was not only a tool for me to communicate my process and 

my work, but also an opportunity to set up a finished space - a space that 

reflected the becoming but was also a finished existing space. Where the 

processes are not fixed nor protected. 

How was  i t  rece i ved by  the  v i s i to rs?

As I sat in the space working from time to time  and I had the opportunity of 

talking with and observing the visitors. Other times I just walked past outside 

to get glimpses of the visitors in the space. Sometimes I felt that working in the 

space made some of the visitors a bit uncomfortable, that they did not dare 

to interact with the space when I was inside the same way. Some visitors really 

enjoyed coming into the space several times and told me it felt very peaceful 

and calm, that it had something to do with its atmosphere, where the space 

was working as a contrast to what was going on outside I assume. 

Another part I found interesting were when some of the visitors felt the need to 

touch and feel the objects, I think the objects were inviting in that sense, which 

was good as my intention was that they were not to be seen as 'art objects'.  

I also had a few people coming up to me personally to tell me that they 

enjoyed my space, which I appreciated a lot. Meaning that I showed an 

understanding of the space as well as the capacity of working as an interior 

architect.
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Profession - The Becoming and the relevance for the field

With my project I have created and become more aware of the tools and 

methods that I use. As well as the importance of being able to alter between 

them. Even though I know that I mostly will work with digital tools in the future, 

the work of the hand has had a central role in several of my projects, and 

probably will continue to be important when working as an interior architect.

Too l s  and methods

I have focused on working with my hands as the main tools, an expression I 

value highly as the work of an interior architect has become more and more 

digitalised. The quality of the hand and its ability to deal with details, where 

several layers and its traced are visible, which brings life and a certain delicacy 

and sensitivity to the work itself.

A profession where the feel of materials and its details are as important as 

the whole design. Where I am critiquing that the efficiency in this field and 

work environment has become and could lead to that we also loose certain 

qualities and its layers. In a time period when the traces of the hand and its 

actions does not seem as important any longer. In a phase where we need to 

be aware of the becoming, to show that our knowledge is within the details as 

being able to understand the whole space and its spatial qualities, where I feel 

they are equally important.

I will certainly bring some methods with me such as; the work of the hand, 

which I can use and apply in different ways when working as an interior 

architect. As it is about being aware of things, I will always have these thoughts 

in mind. Where I also can combine analogue and digital tools such as; 

photography, sculpting, making drawings, filming, reflecting and writing, where 

it also is about the importance of altering between them. 

As I have began to shape my own world, I have created my own framework for 

what I find interesting and important. Something I will enjoy continue working 

on for years to come.
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ATLAS / 
MATHILDA 
CLAHR

SPATIAL DESIGN / MASTER 1-2, 2015-2017

EXPLORATIONS 1

Course Description, INTERIOR MATERIAL FICTIONS: ”Interior Material 
Fictions will engage in the production of interior architectural fictions. 
The exploration will explore different connections between translations 
and fictions, modes and technologies for their fabrication and their 
relationships to history, interior architecture history, time, to the present 
and future projections.” - Ulrika Karlsson - Course Description / Interior 
Material Fictions.

EXPLORATIONS 2

ORIENTATIONS

REFERENCES

FRAN TONKISS

Space, the City and Social Theory

Chapter 2 / Spaces of Difference and 
Division

SEPARATE / CONNECT

How do we see the world?

George Simmel Bridge & Door

Gender, Space, Architecture - Jane Rendell

REFLECTION:…If we now zoom out again 
you will be able to draw connections to other 
issues in our society as well as gender 
questions that to me are very important to 
raise. Men vs. Women. This have been a 
problematic question through history in a very 
long time. If you start to read about texts by 
Virginia Wolf and Simone de Beauvoir and 
then you might think almost nothing has 
happened, or that it goes very, very slow at 
least. That you now think about the same 
questions. You read about architects that 
have experienced a very clear line between 
men and women in our profession. You realize 
that it is almost only men that are on the top. 
And you read examples of female architects 
that want to erase any sign of their work. Is 
that because of their ambition for equality or 
is it a statement because women’s work 
didn't get mentioned before? Today it might 
be better, but the stereotype roles is definitely 
still here, and not only in the profession, it 
affects us on so many levels. We can't 
depend on that things change without 
questions to be raised or discussed. We can 
start here and now and continue as Interior 
Architects, to get people more aware of their 
roles in our society as we create spaces to 
inhabit. I am still sure that I want to make a 
change, for the better. That is also why I 
decided to continue study at this level, to 
improve my skills as my own thoughts and 
tools.

ATLAS OF NOVEL TECTONICS

”Let us go back to the map and the 
territory and ask: ”what is it in the territory 
that gets into the map?” We know the 
territory does not get onto the map. That 
is the central point about which we here 
all agree. Now, if the territory were 
uniform, nothing would get onto the map 
except its boundaries, which are the 
points at which it ceases to be uniform 
against some larger matrix. What gets 
onto the map, in fact, is difference, be it a 
difference of altitude, a difference of 
vegetation, a difference in population, 
structure, difference of surface, or 
whatever. Differences are the things that 
get onto the map…..A difference, then, is 
an abstract matter”. - Gregory Bateson, 
Steps to an Ecology of Mind (Atlas of 
Novel Tectonics, p. 217)

”You can’t have similarity without 
difference, and you can’t have difference 
without similarity.” - Claude Lévi-Strauss 
(Atlas of Novel Tectonics, p. 44)

”The Map of the City of New York of 1811 by 
the Commissioners superimposed a grid onto 
the Island of Manhattan. The drawing neither 
accounted for irregular edges of its shape nor 
the topography of the island. It rendered the 
lines of former streets, houses, and fields as 
dashed. Ordering the orthogonal grid of 
blocks independently of geography, history, 
and memory, the Commissioners defined an 
autonomous urban form.” - Andrew Atwood & 
Anna Neimark, (Abstract Returns.. 2013 http://
www.firstoff.net/projects/grid/)

RE-ORIENTATIONS

RE-ORITENTATIONS -              
REFLECTIVE TEXT  /  LINES / 
SEPARATE & CONNECT  I have 
long been fascinated by lines. What 
constitutes a line, and what forms  
it. Lines that delimit, lines that are 
drawn. The angles and shapes they 
create. Lines are drawn, lines are 
erased. We move and relate to 
them.

I wrote this statement as a part of 
my bachelor degree project last 
spring. I am still very much 
interested in this topic, and I think 
about it more each and every day. I 
read texts differently because of 
that. It have made me more aware 
of what lines mean in different 
contexts. In the beginning I was 
more interested in the graphical 
part, which lines also are about. 
During almost a year I have 
gathered informations and texts 
about lines, and because of that I 
have expanded my thoughts and 
interests.

In this recent project Explorations 
2 / Interior and Cities we together 
(Emma Brålander, Petra Kågerman 
and Lisa Westergren) found new 
tools to investigate how we behave 
in space in relation to what lines 
actually stand for. We used warning 
tape in different settings in the city, 
to see how we and others behave 
around it. A tape that draws the line 
between things literally, marking 
something as a warning, a very 
loaded symbol of power. It is 
interesting how we human beings 
always want to separate and 
connect the world we live in. In the 
smallest things to the biggest. We 
want to distinguish ourselves, place 
things in different categories.

Why is that? Why do we need to 
draw lines this way? Do we 
understand the world better? Do we 
understand ourselves better? Or is 
it just something that we have done 
during history? And has it gone too 
far? These are questions I ask 
myself and want to raise and also 
discuss with others.

As an inspiration before we headed 
out in the city we read a couple of 
pages in chapter 2, ʼSpace of 
Difference and Divisionʼ that I found 
in the book ʼSpace the City and 
Social Theoryʼ by Fran Tonkiss. We 
then found interesting topics 
regarding questions about 
boundaries and lines of social 
division for our own investigations 
with the warning tape.

We wrote down some quotes we 
found interesting in the chapter 
ʼSpace of Difference and Divisionʼ 
by George Simmel a philosopher 
and sociologist that lived in the 
beginning of the last century that 
Fran Tonkiss, the author of the 
book is writing about in the 
beginning.

Simmel argues like this; *”The 
human being is the connecting 
creature who must always separate 
and cannot connect without 
separating.” 1

”People make sense of their world 
by connecting and separating 
things, by drawing distinctions and 
ordering relations, and these 
processes leave their mark in 
space.” 2

”How are boundaries made in 
space? Divisions of space are not 
simply physical facts but social 
products.” 3*

The chapter is partly about how we 
human beings always want to draw 
the line between things. To 
separate and connect, to make 
sense of our world. We want our 
world to be ordered. We learn that 
it is good to organize, to have 
boundaries, and rules of how to live 
our lives. We have different settings 
in different contexts. We 
experience our world differently 
depending on who we are, and 
where we live. People want to draw 
connections between each other to 
be able to see similarities and 
differences. That is what it is all 
about. We see relationships, 
connections between us, put 
ourselves in constellations and 
groups to belong somewhere. Is 
this just something we have learned 
to do? Because we are expected to 
do so?

Our society have now drawn new 
and very clear lines that want to 
keep out, the lines have 
transformed to a kind of warning 
tape instead of just distinguishing 
land. The lines that were somehow 
invisible is now more visible than 
ever. And you will get questions on 
why you want to cross a specific 
line, for example the boarder over 
to Denmark. This is a very big 
question, that has to be raised. The 
lines have turned very loaded, and I 
am not sure If I like lines the way I 
used to, at least the meaning have 
changed and expanded for me.

REFLECT AND POSITIONING

STATEMENT

The Emergence of the Interior / Charles 
Rice

Symposium

Interiors and Histories

Walter Benjamin

Text Seminar

Tatjana Schneider

Text Seminar 20160225 Footprint: Beyond Discourse: Notes on 
Spatial Agency

”The difference between this spatial 
production and that of the building as 
agency is that space is necessarily 
temporal. Whereas the building as matter 
is often cast as static - there better 
refined through taste and technique - 
social space is dynamic and its 
production is a continuous process.” Agency

muf

”‘a collaborative practice of art and 
architecture committed to public realm 
projects’.”

Obedinenie sovremennykh arkhitektorov 
(OSA)

Santiago Cirugeda

”In this, his work is about the possibility 
for action, for appropriation, occupation 
and use, powered by the imagination of 
the respective initiator. At the same time, 
Cirugeda questions the notion that the 
architect is the author, and thereby the 
solely recognised designer.”

”He aims to provide people with tools to 
act in their own city in order to cause a 
reaction against current institutional 
regulations, and to demonstrate that 
institutions cannot limit the complex 
human realm.”

The New Architecture Movement

”OSA, NAM, Cirugeda and muf show us 
how architects can transform themselves 
into something other than being the 
deliverers of buildings on the back of so-
called expert knowledge. In all these 
cases, the architects exceed the 
reductive sense of agency as mere 
exchange of service, and enter into a 
more open-ended and expansive sense 
of the word. ”

Tatjana Schneider and Jeremy Till

”A better definition in relation to spatial 
agency is that the agent is one who 
effects change through the 
empowerment of others. Empowerment 
here stands for allowing others to ‘take 
control’ over their environment, for 
something that is participative without 
being opportunistic, for something that is 
pro-active instead of re-active.”

Research Week

READINGS/TEXT STUDIES

DISCUSSION / REFLECTION

Course Description, INTERIOR & CITIES: ”In the second part 
you will study theoretical texts exploring a broad array of 
themes related to the urban interior and engage with a 
critical and reflective writing about your project. The 
compulsory course literature will help you to develop a 
deeper theoretical understanding of concepts related to 
your field of enquiry. These text studies, accompanied with 
brief summaries and discussions, will enable you to 
disseminate and contextualize your artistic practice.” 
Rochus Urban Hinkel (Course Description)

REFLECTION / WHAT IS MY 
METOD?

Key words: TIME, COLLAGE, 
TEXTURES, MEMORY & 
TRANSFORMATION.

When I look back at my 
previous projects I have 
understood that I like to work 
without a clear goal, it is part 
of my method. I am interested 
in the process, to be able to 
find my way during time.

I have had the collage 
technique with me for a while, 
but it hasn't been that clear 
for me until recently. It has 
been part of my method in 
some previous projects, and it 
got more clear last year in the 
spatial design course when I 
worked with distortion. It was 
my way to find space and my 
way to transform space, 
cutting out and assembling.

I have been interested in 
textures, fragments. Which I 
also tend to go back to again 
and again. And have tried to 
implement in more parts of 
my work. I remember from the 
first year during the first 
spatial design course when I 
zoomed into a bracelet of 
mine, that had scratches and 
a had a very worn surface. I 
think it was then I realized my 
interest in textures. As I 
before have worked with 
textile prints and patterns, 
which I think it might have a 
connection to somehow.

I like to take things into 
pieces, I think it is my way of 
understanding something 
more. It is also a connection 
to why I think I like collages. 
To dissect, deconstruct and 
bring together, fragments and 
parts of the past and the 
present, dissecting time.

Time is very present in almost 
all my work, it is also part of 
my process. If I don’t work 
with it literally it is always 
present.

I like to collect words, quotes 
that can help me tell my story, 
and also for me to understand 
something more. I work with 
writing texts, it is my way of 
knowing what I am doing, and 
in that way see new 
connections.

”There’s only a certain amount of control 
that you can have over a situation. I’m 
interested in working in that area in which 
the mind can no longer hold on to things. 
The point at which all ideas fall apart.” 
Fred Sandback, 1975

What am I interested in?

TIME
Time is present in all my work. I am 
interested in time and how time 
affects things.

TEXTURES
I am interested in textures overall, 
but very often drawn to textures 
affected by time. Textures that has 
a kind of fragility, like a withering 
surface or a crinkled surface of any 
kind.

LINES
I have long been fascinated by 
lines. What constitutes a line, and 
what forms  it. Lines that delimit, 
lines that are drawn. The angles 
and shapes they create. Lines are 
drawn, lines are erased. We move 
and relate to them.

The line is created through 
movement, a connection from one 
point to another.
The line separates and connects, it 
affects our behavior, as we in this 
world move and relate to them.

COLLAGE
I collect, I take apart, dissect and 
deconstruct.

SPATIAL ART
Sculptures, installations that 
creates or affects a spatiality. Art 
that you experience with the whole 
body.

CONTRASTS, MATERIALITIES , 
LIGHT/DARKNESS, SHAPES, 
MEMORY .

20160129  / Since I started at Konstfack in 
2012 I have been trying to find my way, and I 
think my process and methods have 
improved and got more clear to myself. I can 
now see more clear, continue thinking too 
much, reading and writing too much. It has 
made me more aware of my own interests. At 
the moment my aim is to learn more, which 
will never end. But I think I could find more 
key figures in architecture to rely on. Who 
are they? I want to be inspired by thoughts 
and actions, and I want to know why I am 
thinking this way. At the moment I have no 
inspiration or aim to go and work at a 
ordinary architecture office, it might change, 
but it is what I feel at the moment. I want to 
close in myself in a small space and read, 
see and find new things, and not get out 
before I know more. Things I think I need 
before I do anything else. But where is the 
time? And why do I think about what I 
suppose to do? I am struggling with what I 
should focus on. I have found other 
practices that work in ways I could see 
myself. I got introduced to a lot of inspiring 
literature and people this past semester, and 
I know it is so much more out there. I just 
want to stop time and find everything.

”If architecture is war, writing was - if far 
from piece - a kind of DMZ, a place to 
repair to, of find quiet, to think.” - 
Lebbeus Woods

2. PART 1 SAFETY VESTS /  We choose to 
make our investigation i a shopping mall 
and took Farsta Centrum as our site for a 
survey. Farsta Centrum is an old ABC 
Society which means working, living, 
center space in the same place. The 
people that were visiting the mall was 
mostly people on maternity leave, people 
eating lunch, school kids, and elderly 
people. Farsta centrum contains 150 stores 
and restaurants. We didn't want a specific 
goal but gave ourselves time to feel in the 
site and places in the mall before we 
actually gave ourselves a task one by one. 
Our tasks had different grades of 
interference with others and with the site. 
We choose to all wear yellow florissant 
vests to bring focus to us and what 
happens in the situations. The vest 
challenge us to be in the center and take 
up space. It was an efficient way to 
distinguish ourselves by a garment, only a 
color and piece of fabric. The vests as a 
symbol says something about special 
privileges, and the vests in that 
environment made us mostly be taken for 
some sort of information staff. A lot of 
people asked us about direction and where 
different stores were located. We also used 
the stages and props that belongs to the 
galleria and where special sets and almost 
stages for Christmas.

PART 1 SAFETY VESTS / We chose to use 
the reflective safety vests to highlight 
ourself in the spaces we visited. To make 
us visible, and to use the underlaying 
power that the safety vests somehow has 
in different contexts, and the power of 
being safe from people questioning our 
role in that specific space.

Some moments in Farsta Centrum we were 
taken as people working there as we got a 
lot of questions by people trying to find 
stores or places in the mall. In that space, 
in that context we were assumed to work 
there. And we also became more visible for 
people to notice what we actually were 
doing at the time. To see peoples reactions 
on the different tasks we gave ourself
during that day.

REFLECTION: With small things change a context, 
like with the symbolic value of the safety vests. 
What the safety vest actually stands for, that you 
might be thought of as a person with special 
privileges if you wear one. What are you actually 
allowed to do and does it separate you from the 
rest? As I think this is a symbol of power, it 
creates both some kind of an invisible and visible 
line that separates and connects you to things and 
people in that environment.

"The medium, or process, of our time - 
electric technology - is reshaping and 
restructuring patterns of social 
interdependence and every aspect of our 
personal life. It is forcing us to reconsider 
and re-evaluate practically every thought, 
every action and every institution formerly 
taken for granted. Everything is changing 
- you, your family, your neighborhood, 
your education, your job, your 
government, your relation to 'the 
others’.” (Marshall McLuhan, 1967, via: 
Adventures of the black square, p.126)

     1. MAPPING

WORKSHOP with Design

Mapping on a wall

NEIGBORHOOD

Hägersten
Fittja Notebook

Take notes on everything!

Course Description, 1. MAPPING: ”During the introductory workshop, which 
will involve an artist and an urban anthropologist, you will learn how to use 
anthropological methods of observing, documenting and interviewing. You 
will also collect material, thoughts, and discoveries and use them to create 
a map of the found in order to develop an idea about the social and cultural 
fabric of the city.” Rochus Urban Hinkel (Course Description)

Guest teachers: Neeltje ten Westenend 
and Leeke Reinders from The Netherlands.

2 day workshop
Reference: Sophie Calle

INTERIORS AND CITIES
”In this course you will broaden 
your understanding of interiors 
by exploring the concept of 
urban interiors within cities.In the 
first part you will use a series of 
artistic methods, like drifting, 
derivé and notations, actions, 
insertions and installations to 
explore and engage with urban 
interiors.” Rochus Urban Hinkel 
(Course Description)

GROUP WORK BY: LISA WESTERGREN, 
EMMA BRÅLANDER, PETRA KÅGERMAN, 
MATHILDA CLAHR

Part of our exhibition.

A Perfect Day.m4v

     2. PART 2: WARNING TAPE

2. PART 1 & 2 SAFETY VESTS / How do we 
react to these yellow safety reflective 
vests? What roles are we assumed to 
undertake depending on the context we 
are in? We wanted to explore that in a 
space and see peoples reactions 
depending on what we were doing. We also 
used them to highlight ourselves in that 
space.2

2. PART 2: WARNING TAPE / This yellow 
and black striped tape has many names 
and you can make assumptions on why 
and in what context to use this specific 
tape. The tape is often used as a kind of 
warning for something that has happened, 
or to highlight something that we need to 
notice. We just know that, as the tape 
doesn't necessarily always say warning in 
words. We wanted to use this tape to 
investigate how people react in different 
contexts, and investigate the underlaying 
power that the tape also has.

We used the tape to highlight things we 
noticed in the city, to see peoples 
reactions. We also used the tape in places 
where you normally don't use the tape, and 
by that also see peoples reactions. In 
another context used the tape to interrupt 
the movement by people in two tunnels. 
When we did all these things we also 
continued using the reflective safety vests 
to highlight ourselves during these 
moments.

Boarders & Boundaries

REFERENCE: ”People make sense of their 
world by connecting and separating things, by 
drawing distinctions and ordering relations, and 
these processes leave their mark in space.” - 
George Simmel (Space, the City and Social 
Theory, Chapter 2) If a boundary is drawn to form a closed figure, 

the result is an inside and an outside. You 
experience the inside and outside when you 
move from one side of the boundary to the 
other. Whether a boundary is experienced as a 
line, an area, or a volume depends not only on 
the boundary itself
but also on its context and the dimensions 
thereof. - Threshold Spaces, p. 46

BOUNDARY

Openings in boundaries make transitions in 
space possible. Thresholds interrupt boundaries 
for the transition from one zone to another. - 
Treshold Spaces, p. 47

REFERENCE:  ”The human being is the 
connecting creature who must always 
separate and cannot connect without 
separating” - George Simmel (The sociology 
of Space, 1997) (Space, the City and Social 
Theory, Chapter 2, page 31.)

BACKGROUND
BACHELOR DEGREE PROJECT

LINES & SPACE

REFERENCES
FRED SANDBACK

”A line of string isn’t a line, it’s a thing, and as a 
thing it doesn’t define a plane but everything 
else outside its own boundaries.”. Fred 
Sandback 1975

BOOK: POINT TO LINE TO PLANE / 
WASSILY KANDINSKY

Geometry

Relationship

Transformation

Forces

Tension

Movement MONIKA GRZYMALA

Artist, Spatiality, Lines, Tape, Drawings.

RICHARD SERRA

His thoughts about how his sculptures 
should be experienced / A very bodily and 
spatial experience / How the sculptures 
affects the viewer/body.

“.. artists such as Richard Serra directly address 
the body as well as our experiences of 
horizontality and verticality, materiality, gravity 
and weight.” - The eyes of the skin, p. 35

MARK THE LINE / GÖTEBORGS 
KONSTHALL REFERENCE: ”Mark the Line is an examination of “the 

line”, not only as a sign of stylistic expression embodied 
in works of art, but a symbol, the direct, often 
unmediated expression of intellectual and psychological 
content. The exhibition explores the line’s constant 
presence in our lives, how it, materially and immaterially, 
always affects and restricts. It focuses upon the line as 
both signaling division and creating a unity of space, 
charged with profound political, emotive or social 
implications. In its simplicity, the line sustains itself as a 
potent expression of political messages and humane 
action.The exhibition gathers issues around “territory”; 
how one space is demarcated from another. What are 
the current strategies from artistic to social to political 
claiming or reclaiming marked land? And how have 
artists attended to these subjects where we see 
growing political tension and cultural conflict around the 
world?” - Göteborgs Konsthall, 2014-2015.

REFERENCE: ”Mark the line explores the line 
as a marker of boundaries. Throughout history 
human beings have used lines to denote 
belongings and territory, and we have also tried 
to control the movements of the Other by 
constructing lines in the form of walls, fences 
and surveillance. The intention of a borderline is 
to shut out and keep in.” (Mikael Nanfeldt, 
Göteborgs Konsthall, Mark the Line, 2014)

REFERENCE: ”The exhibition Mark the Line 
explores the line’s constant presence in our 
lives, how - in various ways, materially and 
immaterially - it always affects and restricts. The 
line makes visible power positions where 
someone, or something, wants to control 
something else.” (Mikael Nanfeldt, Göteborgs 
Konsthall, Mark the Line, 2014)

FRED SANDBACK

MOBILITY OF THE LINE

ART / SPATIAL EXPERIENCE

BOOK: PROCESS / MATERIAL & 
REPRESENTATION IN ARCHITECTURE

Representational logics: Point, Line, Surface, 
Mass

SAUL STEINBERG

"The drawing was called “The Line” and that’s 
what it was: a single line spanning ten metres 
and twenty-nine panels that unfolded like an 
accordion. From this line, Steinberg gave rise to 
multitudes: laundry hanging out to dry and cities 
reflected in a river, women playing guitars, 
swinging chandeliers, and, of course, his 
famous cat." (http://www.newyorker.com/
books/page-turner/saul-steinberg-and-the-line)

"The precision of architectural drafting taught 
him the potential of a spare two-dimensional 
line to describe a complex three-dimensional 
form."

”Steinberg defined drawing as "a way of 
reasoning on paper," and he remained 
committed to the act of drawing in an era 
dominated by large-scale painting and 
sculpture. Throughout his long career, he used 
drawing to think about the semantics of art, 
reconfiguring stylistic signs into a new language 
suited to the fabricated temper of modern life.”

STATEMENT / I have long been fascinated 
by lines. What constitutes a line, and what 
forms it. Lines that delimit, lines that are 
drawn. The angles and shapes they create. 
Lines are drawn, lines are erased. We move 
and relate to them.

Map I made during the Bachelor Degree Project/My process.

THOUGHTS ABOUT PAST/LINES: If I look back 
even further in my past, I still see the lines. It is 
something with the graphical part of what a line is. 
I have worked with textiles, prints and hand drawn 
lines, I always tend to go that way. It is why I found 
many of my references that work with lines in their 
art. It is the references that made me more curious 
about what constitutes a line. It is my references 
that have made me look for something more.

Textile / Nyckelviksskolan 09-10.

Textile / Nyckelviksskolan 09-10.

A thread is a filament of some kind, which 
may be entangled with other threads or 
suspenders between points in three-
dimensional space. At a relatively 
microscopic level threads have surfaces, 
however, they are not drawn on surface. - 
Lines: A Brief History, Tim Ingold.

Latin: linea - line / thread

Print of dust / Textile / Nyckelviksskolan 09-10.

Nyckelviksskolan 11-12

Boarders/Boundaries

LINES

ARJAN JANSSEN                                                                                          
*”Linear Process

Grid-ridden

We’re trapped. Though we don’t always care to 
acknowledge the fact. Trapped in an all-
encompassing and multilayered grid, as infinitely 
broad as it is long; in a matrix that is Existence 
itself. It is an existential entrapment, from which 
the fleeting urgencies of day-to-day life, and the 
vapid jingoism of functional reason are wont to 
distract – but never extract – us. “Like it or not, 
you must be caught” as the nursery rhyme 
says, with faintly morbid overtones. Always 
already caught, in fact, in a gridwork that is our 
permanent horizon line, that recedes as we 
advance and encroaches when we pull back. 
Such is the underlying structure of sentiment of 
Arjan Janssen’s art, the profoundly human 
dimension of his purely formal visual idiom, the 
existential predicament he seeks to render 
intelligible in his paintings and drawings.
Intensely melancholic and saturnine, his work 
uses sparing visual means to pry this structure 
of feeling back to the quick. If his art has any 
extrinsic purpose, it is doubtless to reawaken us 
to our human predicament, challenge the sort of 
distracted self-deception that goes with 
repressing the reality of death. Psychoanalysts 
have a nice term for this form of denial – of not 
perceiving what is visibly there: they call it 
“negative hallucination”. It is of the common, 
non-pathological though metaphysical form of 
this phenomenon that Janssen hopes to cure 
us. The lack of seriousness and depth that he 
so deplores in contemporary existence leads 
him to a mode of painting having no truck with 
“realism”, which, far from showing the world 
merely as it is, seeks to provide an analytical 
grid of feeling behind appearances. His work, in 
other words, does not stem from a visual 
perception; rather, it conditions perception. 
Consequently, though the obsessively 
symmetrical and layered gridworks give 
Janssen’s work its particular form, they have no 
distinct meaning or objective content. Yet a 
certain affinity of mood likens them to the 
concept that philosopher Karl Jaspers devised 
to describe the absolute enclosure beyond the 
relativity of all horizons. Das Umgreifende, the 
Encompassing, as Jaspers explains, is “not a 
horizon within which every determinate mode of 
Being and truth emerges for us, but rather that 
within which every particular horizon is enclosed 
as in something absolutely comprehensive 
which is no longer visible as a horizon at all”. In 
Janssen’s work it is visible as an obsessively 
recurrent grid, the fruit of an ongoing linear 
process.” Stephen Wright about Arjan Janssen 
art work*.

20160205  / What if I work against this grid?

Why am I drawn to these straight lines?

Will I ever know?

LINES
MARCO CADIOLI

Necessary Lines

Drawn by machines

Seen from above

"In Necessary Lines, Marco Cadioli looks to the 
earth adopting the point of view of satellites, to 
focus his attention on the lines that man traces 
on the planet’s surface along his never-ending 
effort of appropriation of the natural landscape: 
“necessary” lines, according to the inspired 
definition coined by Carl Andre to describe 
Frank Stella’s paintings in a text from 1959 that 
has been seminal for Cadioli’s project:
“Art excludes the unnecessary. Frank Stella has 
found it necessary to paint stripes. There is 
nothing else in his painting. Frank Stella is not 
interested in expression or sensitivity. He is 
interested in the necessities of painting […] 
Frank Stella’s painting is not symbolic. His 
stripes are the paths of brush on canvas. These 
paths lead only into painting.”
Frank Stella’s modernist faith finds an 
impressive analogy in the satellite images of the 
plowed fields, where the tractor insists on the 
“necessary” lines of the field’s borders in the 
same way in which Stella’s brush followed the 
rectangular perimeter and the grid of the 
canvas: signs traced by man without thinking 
about their symbolic or aesthetic potential, but 
only following the internal economy of a 
monotonous, repetitive gesture, typical of the 
Fordist model of work; “signs traced by man 
without knowing about them”, like the ones 
photographer Mario Giacomelli documented by 
means of aerial photography." (http://
www.marcocadioli.com/necessary-lines/)

Internet Landscape

"Internet is a place. A chance of another 
possible reality. A developing and growing place 
turning into a urban space. It is increasing and 
moving boundary. Internet is not just a bad time 
market. It is a place we spend a lot of our time 
life." (http://www.marcocadioli.com/net-
photography-manifesto/)

MAPPING

Richard Long / A line made by 
walking, 1967.

”In the nature of things:
Art about mobility, lightness and freedom.
Simple creative acts of walking and marking
about place, locality, time, distance and 
measurement.
Works using raw materials and my human scale 
in the reality of landscapes.” (http://
www.richardlong.org)

”A Line Made by Walking in 1967, while still a 
student. This photograph of the path left by his 
feet in the grass, a fixed line of movement, 
established a precedent that art could be a 
journey. Through this medium of walking, time 
and distance became new subjects for his 
work.” (http://www.lissongallery.com/artists/
richard-long)

SOL LEWITT

Four basics kinds of straight lines, 1969.

”Each person draws a line differently and each 
person understand words differently. Neither 
lines nor words are ideas. They are the means 
by which ideas are conveyed.” (Via: Peder 
Alexis Olsen, Tennis.)

Two-Face: BEHIND THE LINE. (Laurel 
Broughton) Video /  (http://
www.welcomeprojects.com/two-face/)

MY COLLECTION OF LINES:   
pointandlinetoplace.tumblr.com

”LINES OF TANGENCY
10.10.2015 - 05.03.2016

Where do the tangents between past and 
present, or between ‘I’ and our fellow man, lie? 
The MSK invites contemporary artists to work 
around this grey zone. Using a variety of media, 
they sketch an animated world in which (human) 
relationships are once again central. In so 
doing, the artists question our world view in a 
globalized, seemingly limitless society.” (http://
mskgent.be/en/exhibitions/lines-of-tangency/
lines-of-tangency)

”You can’t be an artist, Albers reasoned, unless 
and until you’d mindfully explored the visual field 
through its key elements: line, shape, color, and 
texture.” Josef Albers

”line
[][1]: a long narrow mark on a surface : a mark 
on the ground that shows the edge of the 
playing area in a sport : an area or border that 
separates two places” ([http://www.merriam-
webster.com/dictionary/line][2])
[1]: javascript:void(0)
[2]: http://www.merriam-webster.com/
dictionary/line

”.. a line has been created that suggests the 
presence of horizontal bands in the volume, 
lines that might be there to mark the 
dirrerent levels of the water in the country. - 
Images that do not produce obvious 
architecture” - Giovanna Borasi / Studio 
Anne Holtrop

KONSTFACK / INTERIOR ARCHITECTURE / 
BACHELOR

In-depth / Spatial Design

Starting to investigating the meaning of lines 
and space.

Drawing

Drawing

Drawing lines with tape in space.

Writing Course /  I started to write about 
artists working in relation to Lines & Space. 
Fred Sandback, Monika Grzymala, Ester 
Stockner & Richard Serra.

SPATIAL DESIGN

Crinkled Space

Model

Model

My fictive space of crinkled paper.

DISTORTION - WRINKLED - LAYERS  
LEVELS - HIDDEN FUNCTION - ELEMENTS 
PERSPECTIVE -  DEPTH - LIGHT - SHADOW

PROCESS OF BECOMING In this project the process of becoming is 
present in the way I have been working. The 
act of translating images or collages into 
something spatially. It is part of the 
reconstruction and the distortion of a site: 
Tensta Gymnasium.

Tensta / School

Create a spatiallity within a set of walls.

To find a method for myself to create new 
spaces.

To create my own manifest.

FICTION

Collage / crinkled paper

TEXTURE
COLLAGE

"Throughout his career artist Ray Yoshida 
produced a long series of collages featuring 
excerpts from comic books. The working 
process includes the extraction of single 
elements out of a comic strip and their 
rearrangements in grids or lines. Abstracted 
from their context, the fragments are introduced 
into a new order, deprived of narrative, but in 
search for a new meaning." (http://socks-
studio.com/2015/09/27/collecting-rearranging-
and-reinventing-ray-yoshidas-comic-works/)

My first idea with this method was to let 
my thoughts loose. To be able to just make 
stuff without thinking too much in 
beforehand. All steps just happening within 
time, changing depending on my own 
feelings. Starting with one image, 
reconstructing and distorting.

BACKGROUND / 
PREVIOUS 
PROJECTS

EXPLORATIONS 2 / 
INTERIOR AND 
CITIES

__________  /  LINE 
CONNECTIONS

ATLAS OF NOVEL TECTONICS

”Let us go back to the map and the territory and 
ask: ”what is it in the territory that gets into the 
map?” We know the territory does not get onto 
the map. That is the central point about which 
we here all agree. Now, if the territory were 
uniform, nothing would get onto the map 
except its boundaries, which are the points at 
which it ceases to be uniform against some 
larger matrix. What gets onto the map, in fact, is 
difference, be it a difference of altitude, a 
difference of vegetation, a difference in 
population, structure, difference of surface, or 
whatever. Differences are the things that get 
onto the map…..A difference, then, is an 
abstract matter”. - Gregory Bateson, Steps to 
an Ecology of Mind (Atlas of Novel Tectonics, p. 
217)

”This is not to say collage lacks systematicity; in 
fact, collage, in order to be converted into 
anything constructible at all. must be 
represented in the form of an assembly of 
building components such as studs, drywall, 
etc. The tectonics of collage architecture is not 
collage but comprises the same subsystems 
one would find in any other construction.” (Atlas 
of Novel Tectonics, p. 56)

”You can’t have similarity without difference, and 
you can’t have difference without similarity.” - 
Claude Lévi-Strauss (Atlas of Novel Tectonics, 
p. 44)

”Architecture makes a new history; history 
doesn’t make a new architecture.” p. 20

”With equal ease, it could be defined through 
the development of singular volume or figure or, 
in more discontinuous fashion, the collage 
technique.” p. 24

REFERENCE:  ”Collages are kind of a relief, a 
frozen moment that draws you in for a closer 
look”

LEBBEUS WOODS / LINE / ”Line is precise 
and unequivocal. It is here, not there. Making a 
line is not about accidents. Rather, it is about 
contour, edge and shape. It is about where one 
space begins and another ends. It can be 
spontaneous or studiously deliberate, but it 
always carves space in a decisive way. It has a 
clear ethical, as well as aesthetic, impact. The 
drawn line is one of the great human inventions, 
and it is available to all of us - a tool both 
common and esoteric, personal and 
universal.” (Slow Manifesto, p. 28-29.) (https://
lebbeuswoods.wordpress.com/2008/05/05/
line/)

”What I mean by ”line” is exactly that: a single 
mark, short or long, drawn with a pen, pencil, 
stylus, or any sharply pointed instrument that is 
held in the hand and commanded by it, in 
coordination with the brain, to inscribe on 
paper, tablet, plate, or any chosen surface 
exactly that mark and not another.” (Lebbeus 
Woods, Slow Manifesto, p. 29) (https://
lebbeuswoods.wordpress.com/2008/05/05/
line/) ”Drawing is a way of thinking.” (Lebbeus 

Woods, Slow Manifesto, p. 28)

”The cube is the building block of the spatial 
reference system that is dominant in our society 
and culture. It is also the visible evidence that 
the complexity of human experience can be 
made coherent and practicable. The cube gives 
us coordinates in space, but also in time. Any 
form, any eccentricity, any accident or 
unpredictable occurrence can be contained 
within its system of coordinates and made 
intelligible, logical. So, somewhat less than 
purely arbitrary, it was chosen as a boundary, a 
limit, a structural frame, but also as a 
convention and critique. Our ideal community, 
we determined, would not abandon the known 
and accepted, but embrace and expand it.” 
Slow Manifesto, Lebbeus Woods, p. 82.

WALLS OF CHANGE / ”Walls are meant to 
separate, that is true. After all, it is an essential 
mission of the architect to define space, which 
means to construct limits, edges, boundaries 
that carve out particular pieces of 
undifferentiated space for human purposes. 
Walls of many different spies and materials are 
prime means at the architect’s disposal, and we 
are used to thinking of them as dividers 
between one side to another. Most often these 
to sides are different, even opposing - cold/
warm, dark/light, noisy/quiet, public/private - 
and the separating walls secure people or 
things on the other On rare occasions such 
walls reverse their roles and bring people 
together.” (Slow Manifesto, Lebbeus Woods, p. 
141)

”At yet other times, walls that separate and 
divide can become armatures for change - that 
is, for the transformation of conditions on one 
side or both.” Slow Manifesto - Lebbeus 
Woods, p. 141

LEBBEUS WOODS

”The straight line is a spatial vector, conveying 
direction and magnitude of energy, not just 
symbolically, but also in the physical, 
intellectual, and emotional energy it takes to 
draw the line exactly as it is. Moreover, any 
curve can be created with straight lines, the 
smoothest with a mathematically infinite 
number. With straight lines, the boundaries of 
any form can be established.” Slow Manifesto, 
Lebbeus Woods, p. 168.

EXPLORATIONS 3

INTERIORS AND 
ATMOSPHERES

MONUMENT

Full Definition of monument (http://
www.merriam-webster.com/dictionary/
monument)
1: obsolete :  a burial vault :  sepulchre
2:  a written legal document or record :  treatise
3.a (1) :  a lasting evidence, reminder, or 
example of someone or something notable or 
great (2) :  a distinguished person
b :  a memorial stone or a building erected in 
remembrance of a person or event
4: archaic :  an identifying mark :  evidence; 
also :  portent, sign
**5 :**obsolete :  a carved statue :  effigy
6:  a boundary or position marker (as a stone)
7:  national monument
8:  a written tribute

”monumeʹnt (latin monumeʹntum 
’minnesmärke’, av moʹneo ’erinra’, ’påminna’), 
skulptur eller byggnadsverk uppfört till minne av 
en person eller en händelse.” ne.se

”Considering that the notion of “monument” can 
vary according to the political, social, or 
architectural context from which it is analyzed, I 
propose some thoughts here on some present-
day cities characterized by a continuous state of 
transformation. In these contexts, the idea of 
“monument” as a physical and enduring 
construction—linked to a static memory which 
emphasizes a few historical moments and 
public figures—does not go together with the 
physical and symbolic reality of the given place. 
If “monument” has an etymological origin in the 
word “memorial,” a notion of nonlinear history 
constituted in a similar way to a subjective 
memory—recombining its elements 
continuously to create new relations can lead us 
to a more flexible idea of monument that takes 
on different aspects in relation to temporality, 
visibility, scale, and the possibilities of relating to 
individuals on an equal level."

"In the Soviet era, the task of representing 
memory, sovereignty, and history was given to 
the water works--a system of canals, dams, 
and reservoirs. This infrastructure embraced the 
cultural program of the monument despite its 
otherwise efficiency-driven role as a utility. In the 
misfit between traditional monumentality and an 
object as dispersed as a hydraulic 
infrastructure, a system of representation 
emerged that presented a unified image of 
nature transformed through politics." Anna 
Neimark & Andrew Atwood

MONUMENT
The origin of the word "monument" comes from the Latin moneo, monere, which means 'to remind', 'to 
advise' or 'to warn',² suggesting a monument allows us to see the past thus helping us visualize what is to 
come in the future.

A monument is a type of structure that was explicitly created to commemorate a person or important event, 
or which has become important to a social group as a part of their remembrance of historic times or cultural 
heritage, or as an example of historic architecture. The term 'monument' is often applied to buildings or 
structures that are considered examples of important architectural and/or cultural heritage         ( https://
en.wikipedia.org/wiki/Monument)

: a building, statue, etc., that honors a person or event : a building or place that is important because of 
when it was built or because of something in history that happened there : an example of something (http://
www.merriam-webster.com/dictionary/monument)**

MONUMENTAL             A MEMENTO

MONUMENTALITY        MANIFESTATION

MEMORIAL                POWER

REMEMBRANCE        WINNER

MEMORY                IMPROVEMENT

CULTURAL HERITAGE    EVENT

RECOGNITION            IDEOLOGICAL

SYMBOL                PAST
STATUS                    AFFECT
ICONIC                    RUINS

IDENTITY                CHANGE

PRESENCE                ELEMENTS
LANDMARK                STATUE

HONOR                    COLUMN

BEACON                TOWER

TRIBUTE                GRAVESTONE

MARKER                REMINICENCE

TIME                    TROPHY

MOMENT                RETROSPECTION

TRACE                     SITE

HISTORY                SPACE

POLITICAL                REMAINS
FRAGMENT                RECOLLECTION

”The Monument
Riegl opens his essay with a definition: “A 
monument”, Riegl writes, “in its oldest and most 
original sense is a human creation, erected for a 
specific purpose of keep- ing single human 
deeds or events alive in the minds of future 
generations” - (http://arkitekturforskning.net/na/
article/viewFile/296/256)

INTENTIONAL / UNINTENTIONAL?

To maintain memory. Historical Object, Heritage, Relative, 
Subjective, Defined Value.

VALUE

MEMORY

RE-COLLECTION

RE - AGAIN / BACK

The act of recollecting.     A study of recollection.

Recollect
"remember, recover knowledge of," 1550s, from Latin recollectus, past 
participle of recolligere, literally "to collect again," from re- "again" (see re-) 
+ colligere "gather" (see collect). Related: Recollected; recollecting. The 
pronunciation is based on recollection. (http://www.etymonline.com/
index.php?term=recollect)

To collect again. Remember, Recover knowledge.

WIKI: To recall; to collect one's thoughts again, especially about past 
events.

Recollection
1590s, "a gathering together again," from French récollection (14c.) or 
directly from Medieval Latin recollectionem (nominative recollectio), noun of 
action from past participle stem of recolligere (see recollect). Meaning "act 
of recalling to memory" is from 1680s; a thing or scene so recalled, from 
1781.
(http://www.etymonline.com/index.php?
term=recollection&allowed_in_frame=0)

A Gathering together AGAIN. Act of recalling to memory.

WIKI: Process of collecting again. / The act of recollecting, or recalling to 
the memory; the operation by which objects are recalled to the memory, or 
ideas revived in the mind; reminiscence; remembrance.
(Reminiscence is the act of recollecting past experiences or events)

Collect
early 15c. (transitive), from Old French collecter "to collect" (late 14c.), from 
Latin collectus, past participle of colligere "gather together," from com- 
"together" (see com-) + legere "to gather" (see lecture (n.)). The intransitive 
sense is attested from 1794. Related: Collected; collecting. As an adjective 
meaning "paid by the recipient" it is attested from 1893, originally with 
reference to telegrams. (http://www.etymonline.com/index.php?
term=collect&allowed_in_frame=0)

Gather together, Come together, To gather.

WIKI: to gather together, collect, consider, conclude, infer.
Collection (n.)
late 14c., "action of collecting," from Old French collection (14c.), from Latin 
collectionem (nominative collectio) "a gathering together," noun of action 
from colligere (see collect). Especially of money gathered for religious or 
charitable purposes from 1530s. Meaning "a group of objects viewed as a 
whole" is from c. 1400. (http://www.etymonline.com/index.php?
allowed_in_frame=0&search=collection)

Action of collecting. A gathering together. A group of objects viewed as a 
whole.

WIKI: A set of items or amount of material procured or gathered together.

GO BACK AGAIN:

FOLD; CREASE; PLEAT, 
TUCK, WRINKLE.

TUCKING

pin tucks, space tucks, blind tucks, 
graduated tucks, centered tucks, double-
andcentered tucks, tapred tucks, standard 
tucks, curved tucks, cross-stitched tucks.

THIN - SEMI TRANSPARENT - GLOSSY/
MATTE - BROWN - SOFT - CRISP

Turn over/upside down

Different papers, thin or thick, 
color or pattern. The surface of the 
paper - is it     matte/glossy/
texturized? Is it easy or difficult to 
fold? Do I need a tool to make     
the paper fold? Or do I need 
something to hold the material in 
place, like a thread? How does the 
paper feel to fold? How significant 
does the pleats become 
depending on the material? What 
qualities do I see in the different 
folding methods? If I switch side 
of the paper - what do I see then 
(depending on how I pleat the 
paper?) How can I transform the 
qualities I find into other materials 
- textile - wood - metal. I have to 
make quick material tests. I will 
start with one material (textile) as I 
see similarities with the thin paper 
qualities. I see other similarities 
with the thicker paper and metal. 
Can I then transfer these into 
wood? How does that work?

PART I

Mid-review / What to do next: 
Continue folding, try different 
materials - analyze - describe - 
mapp out.

Thin paper that is a bit semi 
transparent, light weight, brown 
paper. When I turn this paper over 
to the backside I feel for the pleats 
more somehow. They are     more 
clear and visible than on the 
thinner paper. The play of light and 
shadow is more significant which I 
like. It is the contrast I value more.

The simple pleats are more 
difficult to fold with the size of the 
paper (A2) even if the paper is thin. 
The paper is soft and living its own 
life sort of, and almost gets softer 
the more you fold it. It is easier to 
control the tucks though.

LIGHT/SHADOW

Thin transparent paper (drawing paper)

THIN PAPER: Both he sound and 
the tactility of the thin wrinkled 
paper evoke a sense of fragility. 
The material remembers the 
wrinkles and stays in place, but 
as a textile I can make it almost 
plain again. When I fold this kind 
of paper with my hands it is more 
flexible and easy to handle than a 
thick paper. The lines of the tucks 
is more visible and significant 
when the paper is transparent.

THIN - WRINKLED PLEATING - If i 
just wrinkle the paper with my 
hands, the paper stays in place. It 
is so thin you almost could make it 
plain again as if you iron a fabric. 
(Soft thin natural     fabric, light 
weight reacts best to wrinkled 
pleating methods.)

SMOCKING

GATHERING
PLEATING

box pleats, knife pleats, inverted pleats, 
wrinkled pleating

I am interested in textures. I have a short 
background in textiles, where I think that my 
interest started. I feel it has a connection to 
my interest in folding and I always tend to fall 
back to these over and over again. I have a 
will to go back to making with my hands 
again. The moment I enjoy the most. In this 
spatial design course in the first year of the 
bachelor I made models of folded paper. I 
also casted the models in plaster to gain a 
thickness.

Process images from course in Explorations 
1. The lines that were drawn in rhino: paper 
qualities - folded . Extruded lines.

FRAGILITY - EASE - THIN - PAPER - 
FOLDED

Folded paper / cast in plaster - in the first 
year in the bachelor.

Course: Fold School, project with Emma 
Brålander.

PAST / BACHELOR

Project in the third year, together with 
exchange students Jamie Smith and 
Georgina Woods.

MATERIAL

paper, textile, metal

Trasformation - paper, textile, plaster, wood.

Material tests

tear - fold - rip - crease - cut

BOOK 2: Complete pleats : pleating 
techniques for fashion, architecture and 
design.

BOOK 1pThe art of manipulating fabric

RELIEF reference: Artist Jan Schoonhoven

TEXTURES
RELIEF

Reference: Jan Schoonhoven

TEXTURES
I am interested in textures overall, 
but very often drawn to textures 
affected by time. Textures that has 
a kind of fragility, like a withering 
surface or a crinkled surface of 
any kind.

Entering a space I tend to focus on details, 
textures, traces and fragments of the past.

Color/course - 2 weeks. Textures, colors, 
material tests.

Composition

Light/Shadow

Textures

WIKI: Process of collecting again. / The act of 
recollecting, or recalling to the memory; the 
operation by which objects are recalled to the 
memory, or ideas revived in the mind; 
reminiscence; remembrance.

Who decides what lasts?

What becomes ruins?

Traces, Remains Irreplaceability

Allow to disintegrate - Return to nature.

Age

Conservation

Recall to memory

A moment I want to save for later.

Who value our memory?

TRACE

HISTORICAL/CULTURAL

To remind

”Instead of causing us to remember the past 
like the old monuments, the new monuments 
seem to cause us to forget the future. Instead of 
being made of natural materials, such as 
marble, granite, plastic, chrome, and electric 
light. They are not built for the ages, but rather 
against the ages. They are involved in a 
systematic reduction of time down to fractions 
of seconds, rather than in representing the long 
spaces of centuries. Both past and future are 
placed into an objective present. This kind of 
time has little or no space; it is stationary and 
without movement, it is going nowhere, it is 
anti-Newtonian, as well as being instant, and is 
against the wheels of the time-clock.” - Robert 
Smithson, Entropy And The New 
Monuments

TIME
Age

Trace

Remains

Texture

Memory
Distance

Tutor: Anna Odlinge

INTERIORS AND MATERIALITIES

"According to Tatlin, different materials have 
different qualities that determine how they 
should be assembled and what expressions 
they can achieve." (Adventures of black square 
- p. 61)

"The constructivists' emphasis on materiality 
was also a form of realism and, not least, a 
moral imperative: things should not imitate what 
they are not." (Adventures of black square - p. 
61)

INTERIORS AND URBAN

COURSE DESCRIPTION / "Explorations 3 focuses 
on design developments / design acts that are 
based on the combination of reflection and 
investigation, on thinking and doing, on theory 
and practice.
This process of designing will enable students to 
develop a ‘research question’ or ‘area of concern’, 
through a reflective design and practice-based 
research. The inquiry is conducted in relation to 
an organisation, context or the like where the 
student lead their project individually or in small 
groups. This will prepare students to position their 
own practice and interests in the future in 
relationship to their discipline and through design 
explorations."

INTERIOR MATERIAL FICTIONS

TAKE 1

STATEMENT / TAKE 1 We have explored 
the relationship between Spolia, the 
identities of the original objects and the 
impact of the material that encloses them. 
The enclosed material we have used is 
water turning into ice. The ice affects the 
readability and recognition of the objects. 
Both the shape of the ice and readability of 
the objects changes over time, during the 
melting process. The process is then 
reversible and the Spolia can reshape and 
change again and again depending on both 
placement and the material of the objects 
within. During the process the objects and 
the ice are affected by the surroundings. 
When the ice is melting the ice blocks 
loosens up and melt together. The objects 
starts to touch the ground, fall apart and 
new relationships are created.

TAKE 1, Group work by: Mathilda Clahr & 
Caroline Asserlind

TAKE 1, REFLECTION: Objects enclosed by ice. During 
the melting process the objects will move and change 
shape depending on their materiality. To describe this 
process we made a time elapse. Then you see how 
new relationships are created and new formations take 
place. The plastic knives will eventually touch the 
ground, the crinkled paper will straighten out more and 
the metal lids will fall apart.

TIME

Transformation
Melting Process

Transition

Phases

Video 2015-09-09 11 26 40.m4v

TIME ELAPSE VIDEO of the melting process.

Course Description, TAKE 1: ”During  the  first part of  the  course  you  
will  work  in   teams  of  two; making your  own spolia, describing  it  in  
a drawing  and  developing   your  own  attitude  and  aesthetic approach  
to  the  theme.  Start  by  choosing  at  least  two  objects that  will  
constitute  the raw  material  for  your  spolia. The  objects  can  have  
different  traits  and  character;  for example be of architectural origin, 
historical kind, come from an interior, have figurative  qualities,  consist  
of  one  or  different  materials and  so on. The  important thing  is  not  
exactly  what   it  is,  but   that  the  objects  you  choose  have  
character and definable qualities.” - Ulrika Karlsson (Course Description)

TAKE 2

TAKE 2:  Spolia and Robotic Fabrication 
Workshop + KTH A

Course Description, TAKE 2: *”In this joint workshop with KTH School of 
Architecture we will work with assembling of spolia using Konstfackʼs 6-
axis ABB robot. The workshop is focusing on the structure that connects 
or holds the different spolia together.

In order to have the robot joining your spolia together, each team of 
students will choose a filling or joining technique and design their own 
depositing nozzle or tool for the robot. The tool or nozzle will be the tool 
that regulates that which is deposited, the material that builds up
your filler or joint. This could for example be something granular, 
threadlike, liquid or viscous.”* (Ulrika Karlsson, Course Description, 
Interior Material Fictions)

TAKE 2:  We wanted to work with Time as 
the previous project me and Caroline made 
together with the melting ice. As we had to 
collaborate with the robot this time we 
wanted to find another material with 
similar qualities as the ice had, melting. We 
then made some tests with different 
materials, and finally found the wax that we 
bought at the sculpture studio. We also 
wanted to capsule time in the wax 
formations we made, and found the watch-
maker set (small screwdrivers) as our 
Spolia and filler to give the things more 
meaning than before. We then had the 
robot melting the formations with a heat 
gun. Creating new formations and relations 
during time. Some fell apart, melted 
together and got destroyed and we 
captured that in a time capsule video and 
photographing, then making drawings out 
of the process and time.

TAKE 2: Group work: Mathilda Clahr, 
Caroline Asserlind & Andrej Malinin

Take 2. Melted

Take 2. Melted

Take 2. / Before melting.

IMG_5446.MOV

TAKE 3

REFERENCES

COLLAGE

BOOK: COLLAGE CITY

”The modern city that has not been built.”

”Good will / intensions”

fiction

ideas about the city

future

BOOK: ATLAS OF NOVEL TECTONICS

”The collage as a technique relies on elements 
being recognizably out of context, or 
decontextualized. It is inherently 
juxtapositional.” p. 56

BOOK: CUTTING EDGES

REFERENCE: ”Collage is all about recycling, 
reinterpretation and reprocessing our collective past, 
present and future”

ANDREW KOVACS

”This is not to say collage lacks 
systematicity; in fact, collage, in order to 
be converted into anything constructible 
at all. must be represented in the form of 
an assembly of building components 
such as studs, drywall, etc. The tectonics 
of collage architecture is not collage but 
comprises the same subsystems one 
would find in any other construction.” 
Atlas of Novel Tectonics, p. 56

ANDREW ATWOOD & ANNA NEIMARK

REFERENCE: Zoopol - "Zoopol, a monument to 
the animal kingdom" 2012

REFERENCE: ”Zoopol is an urban 
abstraction. It formalizes the distance 
between an object and its representation. 
The extrusion of the animal print figure/
ground unifies an otherwise wildly complex 
set of parts into a monumental whole that 
represents urban form through a single 
architectural convention.”

FICTION

EXTRUSION

(Pinterest head office - Extruding the 
Malevich art into architecture.)

MONUMENT
MONUMENT: "In the Soviet era, the task of 
representing memory, sovereignty, and history was 
given to the water works--a system of canals, 
dams, and reservoirs. This infrastructure embraced 
the cultural program of the monument despite its 
otherwise efficiency-driven role as a utility. In the 
misfit between traditional monumentality and an 
object as dispersed as a hydraulic infrastructure, a 
system of representation emerged that presented 
a unified image of nature transformed through 
politics." (http://www.firstoff.net/projects/
monument/)

degree curved lines

Course Description, TAKE 3: ”Take 3 engages a third 
approach to spolia. With your knowledge that you have 
gained, and through the reflections you have done, on the 
notion of spolia, you will now approach Slussen. This time 
you have a specific site to mine, explore and intervene with. 
This requires a reconsideration of scale. If spolia is said to 
be an artefact or artefacts incorporated into a setting 
culturally or chronologically different from its local of 
creation, how will you engage in a process of dislocation, 
displacement or disfiguration. Is the site where your spolias 
are retrieved another than where they are incorporated? Or 
is the site from where the spolias are retrieved the same as 
the one where they are assembled or incorporated into, but 
culturally and chronologically different. Do you bring 
something to Slussen or do you dislocate somethings at 
Slussen. Are you working with spolia in re or spolia in se? 
What is a contemporary approach to spolia and spoliation? 
Are you reconsidering the notion of spolia and developing 
another approach on the subject matter? Through material 
experimentation you will explore this and successively 
develop design techniques and spatial methods for 
associated, connected or linked interiors of 
Slussen.” (Ulrika Karlsson, Course Description, Take 3)

SITE: SLUSSEN

HISTORY

Remembering the present.

MONUMENT

MEMORY

"The city is a complex and heterogeneous unit, 
which it is characterized by its diversity. At the 
same time, the city has its very own identity and 
acts as a unifying force. This identity is 
generated by the movements of the city over 
time, where the relationship between the past, 
the present and the future creates a city, which 
not only includes the concept of itself in the 
present moment, but also the memory of 
itself." (http://www.skjerdingstad.com/projects/
#/copenhagen-city-museum/)

20160211  / Just found this quote describing 
another architects process and thoughts, 
which I think also can connects to this 
matter with Slussen/The City that we used to 
work with in EXPLORATIONS 1. The past, the 
present and the future, TIME .

Traces

REFERENCE: "The American artist Clay Ketter, 
living in Sweden, constructs 'paintings' from 
plasterboards used for building houses, 
sometimes layering materials, or stripping them 
away, to reveal he unexpectedly beautiful traces 
left by the removal of electric fixings, tiles, 
etc." (Adventures of the black square, p. 64, 
Iwona Blazwick)

TIME

RECONSTRUCT

TAKE 3: Photo: Peeling Layers of Color.

Documenting Slussen / Zooming in to 
textures.

TEXTURE

Obsolete

Making collages out of my photographs from Slussen.

Fragments

Memory
TAKE 3: Process: Collage

TAKE 3, STATEMENT / PEELING 
LAYERS

Key Words: Peeling, Shifting 
Phases, Chemical Process, 
Fragility, Transformation, Layers.

When I was walking around 
Slussen I focused on the peeling 
layers of how it used to be; the 
remains of spaces, colours and 
materials that once created a 
whole.

In this project I wanted to capture 
a moment of today, my memory 
of Slussen, the feeling of fragility, 
and the notion of Slussen peeling 
of itself. Fragments of peeling 
layers of colour are my Spolia. 
Layers resulting from a chemical 
process, aging with time.

I felt that the peeling colour 
fragments captured that fragile 
feeling, and somehow summed 
up my own relationship to 
Slussen, that without notice 
something is gone, or shifting 
into a new phase.

By transforming this spatial 
shape into a monument of 
Slussen, I want to make a tribute 
to my remembrance of this 
moment in time, adding yet 
another layer.

REFERENCE: I found this quote describing 
Ray Yoshida work using collage as a method 
that I think describes my own method using the 
collage technique: "Abstracted from their 
context, the fragments are introduced into a 
new order, deprived of narrative, but in search 
for a new meaning."  (http://socks-studio.com/
2015/09/27/collecting-rearranging-and-
reinventing-ray-yoshidas-comic-works/)

20160212 / I found this quote 
interesting as it somehow also 
describes my own method and 
idea from the beginning. This way 
make my work shift from an 
interesting texture or image into 
something else, which gives it a 
new meaning. And I never ending 
up knowing the end result 
beforehand. That makes me want 
to take this detour to understand 
something more, or find a new 
way.

COLLAGE

ANDREW KOVACS

20160215 /  I see a connection between 
Kovacs work and the book Collage City by 
Colin Rowe & Fred Koetter.

”He tries to discover new significations and new 
possibilities. What were ends in previous 
projects become means in the next. The 
bricoleur rebuilds his set of tools and materials 
by using the debris of previous events, the odds 
and ends left behind by other ventures." By 
assembling nearly everything he can get his 
hands on, Kovacs turns the gallery space into 
his own personal collection of debris, both 
historical, in the form of architectural models, 
but also the recent and contemporary, in the 
form of trinkets and found objects.” (http://
www.domusweb.it/en/architecture/2013/08/09/
goods_used.html)

FICTION

Daniel Libeskind, Collages,

“Hands are part of a person’s individual persona 
and character, but they also perform their 
independent actions, and are crucial in human 
communication with a language of their own. 
Matteo Zambelli, You are more than one.” (The 
process of making the collage.) / The Thinking 
Hand, Juhani Pallasmaa, p.10

SPOLIA

Course Description, SPOLIA: ”The notion of Spolia refers to the re-use of old existing building 
elements and materials, or an integration of earlier often symbolically charged building 
elements into new interiors and built structures.” - Ulrika Karlsson (Course description, 
Interior Material Fictions.)

READING CIRCLE

Walter Benjamin

Sylvia Lavin

Dale Kinney

TAKE 3

Presentation / Explorations 1, Take 3.  Drawings/Models

Rendered 3D-model with added texture

Process: 3D-printed models / Part of presentation.

PEELING LAYERS / TEXT

When I was walking around at Slussen I 
focused on these peeling layers of how it 
used to be, the remains of spaces, colors 
and materials that once were a whole.

In this project I wanted to capture a 
moment of today, my memory of Slussen, 
the feeling of fragility, like Slussen is 
peeling of itself. These fragments of 
peeling layers of color are my Spolia. 
Layers that are a cause of a chemical 
process, aging with time.

I felt that the peeling color I found captured 
that fragile feeling I got at the site, and 
somehow summed up my own relationship 
to Slussen, that without a notice something 
is gone, or shifting into a new phase.

As my first transformation, I started taking 
apart my photographs from the site by 
cutting them into pieces and assembling 
the cut out fragments into several collages. 
My collages somehow turned into fictive 
spaces, I started to imaging what it could 
be, and by that the flakes of color started 
to turn into something spatial.

In the preface by James Gallager in book 
Cutting Edges he writes:
”Collage is all about recycling, 
reinterpretation and reprocessing our 
collective past, present and future” He also 
writes: ”Collages are kind of a relief, a 
frozen moment that draws you in for a 
closer look” And I think his word very much 
relates to my own process as I wanted to 
capture a moment, and that I am collecting 
these fragments of peeling color as my 
starting point in this process, as I think 
Slussen is very much about the past, 
present and the future also. And I'm 
zooming into the present to remember 
today.

I transformed my 2-dimensional collages 
into 3-dimensional when I extruded the 
lines in the images into a continuous form, 
shaped by the outer lines. Imagining these 
collages shifting from 2D to 3D helped me 
visualize new forms. By cutting the 
extruded shapes with each other I kept 
working with the collage technique in a 
more 3-dimensional way, rotating them so 
the cut out mass changed direction and 
then finding new shapes and spaces that I 
never would have otherwise. I found my 
own kind of universe letting the models 
shift shape and become something of its 
own.

In a text in the project Zoopol by Andrew 
Atwood and Anna Neimark they described 
their work like this:
”Zoopol is an urban abstraction. It 
formalizes the distance between an object 
and its representation. The extrusion of the 
animal print figure/ground unifies an 
otherwise wildly complex set of parts into a 
monumental whole that represents urban 
form through a single architectural 
convention.”

In my own work found qualities in the 
combinations of the straight and curved 
lines, the randomness and variations, the 
thin flakes, together with the more solid 
shapes. Me not having total control over 
my own work, and for me it brings another 
layer to it, and becomes more interesting 
for me to solve in the end.

The act of translating something made by 
us but affected by this chemical process, I 
transformed the peeling color into my own 
abstract collage, then into a 3-dimensional 
world that makes our perception change. 
The play of something shifting from being a 
flat image into a 3D-model, the shift from 
being fictive to real. The shift from a 3D-
form into drawing. Adding the collage into 
the  rendering, and by that it transformed 
into a more abstract texture, which I valued 
as you might start to imagine what material 
it is as it might not be that clear any more, 
giving this fictive world another layer.

By transforming this spatial shape into a 
monument of Slussen, I want to make a 
tribute to this memory I have, to remember 
this moment of time.

Process: 3D-printed models

TIME
Obsolescence

Withering

Fragility

Atrophy

Transience

Friability

Transformation

MONUMENT

The Monument in Relation to City and 
Memory / Ana Paula Cohen

*”Considering that the notion of “monument” 
can vary according to the political, social, or 
architectural context from which it is analyzed, I 
propose some thoughts here on some present-
day cities characterized by a continuous state of 
transformation. In these contexts, the idea of 
“monument” as a physical and enduring 
construction—linked to a static memory which 
emphasizes a few historical moments and 
public figures—does not go together with the 
physical and symbolic reality of the given place. 
If “monument” has an etymological origin in the 
word “memorial,” a notion of nonlinear history 
constituted in a similar way to a subjective 
memory—recombining its elements 
continuously to create new relations can lead us 
to a more flexible idea of monument that takes 
on different aspects in relation to temporality, 
visibility, scale, and the possibilities of relating to 
individuals on an equal level. (http://
monumenttotransformation.org/atlas-of-
transformation/html/m/monument/the-
monument-in-relation-to-city-and-memory-ana-
paula-cohen.html)

Lygia Clark / Monument for Every Situation,1964

“This artwork deals with a failure of the notion of 
a monument that would reaffirm the 
comprehension of a history formed by a few 
people, or by a number of important, precisely 
demarcated events which should be 
continuously remembered.” (http://socks-
studio.com/2015/03/10/monument-for-every-
situation-lygia-clark-1964/)

”Monumento para todas as situações 
(“Monument for Every Situation”), 1964, by 
Lygia Clark (Belo Horizonte, 1920—Rio de 
Janeiro, 1988). Clark proposes a mobile, 
foldable, small-scale (40 x 40 cm) monument—
which can be set up anywhere—leading us to 
consider that any situation can be activated as 
a relevant one, depending on how it is seen. 
This artwork deals with a failure of the notion of 
a monument that would reaffirm the 
comprehension of a history formed by a few 
people, or by a number of important, precisely 
demarcated events which should be 
continuously remembered. This piece has the 
same structure as Lygia Clark’s bichos 
(“critters”), metal surfaces that can be 
manipulated and configured in different 
positions.”

SCALE?

Recollection
Memory

20160211 "Correspondingly to the way we 
live and arrange our society, the 
conception of time has altered throughout 
different times in history. Our perception of 
time has radically changed, due to various 
factors such as religion, urban and social 
arrangements and the progression of 
modern technology." (http://
www.skjerdingstad.com/projects/#/
monument-1/)

Infinity?

20160211 ”This identity is generated by the 
movements of the city over time, where the 
relationship between the past, the present 
and the future creates a city, which not 
only includes the concept of itself in the 
present moment, but also the memory of 
itself." (http://www.skjerdingstad.com/
projects/#/copenhagen-city-museum/)

EXPLORATIONS 3 / 
INTERIORS AND 
ATMOSPHERES / 
MATERIAL

PART II

20160426  - After the last review I had to go 
back and think through what my aim was as I 
didnʼt like the way my feedback and critique 
was aiming to. It was good to think about it 
though, and it also got more clear to me how 
to continue my work somehow.

20160428  - Today Anna and I talked about 
the feedback that I got and we both felt that 
it didnʼt fit in my project, regarding scale and 
what it could become in the end. That my 
work were aiming in another direction that I 
might not have known then or didnʼt 
communicated in the review. And I think it 
was both, as I were not sure how to 
continue. But I did not want to close the 
doors on the traces and the memory which I 
felt was still important. And has been 
through out the project. Something that also 
related to past projects. I needed to have the 
time present in my work.

20160503 - If I didn’t do all these foldings I 
would never have come up with the 
thoughts I have now. And I would never 
have seen my foldings as something more 
than just folded fabric. It needs to take 
time. I started to see things in the end - 
and I could see the folded fabrics more as 
metaphors instead of putting them in a 
specific scale and imagine what they could 
be as the feedback I got. I felt that I needed 
to go deeper and challenge myself in 
another way. That is why I want to explore 
what happens in the diff             - segats tnere
It is in the moments in which the space 
occurs. - The expansion. - The Trace of an 
action. - The process.

”It is more about the contour / the 
surface - relation / extension 
rather than the light and shadow.”

NOTES  - 20160502                                                   
Relation - Utsträckning

Slät / Veck
Veckens olika riktningar
Hur många veck?

Kontur - Yta

Vecket - Rumslig Metafor

The Fold - A Spatial Metaphor

The Fold as a metaphor for..

Moment
Second
Frozen
Sense
Instant
Time
Direct
Memory
Date
Minute
While
Short
Sudden
Abrupt
Snap
Change

Draw the lines
Draw the motion
Follow the folds, one fold.
What does the line do?
Tygets konstruktion - synas i ritning?
Analysera rörelsen i filmen - vad händer?

Prata med Anna Nordström om textilen.

Att ana
Upplevelse
Tolka av
Ögonblick

Sensory
To breathe
Inhale - exhale
Flow
Stages

Something happens with the body when the 
fabric is in movement.
FROZEN  - Inside - Outside.

MOVEMENT - VIDEO (CLICK ON THE 
ARROW. )

THE EXPANSION

What if the exhibition only lasts for a short 
moment?

EXHIBITION WORKSHOP WITH KATJA 
PETTERSSON. 1 week.

My take on IN-BETWEEN / The visible 
process of manipulating a material.
In between the folds, between the layers of 
fabric you can imagine a fictional space, like 
a pouch. As in Baroque architecture you can 
find in between spaces hidden within, 
between the actual spaces, something 
private. The fold can open up and close, 
expand or shrink. It is the different stages - 
the fold, the unfold and the in between, not 
totally folded nor unfolded. It is where you 
can also trace the signs of how the material 
was manipulated. Where the light hits the 
fabric you can find clues of how it was 
folded in the past, the light in relation to the 
shadows highlights the depth and reveals its 
layers. The spatial traces also reveal the 
history of a space. Here the imprint, light, 
shadow, pressure and tactility play a 
significant role. What happens when a fold 
ceases to be a fold but the trace of it still 
exists? The space loosens up and creates 
new relations in between. The fold can open 
up and close, expand or shrink. It is the 
different stages - the fold, the unfold and 
the in between, not totally folded nor 
unfolded. It is where you also can trace the 
signs of a past act.

Compile the material I got - continue to work 
with other materials - try textile and metal.

EXTERNAL PARTNER: ANNA 
NORDSTRÖM, textile artist

BAROQUE
"The baroque never offers us perfection and 
fulfillment, or the static calm of 'being', only 
the unrest of change and the tension of 
transience" p.354, Visual culture: Images 
and interpretations

"Movement, change, metamorphosis"

“The experience of baroque art is designed 
to overwhelm.” - Visual Culture

“The language of art and artifice inevitably 
invades the historical imagination. The 
fluidity, the emphasis on the shifting 
perceptual world, the lack of absolutes that 
Wölfflin finds so characteristic of the 
baroque imagination are also characteristic 
of his imagining of the baroque.” Visual 
Culture, p.319

“Baroque paintings open up vision with hazy 
edges, soft focus and multiple perspectives, 
presenting a distinct, tactile invitation and 
enticing the body to travel through the 
illusory space.” The Eyes of the Skin, p. 35

PART III

Drawing of a folded moment

SPATIAL AUTONOMY

BREATHING - MOTION

CONTRACTION - EXPANSION

INWARD ACTION

TIGHT - LOOSE - THE INNER - DISSOLVING 
PROJECTING - PRIVATE - PUBLIC - CLOSE 
BOUNDARY - OPENING - EXPANSION  
MOVEMENT - TRACE - LEVELS  - LAYERS

**My project is called ’Folded 
Moments - trace, memory & 
metaphor.’

I started my project with folding - 
the process of manipulating a 
material - which began with the 
aim of folding and making. I 
focused on folding with my hands 
as the only tools and then adding 
others depending on what the 
material requested. I ended up 
folding a lot; paper, metal and at 
last textile, which I felt gave the 
most to my process. The qualities 
I found, as well as the most 
transformable material of the 
three.**

My interest in traces and memory 
made me look at my folds in a 
different way. The stages made 
me more aware of the different 
transitions - The Fold, The Unfold 
and what happens in-between. 
My folds transformed and I saw 
them more as metaphors, my 
spatial metaphors.
To capture these moments I 
recorded several clips which I 
used to describe these acts. It is 
also where I could see the 
spatialities occur, in the 
expansion, between the two 
moments.

My exhibition contained a movie 
of a short moment. This moment 
was shared with my external 
partner textile artist Anna 
Nordström, followed by a talk. 
During the talk my external 
partner and I looked at several 
samples I made that also relates 
to the movie and my process. We 
started to talk about what 
moments she remembered the 
most, and also what traces the 
movie left behind. When the folds 
and the lines dissolve they trace 
back to past actions. The lines 
are here to guide us, some more 
visible than others.

"THE UNFOLD:  Clearly this is not the contrary 
of the fold, not its effacement, but the 
continuation or the extension of its act. The 
condition of its manifestation. When the fold 
ceases being represented in order to become 
'method', a process, an act,  the unfold becomes 
the result of the act that is expressed exactly in 
this fashion." Gilles Deleuze - The Fold.

It was when I started to film these tests, 
something happened, different moments 
started to appear and disappear. 
Something happens with the body when 
the fabric is in motion and are constantly 
changing. When the folds almost starts to 
breathe - expand and shrink - transforming 
and shifting shape. A frozen moment, a 
second that is captured in your memory. 
The folds start to leave traces, the lines 
start to disappear as well as appearing in 
new ways. It makes me think about these 
moments that only lasts for a second, and 
all of a sudden is taken away from you. You 
start to think about these important 
memories of yours, glimpses of memories 
that leaves a mark in you.

Folded moments - 
memory, trace, spatial 
metaphor.mov (Click on 
the black arrow)

THIN / TUCKS - If I make tucks in 
a thin paper the folds get more 
visible and significant. You can 
see through some parts and the 
tucks gets more like clear lines, a 
contrast is added to the paper. I 
find that it gets more significant if I 
have some distance between the 
tucks. So the pattern stands out 
more. If I then add more tucks in 
different angles you get another 
layer, and the overlap is an 
important element. If I look at the 
backside of the paper the tucks 
get more of a depth. They feel a 
bit darker because of the light.

Ögonblick: Rummets gränser 
vidgas i expansionen.

MOMENT
For me a spatial moment has a lot to do with 
emotions; it could just be the moment of 
looking out the window as I do now, to see 
the facade of building on the opposite side 
breathe, as the light appears and disappears 
when the clouds pass by. That makes the 
building live its own life in a way, and that 
specific moment makes myself more aware 
of my own breathing, makes me slow down 
and feel a presence.

“As soon as we become motionless, we are 
elsewhere; we are dreaming in a world that is 
immense. Indeed, immensity is the movement 
of motionless man. It is one of the dynamic 
characteristics of quiet daydreaming.” - The 
Poetics of Space, p. 184

METAPHOR

“An architectural metaphor is highly abstracted 
and condensed experimental entity, which fuses 
the multiplicity of human experiences into 
singular lived images, or a sequence of such 
image.” The embodied image, chapter 5.

“Architectural metaphors or images have an 
extraordinary impact, due to their structuring of 
power, and they are even exploited in other art 
forms." The embodied Image, Juhani Pallasmaa

..“as all the poetic images obtain their mental 
impact thorugh emotional and embodied 
channels before they are understood by the 
intellect. In fact they may not be understood at 
all, yet move us deeply.”

“The richest experience happen long before the 
soul takes notice. And when we begin to open 
our eyes to the visible, we have already been 
supporters of the visible for a long time.” - 
Gabriele d’Annunzio - The Embodied Image, 
chapter 5.

“metaphors relies on what has been 
experienced before and therefore 
transforms the strange into familiar. 
Without metaphor we cannot 
imagine what is to be someone else, 
we cannot imagine the life of the 
other.” Cynthia Ozick. - The 
Embodied Image, chapter 3.

“Metaphors evoke one another and are 
coordinated more than sensations so that a 
poetic mind is purely and simply a syntax of 
metaphors.” Gaston Bachelard, On poetic 
Imagination and Reverie.

A figure of speech in which a term or phrase is 
applied to something to which it is not literally 
applicable in order to suggest a resemblance.” - 
Dictionary.com

“Something used, or regarded as being used to 
represent something else; emblem; symbol.” - 
Dictionary.com

representation

“The timeless task of architecture is to create 
embodied and lived existential metaphors that 
concretise and structure our being in the world.” 
- The eyes of the skin, p.71

“With the aid of concepts and 
metaphors we can articulate very 
finely, we can identify feelings and 
thoughts, like melancholy and
nostalgia, and connect them with a 
piece of music or a movie. But words 
and images always remain mental 
means.” - Oase Journal / SIMPLY 
GOOD by BART VERSCHAFFEL

“A metaphor is a false image, since it does not 
possess the direct virtue of an image formed in 
spoken revery.” - Gaston Bachelard, The 
Poetics of Space, p.77

DAYDREAM

“Experience, memory and 
imagination are qualitatively equal in 
our consciousness; we may be 
equally moved by something evoked 
by our memory or imagination as by 
an actual experience.” - The Thinking 
Hand

ATMOSPHERE

“Quality architecture is when a building manage 
to move me. What on earth is it that moves me? 
How can I get it into my own work? How can I 
design something like the room in that 
photograph - one of my favourite icons, a 
building I have never seen, in fact I think it no 
longer exists. A building I just love looking at. 
How do people design things, with such a 
beautiful, a natural presence, things that move 
me every single time.” Peter Zumthor, 
Atmospheres.

The first impression.

A flash Moment

Perception Sensibility

Mood, Intensity

Ability to move, touch you.

Rhythm

PRESENCE

“The most beautiful things 
generally come as a surprise” - 
Peter Zumthor, Atmospheres

Seduction

Levels of intimacy

Scale

Tuned Space

“curious situations that lose meaning 
when one tries to describe them: one  
has to be in them to understand 
them”  Atmospheres: Aesthetics of 
Emotional Spaces, p.9

Vagueness“The need to feel one’s own mindful physical
presence also reveals the need to feel one’s 
own vibrancy, vitality.” OASE JOURNAL 91

OASE JOURNAL 91

“After all atmosphere is something 
personal, vague, ephemeral and 
difficult to capture in text or design, 
impossible to define or analyse.” - 
Mark Wigley, Architecture of 
Atmosphere.

WHAT IS IT THAT MOVES 
ME?

HOW CAN I CAPTURE THIS FEELING?

THE IMAGE

FROZEN MOMENT

“We do not see it start, 
and yet it always starts the 
same way, that is, it flees 
the object nearby and right 
away it is far off,elsewhere, 
in the space of elsewhere.” 
- The Poetics of Space, p. 
184

Gille Deluze - The Fold

Vetenskapens värld - Origami

EVERYTHING IS MADE OUT OF FOLDS.

Baroque

”Rörelsen förs in som en dominerande princip, 
gärna i förbindelse med ett utnyttjande av ljus 
och skugga som förstärker känslans roll i det 
konstnärliga uttrycket. Gränserna mellan 
konstarterna tenderar att upplösas: arkitektur, 
skulptur och måleri fogas samman till ensembler 
som syftar till att övertyga betraktaren (den 
retoriska principen persuasio). Helheten blir 
viktigare än detaljerna, rummets gränser 
vidgas…” (Nationalencyklopedin, barock. http://
www.ne.se/uppslagsverk/encyklopedi/lång/
barock)

”Ovalplanen bildade ofta utgångspunkt för 
komplicerade rumsstrukturer. I fasaderna 
omväxlade utskjutande och inåtbuktande 
former och gav tillsammans med skulpturer och 
ornament ett betvingande intryck av rörelse, 
förstärkt genom spelet av ljus och 
skugga.” (NE.se)

MOVEMENT - DIRECTIONS - INFINITY 
INSIDE - OUTSIDE - INTERNAL - EXTERNAL

ENDLESSLY - CHARACTERISTIC - INFINITY 
LEVELS - HIGH - LOW - INNER - DIVISION - 
EXPANDS - TUCKED

EXPLORATIONS 1 / 
INTERIOR 
MATERIAL 
FICTIONS

MY OWN TEXTS/
REFLECTIONS

TO DO: Describe previous projects with 
spatial qualities - See if you do other 
findings or can draw new connections.

TO DO: Think about what your projects 
have in common - Can you see 
connections, what are they?

TO DO: Be clear about your interest - 
WHAT, HOW, WHY?

TO DO: Describe and reflect on what you 
learned.

MASTER 2 / 
2016-2017

VENICE

TRACES

During this first year in the master I realized 
that most of my own projects start with 
fascination for something. In this case a 
fragile wall, traces of a past action. I find it 
this way interesting as you really can tell 
what it is going to end with. Or what 
direction it will take. In that way I feel I can 
challenge myself into the end.

Here the trace of age and fragility is very 
present and visible. In the folding project I 
made before the traces were both vague and 
very clear in the different stages. The 
imprint of the city.

Adapt
Modify
Change
Transform
Fragile
Past
History
Memory
Remembrance
Lines
Age
Fracture
Gap
Split
Division
Mark

EXTENDING VENICE

Venice is a network of relations. 
The constant renegotiation 
between landscape and 
waterscape creates a distinct 
tension between all the elements 
of the city. Like the bridge and 
the water creates the joint 
between lands, so do our bodies 
create new joints between the 
walls and the city. This fragile city 
is under constant change which 
is very present in every detail. 

In our exploration we used our 
bodies as an extension between 
the typical elements we found, 
and the crucial fact that Venice is 
both slowly drifting away and 
falling apart. Extending the 
tension and holding together its 
parts with our own bodies adds 
another layer. 

PROJECT WITH SANNA 
TROTSMAN, LIJA SILINS, 
EMMA BRÅLANDER & ANDREJ 
MALININ.

PERCEPTION  / Perspective of 
the body

The specular picture of the city 
gets disrupted, looses its 
sharpness by the movement of 
the waves. Figures strike 
through, divides them. The 
paradox of the relationship with 
water and land is a constant 
discussion and negotiation, it is a 
loosing game.

TENSION / JOINT / Perspective 
of the void

A figure rises from the ground 
pushes through with a strained 
force. Small crumbles are 
tumbling down through the air, 
hitting the cobblestone with a 
soft sound, bouncing next to 
each other, a small dance before 
they align in silence.

The figure intrudes the void and 
creates a temporary joint 
between the already existing 
mass. A movement appears, 
small breezes reveals a tension 
in-between. The crumbles shift 
place.

TRACES / Perspective of the 
wall/city.
Once I was part of something 
whole, something new. Adapting 
to the transformations over time 
created fractures. Layers made 
me stronger, yet fragile.

HOLDS TOGETHER ELEMENTS,
MATERIALS AND RELATIONS.

WHAT HAVE YOU LEARNED?

TECHNIQUES

Rhino

Folding

imovie
3D-printing

MY INTREREST/STARTING POINT

FASCINATIONTRACES

Imprint

LINES

TRANSLATION

”the act or process of changing something from 
one form to another”

TRANSITION

TRANSFORMATION

PROCESS

OF BECOMING

Expectations

Moment

IMAGE

WHAT / HOW / WHY?

The method and process is more important 
in my projects.

I like to challenge myself/not have a clear 
goal/outcome.

My starting point is often a kind of 
fascination.

Text/Words

ZOOMING IN

CONNECTION: TRACES

PROCESS of 
becoming.ITERATION 1-3

TRANSITION - ÖVERGÅNG

The process or a period of 
changing from one state/
condition to another.

Example in my past 
project:
The transition is part of the 
phases of the fold;
The fold, The unfold, the in-
between.

The transition occurs within 
the transformation.

TRANSLATION - 
ÖVERSÄTTNING

The process of changing 
something from one form/
material/representation to 
another.

Description in other words/
language/representation - 
Movie, Photo, Drawing - 
Line, Collage, Model etc.
Being part of the 
transformation - it can tell 
or describe something else 
in the process,
to be a complement in the 
different representations 
which are used within the 
process.

The translation is part of 
both the transition and the 
transformation, a tool to 
use.

ONE’S OWN

Metaphrase: literal translation

acts of translation deals with shifting from 
one state to another.

TRANSFORMATION - 
FÖRÄNDRING

A thorough, dramatic 
change/operation/
appearance/character.

The process of becoming.
The transitions and 
translations describe and is 
part of the process in the 
transformation.

JUST CHANGE / Change is in particular 
transformation - one form changing into 
another - is nor simply a matter of 
alteration of an existing form to create a 
new one. Rather, change creates what we 
could call a “third form” - really a third 
state that is in the state of changing. We 
are accustomed to think in dialectical, 
binary terms, employing either/or 
reasoning, that we overlook or 
consciously avoid the in-between state of 
change, which is really the state we 
continuously inhabit. Our fixation on goals 
- forms that whatever reasons we desire - 
induces us to pass over the so-called 
“intermediate state”, the state of 
transition, the actual state of change, in 
our rush to get to the desired form. When 
we get there, of course, we find that our 
goal, once attained, no longer holds our 
interest, so we set new goals. In other 
words, we keep changing, but without 
ever embracing the state - and the forms 
- of changing itself.” - Lebbeus Woods
(lebbeuswoods.wordpress.com/
2010/05/16/just-change/)

THE QUESTION OF SPACE / “Space is 
essentially mental construct. We imagine 
space to be there, even if we experience it 
as a void, an absence we cannot 
perceive. For an object to exist, we think, 
it needs some kind of space. So the first 
space we can imagine is the space 
occupied by objects. In order to see an 
object we must me separated from it. a 
space must exist between us and the 
object. Therefore, we imagine a space 
around the object, and also around 
ourselves, because at some stage in our 
mental development, we realised that we, 
too are objects. Space is the medium of 
our relationships with the world and 
everything in it, but, for all of that, we do 
not experience it in a palpable, physical 
scene. We must think space into 
existence. It is worth pausing to consider 
assertion. If space is mental and 
nonmaterial, what does this say about our 
relationships to the world? And to the 
idea and reality of architecture?” - 
Lebbeus Woods

Mental Space?

I am intrerested in the 
process, where the acts 
appear in the process of 
becoming. The change 
which lead the way. It is 
when it becomes to clear 
or real I loose my interest. 
Therefore I want to 
explore the state where I 
still find it interesting, 
where everything is 
possible / in the imaginary 
state.

Paraphrase: restating, rewording, to put into 
other words.

Charcoal Drawing

Inhabit the space of the 
drawing. Room Scale Drawing.

FEEDBACK / ITERATION 3

Explain the connections/differences 
between the model/drawing/diagram.

Why did you “exhibit” the board with the 
plaster dust on?
Your workstation, process, carving out, the 
material that is left behind..

What is in the circle of the diagram?
Where do you want to be? In the circle?
Stay in the point where you are at now.

How do you organise the process?
How is the words connected?
Do you need them still?

Timelessness . Classical materials, why 
these? Clay, Plaster..

INDIVIDUAL - Is your work a representation 
of you?
It is like looking in to you.
Explain your inner world - Eternal
Invite us to the depth.
Well described in your text

You want to stay in-between the moments.

Look at other references of making/
sculpting?
Do not just look at texts.

Compare to classical sculpting?
Tradition of sculpting.
They express something deep.

Bill Henson?
The dawn of time
Becoming
Timeless

The quality of a drawing by 
hand, its visible layers, the 
traces of actions that are 
important. Workining as a 
kind of collage of time.

POSSIBLE SPACE / 
OTHER SPACE

Stay in the circle, on the edge.

..when you linger on the edge..

WHEN DOES SOMETHING QUIT BEING 
INTRESTING?

WHEN DOES SOMETHING BECOME 
INTERESTING?

Keep carving on my model, let it take time.

DOCUMENTATION

THE CIRCLE: where in the process of 
becoming I want to stay.

Stay in-between moments.

THE IMPORTANCE OF MAKING

SLOWNESS

SCULPTING SPACE

CARVING

SUBTRACTING

CASTING

BY HAND

“As our hands move, we have time to think and 
to observe our actions.”

INTERMEDIATE

being, situated, or acting between two 
points, stages, things, persons, etc.:

“Entering a space, for instance, implies an 
instant unconscious exchange; I enter and 
occupy the space and the space enters and 
occupies me.” The embodied image, p.42

THE EDGE

Man on Wire / Philippe Petit, Twin Towers, 1974

Lebbeus Woods, The Edge.

THE EDGE / “At the edge, we perform at our 
peak, our best. We have no choice, really. 
Anything less and we fall off the edge, plunging 
into the unknown. The edge is a limit, in the first 
place of our knowledge. We have to push 
ourselves to get to it. The closer we come to 
the edge, the more we have to use the 
knowledge we have. At the edge only the hard-
core knowledge is useful. All the frills and 
redundancies, the posturings and pretensions, 
simply get in the way and in fact will doom us to 
failure. At the edge it is only the essential and 
the authentic that count.
Architects rarely work anywhere near the edge. 
They usually operate well within the boundaries 
of what they comfortably know and what others 
know, too. We expect architecture to be stable 
and sure, indeed with just enough frills and 
pretensioms to make it a little, but not too, 
different from what we have known perhaps 
many times before. In this way, architecture can 
be reassuring and at the same time interesting. 
The designed spaces we inhabit, architects and 
their clients believe, should not push us to the 
edge, but instead keep us in a comfort zone, 
where we can live out our lives as fully as 
possible.
But wait. There is a contradiction here. If our 
goal is to live as fully as possible, to perform at 
our peak, our best, to use our most crucial 
knowledge and to shed all the superficialities 
that only distract us, then architecture that 
keeps us in the comfort zone, never testing our 
knowledge or skills or our will to excel, would 
seem to be somehow inadequate. The design 
of spaces we live in should challenge us to be 
imaginative, inventive, intrepid.
But wait again. Maybe most people prefer 
comfort to living fully, at the edge. Maybe we 
can live vicariously to the full—through movies, 
art, sports—that is, by watching others living at 
the edge, exercising their knowledge and skills 
to the limit. Throw in the occasional thrill ride at 
the theme park, or the once-in-a -lifetime car 
crash, or the inevitable death in the family, and 
that will do very nicely, thank you. Architecture, 
in this case, should give us refuge, sanctuary, 
protection from the extremes, placing us 
somewhere in a secure existential ‘middle.’
In today’s world, living in the middle has 
become, for many people, difficult. Living at the 
edge because of war, natural disasters, loss of 
homes, jobs, identities, they do not have the 
advantage of being actors, artists, or athletes 
trained to push themselves to the limits of their 
knowledge and skill, and perform at their best 
on the edge. Only those used to living in 
poverty, including slum-dwellers, learn 
somehow to live there, but their daily struggles 
for survival yield an abject victory at best. For 
the rest, the indignities of loss mount as they 
wait to be rescued. We do not often hear the 
stories of those for whom rescue never comes.
Philippe Petit’s walk on a wire between the Twin 
Towers of the World Trade Center, in August of 
1974, tells us a lot about architecture and the 
edge. He and his team, who illegally penetrated 
the buildings’ security systems and rigged the 
wire, conceived the two towers as anchor 
points, stable and sure. Architecture, we 
believe, endures. Our lives continually moving 
within and around it are fleeting, ephemeral. It is 
a very great, but also instructive, irony that, in 
this case, the architecture did not endure. The 
towers were brought down by illegal 
‘interventions’ different from Petit’s only in their 
intent to do harm, and to prove the instability of 
architecture. Both proved the vulnerability of 
presumably secure systems—especially the 
social ones symbolized by architecture—and 
shifted the focus of public perception and 
debate to what might be called ‘the endurance 
of ephemerality’ in contemporary worlds driven 
so often to the edge.” Lebbeus Woods

STATE: “WHEN YOU LINGER ON THE EDGE”

DREAMSCAPE

A dreamlike , often surrealistic 
scene.

A landscape or a scene with the 
strangeness or mystery 
characteristics.

IMAGINARY

"The human 'imagination' is a perfect 
sublimation of this dualism. In order to be able 
to imagine things, you operate in a fictitious 
reality. Everything is still open, nothing is 
concrete, but there is a great and self-evident 
trust in the idea that these things could also be 
'real'. The imagination is in principle always 
perfect. That's how it works with drawings and 
'models', which stimulate the imagination."   - 
Krijn de Koning

"The space is ungraspable, fixed between 
familiarity and distance. The body is tranquil, the 
eyes and the mind are alert. One walks there as 
if in a dream.”    - Models and Other Spaces, 
Milica Topalovic

"Disbelief
There are spaces whose main quality is that they 
don't appear to be real. Some of them seem to 
linger on the edge of reality: they may look too 
simple or too perfect or even too familiar. Or they 
look slightly imperfect, with some crucial details 
missing, almost disappearing before your eyes, 
like a faded image. Others seem to escape reality 
in the direction of a mental space: they are too 
particular, obsessive in the way that details and 
elements are arranged, caught in the grips of 
individual fantasy, taking on the features of the 
mind of their maker. And sometimes a space 
seems to be a pure departure into the unknown, 
away from the common laws and norms of reality: 
a new universe of forms and relations".

”Ruins of representation
For the of the model lies on the border between 
representation and actuality. Like the frame of a 
painting, it demarcates a limit between the work 
and what lies beyond. And like the frame, the 
model is neither wholly inside nor wholly 
outside, neither pure representation nor 
transcendent object. It claims a certain 
autonomous objecthood, yet this condition is 
always incomplete. The model is always a 
model of. The desire of the model is to act as a 
simulacrum of another object, as a surrogate 
which allows for imaginative inhabitation.” - 
Christian Hubert

“Architects move and work in spaces of 
representation and experience, that is, they plan 
the space to be constructed and attempt to 
walk through it in their imagination. These 
mental images are translated into space-
defining elements.” p. 55, Threshold Spaces

REPRESENTATIONS OF 
IMAGINATION

“If the naturalism and graphic virtuosity of 
architectural portrayals are too great, if they lack 
“open patches” where our imagination and 
curiosity about the reality of the drawing can 
penetrate the image, the portrayal itself 
becomes the object of our desire, and our 
longing for the reality wanes because there is 
little or nothing in the representation that points 
to the intend reality beyond it. The portrayal no 
longer holds a promise. It refers to itself. “ - 
Thinking Architecture, Peter Zumthor.

“These sort of drawings enable us to step back, 
to look, and to learn to understand that which 
has not yet come into being and which has just 
started to emerge.” Thinking Architecture, Peter 
Zumthor.

DRAWING
“If the naturalism and graphic virtuosity of 
architectural portrayals are too great, if they lack 
“open patches” where our imagination and 
curiosity about the reality of the drawing can 
penetrate the image, the portrayal itself 
becomes the object of our desire, and our 
longing for the reality wanes because there is 
little or nothing in the representation that points 
to the intended reality belong it. The portrayal 
no longer holds that promise. It refers only to 
itself.” Thinking Architecture, p.13

“..curiosity about the reality it promises, and 
perhaps - if the promise has the power to move 
us - a longing for its presence.” - Thinking 
Architecture, Peter Zumthor, p.13

When we don’t know what is coming we 
start to imagine. As architects we use 
our imagination to get forward in our 
work. We build models and make 
drawings to visualise what we are 
imagining. Then we imagine how it is to 
move around in this model space, and 
as well as walking around in the drawing 
in our imagination. The state where 
everything is kind of possible, before the 
real of reality. That is something I find 
interesting.

"Thanks to our imagination we are able to grasp 
the multiplicity of the world and the continuum 
of experience through time and life." Embodied 
image p.10

“Deep shadows and darkness are essential, 
because they dim the sharpness of vision, make 
depth and distance ambitious, and invite 
unconscious peripheral vision and tactile 
fantasy. How much more mysterious and 
inviting is the street of an old town with its 
altering realms of darkness and light that are the 
brightly and evenly lit streets of today. The 
imagination and daydreaming are stimulated by 
dim light and shadow. In order to think clearly, 
the sharpness of vision has to be suppressed, 
for thoughts travel with an absent-minded and 
unfocused gaze.”

“Mist and twilight awaken the imagination by 
making visual images unclear and ambiguous.”

“To imagine is always to recognise in reality that 
which is not perceived through senses in a 
given moment, that which is absent, and even 
nonexistent. Yet the imaginary is not a realm 
opposed to the real world as its denial or 
compensation. It grows among things, from 
room to room, in the interstice of buildings; it is 
born and takes shape in the intervals between 
places. It is the phenomena of the real, of the 
everyday. Every concrete situation in the world, 
every moment is pregnant with the imaginary. 
Imaginary objects are equally phenomena of 
reality – a kind of an assemblage of one’s 
impressions and knowledge – reality is their 
source.
For a possibility of a ‘passage’ from imaginary 
to the real, the structure that enables one to 
grasp imaginary objects from the standpoint of 
reality is sometimes called analogy.3 Meaning 
literally proportion, similarity, analogy or analogia 
is an object or icon that stands for something 
else. (This is rather familiar ground in theology, 
where descriptions of divine attributes use via 
analogia such as ‘God is a rock’ or ‘Jesus is a 
shepherd’). Through the processes of the 
imaginary, an object – an icon, a model, a work 
of art – ceases to be a thing-in-itself and begins 
to be imbued with the attributes of that which it 
represents – it moves beyond itself.” - Oase 
Journal 84, Models and Other Spaces, Milica 
Topalovic

“In reality it is only material and form, but it is a 
human compulsion to always want to
identify something, even if what we are seeing is 
entirely new to us. And that is precisely the key 
to these blots. What we see we have never 
seen before in that way. That makes it possible 
to develop a renewed image, one still open to 
interpretation and identification, yet sufficiently 
concrete and specific to hold on to.” / Anne 
Holtrop

This period has been about investigating 
and going back to a past project to 
understand more about my process and how 
the methods develop. I have used and 
looked at three words to describe the 
process; Transition, Translation and 
Transformation. My aim was to understand 
where these acts appear in the process of 
becoming, shifting from one state to another. 
Continuing where I left off, focusing on the 
transformation phase, where I began to 
make a dramatic or thorough change.

For me it usually begins with a small 
fragment, a moment or an image that 
captures my interest. It is when I begin to 
wander away in my imagination something 
happens and becomes interesting, 
something unexpected, which you 
sometimes can’t put the finger on. It is also 
where ended in my last project, where my 
imagination wandered away into the folds, 
trying to capture the spatial qualities. For me 
the movie was about capturing this feeling 
or atmosphere, which I believe I might not 
be able to show in another representation 
just yet.

Besides trying to understand the process of 
becoming, I have been thinking about the 
representations that actually keeps you in 
this imaginative state which also fascinate 
me. As the model is one of several, used as 
both an instrument and an object. The image 
or the drawing as well as the model are 
interesting as they all can embrace 
imagination in themselves.

As it is when it is too graspable and too 
clear I kind of loose my interest. I think it 
happens something when you linger on the 
edge, when you allow yourself to stay there 
a while longer. Therefore I embrace the 
process of becoming, which might never 
end or ends there right on the edge, 
zooming in and out, going back and forth, 
too keep it being interesting through out the 
whole process. It is the findings I make 
during the way that matter, which also lead 
the way.

“In the design process, the promise of 
architecture exists in the translation from 
concept to form. The investigating idea, moved 
through the method of representation via the 
tool, wins with material to make the object. This 
stream and sequence of conceptualization 
establishes the interrelationship of the evolution 
of an idea into a representation, through a 
material, to result in form, The tool determine 
the specifics at each stage. The analog 
relationships between the systems of 
representation and graphic production have 
associated dependencies upon the tools of their 
making and the methods of craft both in 
drawing and physical form. Architectural 
formalism is dependent upon these both as 
they synthetically establishes the concept and 
form of making. From idea through action, the 
result synthesises the sequence of process.” - 
Process - Material and Representation in 
Architecture, Gail Peter Borden.

process of change.

one state to another..

CONCEPT OF BECOMING

Nothing is constant except change/
becoming - Wikipedia

“Becoming is the process or state of change 
and coming about in time and space” - 
Wikipedia

ETERNALwithout beginning or end; lasting forever; 
always existing

That which is endless never stops but goes 
on continuously as if in a circle:

That which is everlasting will endure through 
all future

Occuring again and again

unchanged by time, esp being true or valid 
for all time

lasting or existing forever; without end or 
beginning.

TIMELESS?

MATERIAL?

ENDLESS

having or seeming to have no end, 
limit, or conclusion; boundless; 
infinite; interminable; incessant:

made continuous, as by joining the 
two ends of a single length:

Circle

IMAGE

CLEARNESS / 
UNCLEARNESS

H. WÖLFFLIN

“In a clear image, the parts can be established 
as elements, which is impossible in an unclear 
image because fluid transition cause the formal 
elements to merge.” - The Visibility of the 
image: History and perspectives of formal 
aesthetics. p. 74 “Clearness and unclearness, as we understand 

them here, are concepts of decoration, not of 
imitation. There is a beauty of the absolute clear, 
perfectly comprehensible appearance of form, 
and by the side of that there is a beauty which 
as roots just in the not fully comprehensible, in 
the mystery which never quite unveils its face, in 
the unassimilable which seems to change at 
every moment.” - Principles of art history.

“Mist and twilight awaken the imagination by 
making visual images unclear and 
ambiguous.” - The eyes of the skin, p. 46

Philosophy of the image

“Targeted image that force you to look and 
holds your attention.” - Showing off!

SEEING

"He is always seeing what something is by what 
it is not - or what it is about to become." p.349 
Visual Culture: Images and Interpretation.

“The breathless suggestion here of anticipation, 
of something that will yet come to be, is 
undeniable.” - Visual Culture: Images & 
Interpretations. p.356

“it is reasonable to assume that in order to 
recognise what I am seeing, I must see it first.”  
Visuality for architects, p. 25

“Should the formation of that image not count 
as (the primary moment) perception? p.25

seeing comes before words

“The relation between what we see and what 
we know is never settled.” - Ways of Seeing, 
John Beger, p.7

“The way we see things is affected by what we 
know or what we believe in.” p.8

APPEARANCE

GESTALT

VAGUENESS

UNFOCUSED VISON

“Refers to a real sensory percept, pictured 
representation or an imaginative metal images.” 
- The Embodied Image, 3. The many Faces of 
the image. p. 41

A physical likeness or representation of a 
thing (photographed, painted, sculptured, 
made visible.)

A mental representation; idea; conception.

POETIC IMAGE

“The poetic image refers to an vocative, 
affective and meaningful sensory experience 
that is layered, assosiative and dynamic and in 
constant interaction with memory and desire.” - 
The Embodied Image, 3. The many faces of the 
image.

“The poetic image redirects and focuses the 
viewer/listener/reader/occupants attention and 
gives rise to an altered state of consciousness, 
which evokes an imagery dimension, an 
imaginative world.” The embodied image, 3. 
The many faces of the image

Symbolism

“the practice of representing things by symbols, 
or of investing things with a symbolic meaning 
or character.”

"The poeticised image is a magical mental act, 
a shift and transference of awareness which 
becomes embodied as part of our life world and 
ourself." Embodied image, p. 11

EMBODIED IMAGE

"The embodied image is spatialised, 
materialised and multi-sensory lived 
experiences."  Embodied image, p.11

"Poetic images simultaneously evoke an 
imaginative reality and become part of our 
existential experience and sense of self." 
Embodied image, p.11

"The image offered us by reading the poem 
now becomes really our own. It takes root in 
us. It has been given us by another, but we 
begin to have the impression that we could 
have created it, that we should have created 
it. Gaston Bachelard

“Ways of looking at things, 1988.

“In search of the lost architecture: When I think 
about architecture, images come into my mind. 
Many of these images are connected with my 
training and work as an architect. They contain 
the professional knowledge about architecture 
that I have gathered over the years. Some of the 
other images have to do with my childhood. 
There was a time when I experienced 
architecture without thinking about it. 
Sometimes I can almost feel a particular door 
handle in my hand, a piece of metal shaped like 
the back of a spoon.” - Think about 
architecture, Peter Zumthor.

Every picture has recession, but the recession 
has a very different effect according to whether 
the space organises itself into planes or is 
experienced as a homogeneous recessional 
movement…. The great contrast between linear 
and painterly style corresponds to radically 
different interests in the world. In the former 
case, it is the solid figure, in the latter, the 
changing appearance; in the former, the 
enduring form, measurable, finite; in the latter, 
the movement, the form in function; in the 
former, the thing in itself; in the latter, the thing 
in its relations…. The former represents things 
as they are, the latter as they seem to be….H. 
Wölfflin, Visual CultureHe is always seeing what something is by 

what it is not— or what it is about to 
become.

“The breathless suggestion here of anticipation, 
of something that will yet come to be, is 
undeniable.”

“Perhaps, freed of the implicit desire of the eye 
for control and power, it is precisely the 
unfocused vision of our time that is again 
capable of opening up new realms of vision and 
thought. The loss of focus brought about the 
stream of images may emancipate the eye from  
its patriarchal domination and give rise to a 
participatory and empathetic gaze.” - The eyes 
of the skin, p. 36

RENAISSANCE / BAROQUE

“In opposition to the lucid, linear, solid, fixed, 
planimetric, closed form of the Renaissance --- 
the baroque was painterly, recessional, soft-
focused, multiple and open.” - Martin Jay - The 
eyes of the skin, p. 36

“Baroque visual experience has a strong tactile 
or haptic quality, which prevents it from turning 
in to the absolute ocular centrism of its 
Cartesian perspectivalist rival.”

“Since its invention in the Renaissance, the 
perspectival understanding of space has 
emphasised and strengthened the architecture 
of vision. By its very definition, perspectival 
space turns us into outsiders and overseers; the 
picture frame and vantage point push us 
outside the realm of the object of focused 
perception. Simultaneous and haptic space 
closes and enfolds us in its embrace, making 
insiders and participants.” - In praise of 
vagueness, Juhani Pallasma.

“Images of presence give rise to images pf 
memory, imagination and dream.” - The eyes of 
the skin, p.44

“An image is a sight which has been created 
or reproduced. It is an appearance, or a set 
of appearances, which has been detached 
from the place and time in which it first made 
its appearance and preserved - for a few 
moments or few centuries.” - Ways of 
seeing, John Berger, p. 9-10

“Every image embodies seeing.”

DEGREE 
PROJECT

THE PROCESS 
OF BECOMING

CHANGE

TRACES OF CHANGE

space which accommodate 
change

the act or instance of 
making or becoming 
different.

“JUST CHANGE / Change is in particular 
transformation - one form changing into another 
- is not simply a matter of alteration of an 
existing form to create a new one. Rather, 
change creates what we could call a “third 
form” - really a third state that is in the state of 
changing. We are accustomed to think in 
dialectical, binary terms, employing either/or 
reasoning, that we overlook or consciously 
avoid the in-between state of change, which is 
really the state we continuously inhabit. Our 
fixation on goals - forms that whatever reasons 
we desire - induces us to pass over the so-
called “intermediate state”, the state of 
transition, the actual state of change, in our 
rush to get to the desired form. When we get 
there, of course, we find that our goal, once 
attained, no longer holds our interest, so we set 
new goals. In other words, we keep changing, 
but without ever embracing the state - and the 
forms - of changing itself.” - Lebbeus Woods

Spatial promise Curiosity knowledge

TITEL: 
EXPLORING THE 
MOMENTS OF 
BECOMING

MOMENT

The moment it 
becomes.

EXPERIENCE

KEY MOMENT

“Both entering a space and leaving a space 
are key moments in experiencing spaces” - 
Threshold Spaces, p.49

WHAT IS A MOMENT, HOW 
LONG DOES IT EXIST?

THE EVENT

A space that only lasts for a brief moment?

Direct a play, stage setting

UNVEIL

AND  POSSIBLE; OTHER 
SPACES.

SITES: x 3

PARK - CHURCH - MODEL

TRANSITION ”a change from one state or condition to 
another”

TRANSLATION ”the act or process of changing something 
from one form to another”

TRANSFORMATION
”a complete or major change in someone's 
or something's appearance, form, etc.”

-- -- -- --  / CROSS 
CONNECTIONS

REFERENCES / 
QUOTES

ITERATIONS 1-3

MASTER / DEGREE 
PROJECT

BOOKS/RERERENCES:

RENAISSANCE AND BAROQUE

SPACE; TIME AND ARCHITECTURE

VISIBILITY OF THE IMAGE: History and 
perspectives of formal aesthetics

VISUAL CULTURE: Images and 
Interpretations

PRINCIPLES OF ART HISTORY

THRESHOLD SPACES

THE EMBODIED IMAGE

THE THINKING HAND

ATMOSPHERES: PETER ZUMTHOR

THINKING ABOUT ARCHITECTURE: PETER 
ZUMTHOR

THE EYES OF THE SKIN: Architecture and 
the senses, JUHANI PALLASMAA

VISUALITY FOR ARCHITECTS: Architectural 
Creativity and Modern Theories of 
Perception and Imagination, Branko Mitrovic

WAYS OF SEEING, John Berger

THE HAND, AN ORGAN OF THE MIND, 
Radman, Zdravko

OASE JOURNAL 84

“The circle, for instance, both focuses 
perception and energy in a centripetal manner, 
but it also expands and emanates energy 
centrifugally. At the same time, the circle is a 
symbol of the self, expressing all the dimensions 
of the psyche, including the man-nature 
relationship.”

TOOL : HAND

“The hand, its motion and, gestures are 
expressions of the person’s character to the 
same degree as the face and body physique.”

The hand is the window to the mind. - 
Immanuel Kant

HANDTOOL

The hand and the tool.

Extension

“The tool is an extension and specialisation of 
the hand that alters the hand’s natural powers 
and capacities. When an axe or a sheath knife is 
being used, the skilled user does not think of 
the hand and the tool as different and detached 
entities: the tool has grown to be part of the 
hand, it has transformed into an entirely new 
species of organs, a tool-hand.” - The thinking 
hand - The working hand. Juhani Pallasmaa

CRAFTSMAN

The Craftsman / Richard Sennett

“First, that all skills, even the most abstract, 
begin as bodily practices; second, that technical 
understanding develops through the power of 
imagination. The first argument focuses on 
knowledge gained in the hand through touch 
and movement. The argument about 
imagination begins by exploring language that 
attempts to direct and guide bodily skills.”

The Thinking Hand / Juhani Pallasmaa

“In addition to the tool the skilled practice of a 
craft involves imagination with the hand; every 
masterful exercise of craft projects determined 
intentionally and an imagined vision of the 
completed task or object at hand.” - Juhani 
Pallasmaa

CARVING

CRAFT

“People often say, “A lot of work went into this” 
when they sense the care and skill that its 
maker has lavished on a carefully constructed 
object. The notion that our work is an integral 
part of what we accomplish takes us to the very 
limits of our musing about the value of a work of 
art, a work of architecture. Are the effort and 
skills we put into them really inherent parts of 
the things we make? Sometimes, when I am 
moved by a work of architecture in the same 
way as I am moved by music literature or a 
painting. I am tempted to think so.” - Thinking 
Architecture, Peter Zumthor.

DETAILS

“Buildings are artificial constructions. They 
consists of single parts which must be joined 
together. To a large degree, the quality of the 
finished object is determined by the quality of 
the joins. In sculpture, there is a tradition which 
minimises the expression of the joints and joins 
between the single parts in favour of the overall 
form.” Thinking Architecture, p.14

“Architecture is always faced with the challenge 
of developing a whole out of innumerable 
details, out of various functions and forms, 
materials and dimensions. The architect must 
look for rational constructions and forms for 
edges and joints, for the points where surfaces 
intersect and different materials meet.” Thinking 
Architecture p.14-15

belonging - separation / tension - lightness / 
friction, solidity, fragility.

They do not distract or entertain?

MATERIAL

“Natural materials - stone, brick and wood  - 
allow our vision to penetrate their surface and 
enables us  to become convinced of the 
veracity of matter. Natural materials express 
their age and history, as well as the story of their 
origins and their history of human use. All 
matter exists in the continuum of time; the 
patina of wear add the enriching experience of 
time to the materials of construction.”

Dimension of time

Traces of wear

history

Solano Benítez / Gabinete de 
arquitectura

Venice Bienannale 2016

BRICK POETRY OF A BRICK

Construction

ancient material / technique

material as matter

vernacular materials

structure

“I try to make sure that materials are attuned to 
each other, that they radiate; I take a certain 
amount of oak and a different amount of pieta 
serena and add something to them: three 
grams of silver or a handle that turns or maybe 
surfaces of gleaming glass, so that every 
combination of material yields a unique 
composition, becomes an original.” Thinkings 
Architecture, Peter Zumthor, p.86

Markus Kyrkan, Björnhagen

Sigurd Lewerentz

1960

brick

tectonic language

spatial character

muteness

basic elements of construcion

enveloping surface

materiality

“By using an ordinary material, Lewerentz
gains the greatest possibility of achieving a
renewed reality within the material condition
of the building. To make an extraordinary
material special, is banal. To heighten one's
awareness of a humble material like brick, is
poetic.”

“The presence of brick subsumes
detail and becomes an enveloping surface
on which we walk, which covers us, which
surrounds us. Lewerentz' brick fabric
achieves a seamless web in which material
and shape result in spatial character.”BRICK EXAMPLE IN STOCKHOLM, SWEDEN.

“They embody an intellectual
struggle in which ideas of material assembly
are inseparable from the formation of intensely 
characterful spaces. Places which
engage with and articulate their situation
and purpose.”

“In the same way that he makes us look at 
bricks  as if they were a new material, each of 
us must confront the spaces of St Peter's anew, 
and on our own. The severely reduced palette 
of materials has the same effect as a silent 
space, and we gain an enhanced awareness of 
thephysical presence of the church, a presence
onto which we can project meanings.” - Oase 
Journal

BODY

SELF

SENSES“The Renaissance system of senses was  
related with the image of the cosmic body; 
vision was correlated to fire and light, hearing to 
air, smell to vapour, taste to water and touch to 
earth.” The eyes and the skin, p.16

Eye - Vision

“The eyes want to collaborate with the other 
senses. All the senses, including vision, can be 
regarded as extensions of the sense of touch - 
as specialisations of the skin. They define th 
interface between the skin and the environment 
- between the opaque interiority and the body 
and the exteriority of the world.”

the sense of aura

the authority of presence

Walter Benjamin

“Every touching experience of architecture is 
multi-sensory; qualities of space, matter and 
scale are measured equally by the eye, ear, 
nose, skin, tongue, skeleton and muscle.” - The 
eyes and the skin, p. 41

“The body is regarded as the medium of 
indentity and self-presentation, as well as an 
instrument of social and sexual appeal.

THE HAND, AN ORGAN OF THE MIND
When we see something as graspable, we 
imagine what it will feel like when we take 
hold of it.

Hands are things with which we act. Grasping: The hand and Thought

Hands bind us together and sets us against 
each other.

IMPULSE

Hands: Perceptual organs

“Slowly the tool of the hand disappear”. - On 
slowness, TOD WILLIAMS BILLIE TSIEN

REAL

If the imaginary is magic, can the real be 
magic too?

How do I transform this feeling I got from a 
specific moment into a space?

material

construction

assembled

MAGIC OF THE REAL
“There is the magic of a painting and poetry, of 
words and images, there is the magic of radiant 
thoughts. And there is the magic of the real, of 
the physical, of substance, of the things around 
me that I see and touch., that I smell and hear. 
Sometimes, at certain moments, the magic 
conveyed by a specific architecture or 
landscape, a specific milieu, is suddenly there; it 
has materialised like the measured growth of 
the soul, unnoticed at first.” - Thinking 
Architecture, Magic of the Real, p. 83, Peter 
Zumthor

“The Magic of the real: that to me is the 
“alchemy” of transforming real substance unto 
human sensation, of creating a special moment 
when matter, the substance and form of 
architectural space, can truly be emotionally 
appropriated or assimilated.” - Thinking 
architecture, p. 85

Essence of Atmosphere

material presence

"The sign is haunted by the nostalgia
for overcoming its own convention, that of being 
arbitrary. It is haunted by the idea of total 
motivation. It aims at the real as its beyond and 
abolition. But it cannot jump over its own 
shadow: this real is produced and reproduced 
by the sign itself. It is only its horizon. Reality is 
the fantasy by which the sign protects itself 
indefinitely from the deconstruction that haunts 
it." - Jean Baudrillard

DREAM

“The sense of self, strengthened by art and 
architecture, allows us to engage fully in the 
mental dimensions of dream, imagination and 
desire.” The eyes of the skin: Architecture and 
the Senses, Juhani Pallasmaa p.10 EMOTIONS

“..allow emotions to emerge, to be.” - Thinking 
Architecture, p.27

“Buildings that have a strong impact always 
convey an intense feeling of their spatial quality. 
they embrace the mysterious void called space 
in a special way and make it vibrate.” Thinking 
Architecture, p.21

“Works or objects of art 
that move us are multi-
faceted; they have 
numerous and perhaps 
endless layers of meaning 
which overlap and 
interweave, and which 
change as we change our 
angle of observation.” 
Thinking Architecture, 
Giacomo Leopardi, p.28

DEPTH; MULTIPLICITY; 
VAGUENESS; OPENNESS

indeterminate, vague

“The poet of the vague can only be 
the poet of precision.” Thinking 
Architecture, Italo Calvino, p28

MANY MEANINGS

“..instanteneous presence of a distinct emotion: 
the atmosphere of sound that envelops and 
touches me, that puts me in a special mood.” - 
Thinking architecture - The Magic of the Real

EXPERIENCE

“I like the idea of arranging the inner structures 
of my buildings in sequences of rooms that 
guide us, take us places, but also let us go and 
seduce us. Architecture is the art of space and 
it is the art of time as well . between order and 
freedom, between following a path and 
discovering a path of our own, wandering, 
strolling, being seduced. I give thought to 
careful and conscious staging of tension 
between inside and outside, public and 
intimate, and to thresholds, transitions and 
boarders.” - Thinking Architecture, Peter 
Zumthor, p.86-87

Enter a remembered or imagined place.

“When experiencing a work of art, a curious 
exchange take place; the work projects its aura, 
and we project our own emotions and percepts 
on the work.” - The eyes o the skin, p.68

DISBELIEF AMAZEMENT overwhelming surprise or astonishment.

ASTONISHMENT overpowering wonder or surprise; 
amazement

the inability or refusal to believe or to accept 
something as true.
amazement; astonishment

refusal or reluctance to believe

"Disbelief There are spaces whose main quality 
is that they don't appear to be real. Some of 
them seem to linger on the edge of reality: they 
may look too simple or too perfect or even too 
familiar. Or they look slightly imperfect, with 
some crucial details missing, almost 
disappearing before your eyes, like a faded 
image. Others seem to escape reality in the 
direction of a mental space: they are too 
particular, obsessive in the way that details and 
elements are arranged, caught in the grips of 
individual fantasy, taking on the features of the 
mind of their maker. And sometimes a space 
seems to be a pure departure into the unknown, 
away from the common laws and norms of 
reality: a new universe of forms and relations". - 
Milica Topalovic

MEMORY

MY childhood memories.

When I was little, walking around in my 
neighbourhood I walked passed an opening 
which were usually closed, a door that you 
might not notice at the first glance. A kind of 
an opening into another world. This door is 
part of a wall of division, dividing the 
neighbourhood where I lived and the other 
side, Slakthusområdet. I have always been a 
bit frightened of this wall because of the 
sounds on the other side so it took me a 
while to even experience that space and 
walking through that opening. But on that 
day, when the door was opened, I saw the 
sky clearly through the opening from 
beneath the stairs. It was that kind of 
moment that made me walk up the stairs 
because of that particular view I saw. That 
clear blue sky through the frame of a door. It 
was such a great contrast walking through 
that door as the side I lived on was calm and 
familiar, and the other side was full of life, 
action and was kind of unfamiliar in a way. 
Tons of trucks driving through and being 
parked in that space.

As soon as I visited the place I 
became a bit disappointed. 
The feeling I had in my 
memory was lost again.

I grew up in a newly built house in the 90ʼs. I 
felt it had no soul and no history. We lived 
there through out my childhood. And I have 
since I can remember always wanted to 
move away from that site. It was always 
more tempting to go across the road, the 
division between new and old. Walking 
around in the neighbourhood of the old 
buildings from 1890-1910ʼs. Here I could 
imagine myself living. Here the layers where 
many more, a completely another era. I 
never really felt home in our house built in 
beginning of the 90ʼs. And I always loved to 
visit my friends who lived on the other side. 
To play hide and seek in those kind of 
buildings where you could find hiding spots 
all over. In my friends grandmaʼs house 
where she had a secret room within the 
closet. The part where I could imagine who 
lived there before them, and why this secret 
room was built in the first place. I donʼt miss 
the house I grew up in at all. From time to 
time I go back to the neighbourhood, but 
staying on the opposite side of the road, or 
in the divisional wall of Slakthusområdet and 
the neigbourhood I grew up in.

Another memory I have in my childhood 
were when I was 4 years old, walking in the 
woods in Hälsingland together with my 
grandmother. I spent very much time there 
during my first years and a strong memory 
from that time is when we are walking 
around, me imagining that we were lost, 
trying to find home. And as soon as we 
passed that metal bucket which half of it had 
sunk down in the moss, I realised that we 
soon where about to get home again. A sign, 
a promise of what was about to come.

MEMORY OF A PLACE

MEMORYTo Remember a space

make a collection: collecting memory

memories and recollections

what is left behind when the moment is 
over?

“Perception, memory and imagination are in 
constant interaction; the domain of presence 
fuses into images of memory and fantasy.” - 
The eyes and the skin, p.68

HOME: one’s own

HOME / My home, my surrounding objects - it is what 
creates a whole. It is something about the home and its 
warmth. The closeness, a membrane, a kind of intimate 
space. It is what is closest to my body besides my clothes. 
My home is a kind of clutter of things, collections of small 
objects and memories, like an archive of myself.

Discovering a space, path of our own.

wandering, strolling, being seduced”

POETICThe poetic spacepoetry of a material

poetic qualitymaterialshine&vibrate

context

ELEGY - A form of poetry that mourns the loss 
of someone who has died or something that 
has deteriorated.

Poetics of Space, Gaston Bachelard

“We might say that we know something only 
when we are unable to define it... This is what 
we know what poetry is. We know it so well that 
we cannot define it-“ Jorge Luis Borges

MOOD

DARKNESS / SHADOWS

“Deep shadows and darkness are essential, 
because they dim the sharpness of vision, make 
depth and distance ambitious, and invite 
unconscious peripheral vision and tactile 
fantasy. How much more mysterious and 
inviting is the street of an old town with its 
altering realms of darkness and light that are the 
brightly and evenly lit streets of today. The 
imagination and daydreaming are stimulated by 
dim light and shadow. In order to think clearly, 
the sharpness of vision has to be suppressed, 
for thoughts travel with an absent-minded and 
unfocused gaze.”

“Mist and twilight awaken the imagination by 
making visual images unclear and ambiguous.”

“Likewise, the extraordinary powerful sense of 
focus and presence in the paintings of 
Caravaggio and Rembrant arises from the 
depth of the shadow in which the protagonist is 
embedded like a precious object on a dark 
velvet background that absorbs all the light. The 
shadows give shape and life to the object in 
light. It also provides the realm from which 
fantasies and dream arise. The art of 
chiaroscuro is a skill of the master architect too. 
In great architectural spaces, there is a 
constant, deep breathing of shadow and light; 
shadow inhales and illumination exhales light.” - 
Eyes of the Skin, p.47

Baroque

chiaroscuro

“Shadows praise light”

For me darkness and shadows 
sets me in a specific mood. The 
play of light and shadows - 
which makes the space change, 
as well as mood and how we 
experience a space.

LIGHT

shadows of our past

EMPATHY

COMPASSION

any strong feeling, as of joy, sorrow, or fear

att röra sig, engagera sig, rörelsekraft

“feelings and ritual expressions of emotions are 
themselves also historical events.”

“When the rich variety of spatial
conditions begin to emerge from this
darkness they appeal directly to our
emotions, bypassing an understanding of
the building within our personal inventory of
experience.”

“computer imagining tends to flatten our 
magnificent, multi-sensory, simultaneous and 
synchronic capacities of imagination by turning 
the design process into a passive visual 
manipulation, a retinal journey. The computer 
creates a distance between the maker and the 
object, whereas drawing by handas well as 
model-making put the designer into a haptic 
contact with the object or space. In our 
imagination, the object is simultaneous held in 
the hand and inside the head, and the imagined 
and projected physical image is modelled by 
our bodies. We are inside and outside of the 
object at the same time. Creative work calls for 
a bodily and mental identification, empathy and 
compassion.” The eyes of the skin: Architecture 
and the senses, p. 12-13

What if we do both? Drawings by hand and in 
digital? To look at the qualities of the hand 
drawing and interpret that in the digital 
drawing? If you add layers of information as 
the hand drawing has as a quality it could get 
interesting. Keep all layers visible in some 
sense? Maybe a kind of a collage in a digital 
manner. How about the tactility of the hand 
drawing? What if you always have these 
qualities in mind, can the drawing still move 
you? Can you still be able to inhabit the 
drawing?

VISUAL IMAGINATION “Do we think using images? Or do we represent 
our thoughts using vision imagination?”

Interface - part of thinking mechanism?

VISUALITY FOR ARCHITECTS: Archtecural 
creativity and modern theories of perception 
and imagination

“The acoustic harshness of an inhabited and 
unfurnished house as compared to affability of a 
lived home, in which sound is refracted and 
softened by the surfaces of numerous objects 
of personal life.” - “(the strongest memory of 
some places are those of odor.) - J.Pallasmaa

The brain thinks by forming images (Stephen 
Kosslyn)

“The system makes information from long-term 
memory explicit in an image; pictorial properties 
of imagery are functional and not merely 
representations of thoughts. When thinking of 
spatial objects, we are depicting them in 
ourselves, not describing them. “ - Visuality for 
Architects, p. 66

DEPICT: - to represent by or as if by painting; 
portray; delineate.
    • to represent or characterize in words; 
describe.

“images have spatial extent”  -SK

“Mental images are not really in 
space but they are in a medium that 
functions like spatial 
representations.” - Visuality for 
Architects, p. 67

KNOWLEDGE Jonna Bornemark Vad är kunskap?

Icke-vetandets möjligheter

WHAT IS KNOWLEDGE?

“We might say that we know 
something only when we are 
unable to define it... This is what 
we know what poetry is. We 
know it so well that we cannot 
define it-“ Jorge Luis Borges

TO DEFINE

PROCESS OF BECOMING

In this project I dealt with the notion of time 
and memory and all the layers at Slussen. 
How that site has transformed over the 
years and decades. The layers of history that 
you might not see, as all the visible layers 
that has worn out. Which are the reason 
Slussen needs to transform in order to be 
saved from the decay. The memories might 
fade away like the fragments I found of 
peeling color also will do as the site gets 
rebuild. My spatial shape became a kind of 
monument, dealing with the remembrance of 
this moment in time, yet adding another 
layer.

MODEL

RUINS OF 
REPRESENTATION,  
Christian Hubert, 1981

“The domain of inhabitable objects that 
architecture claims as its own finds its first 
intimation in the model. The model purports to 
present architecture, not represent it. Unlike the 
signs of language, whose signification is 
primarily a matter of arbitrary convention, the 
relation of the model to its referent appears 
motivated in the sense that it attempts to 
emulate or approximate it. Its adequacy is 
defined by resemblance. In Charles Peirce's 
terms, the model is an iconic sign, directly 
resembling its referent by sharing its 
characteristics. Its colors and proportions are 
identical to those of its referent, and, most 
importantly, it is a three-dimensional object.
Furthermore, the scalar relation, because of its 
mathematical character, does not appear as 
arbitrary convention but as necessary rule. If 
buildings are thought to be the ultimate 
referents for architecture, then the model could 
be thought of as its semi-fictional account. The 
fact that the model must be built reinforces its 
claim to motivation. While its materials may 
differ, the models fabrication itself becomes a 
form of surrogate building which serves to 
explicate the workings of architectural drawings 
by translating them into three-dimensional form. 
In this manner, the model is a sort of test of the 
design..”

“The construction and possible deconstruction 
of the model have the capacity to clarify 
attributes of the composition or the assembly of 
building elements. The craft of building models 
may be seen as the displacement and 
condensation of the craft of building, an attempt 
to recover the aura of the work by fetishizing the 
facticity of surrogate objects. Model-making 
might be seen as playing the role that stone 
cutting previously played in the education of 
architects -- their firsttectonic marks upon 
material as these are inscribed into the history 
of building”

“For the space of the model lies on the border 
between representation and actuality. Like the 
frame of a painting, it demarcates a limit 
between the work and what lies beyond. And 
like the frame, the model is neither wholly inside 
nor wholly outside, neither pure representation 
nor transcendent object. It claims a certain 
autonomous objecthood, yet this condition is 
always incomplete. The model is always a 
model of. The desire of the model is to act as a 
simulacrum of another object, as a surrogate 
which allows for imaginative inhabitation.”

“The reading of a building as a
model or a model as a drawing denies the 
epistemological fantasies of an architecture that 
postulates both an object and its adequate 
representation as its origin or end. Eisenman's 
deconstructive strategy puts object, process, 
and representation in unending play.”

“Model / Milica Topalovic
The reality of a space is brought to question 
when its attributes contradict conventional 
experience; for example, when a space or a 
place seems to be doubled or multiplied, when 
a place thus comes to act for another place, 
and the reality of both the original and replica 
loses credibility. Doubt is also cast on the reality 
of a space when a time shift is involved, when a 
space seems to try to enact an event or a 
setting from the past or in the future.
The space of a model always seems unreal, as 
it comprises precisely these kinds of time and 
space shifts; a model always points beyond its 
specific geographic and temporal coordinates 
to a different space and a different time. In the 
space of a model, here becomes there, and 
now becomes then. “

MODELS AND OTHER SPACES, MILICA 
TOPALOVIC, OASE JOURNAL 84.

“This sense of model is close to 
image, to form an image of, to 
imagine, to alter reality.”

LINGER ON THE EDGE OF REALITY.

ESCAPE REALITY - MENTAL SPACE DEPARTURE INTO THE UNKNOWN, AWAY 
FROM THE COMMON LAWS ADND NORMS..

A SPACE THAT COMES TO ACT FOR 
ANOTHER PLACE

TIME / SPACE SHIFTS

IN THE SPACE OF A MODEL, HERE 
BECOMES THER AND NOW BECOMES 
THEN.

DISTANCE, DETACHMENT, DISRUPTION

IMAGINATIVE OCCUPATION

THE SPACE OF A MODEL IS ALWAYS UNDER 
GAZE, BUT THE GAZE CAN NEVER BE 
DIRECTED BACK. THE THRESHOLDS 
BETWEEN THE TWO SPACES IS 
IMPASSABLE, IMPENETREBLE.

CEASES TO BE A THING-IN-ITSELF AND 
BEGINS TO BE INBUED WITH THE 
ATTRIBUTES OF THAT WHICH IT 
REPRESENTS - IT MOVES BEYOND ITSELF.

TO MODEL IS THE ABILITY TO IMAGINE, 
AND THUS THE MANIFESTATION OF THE 
ULTIMATE FREEDOM.

DREAM

OBJECT

IMAGE OF, MODEL OF..

THE SPACE IS UNGRASPABLE

FICTIONAL

SOMEWHERE ON THE EDGE

BORDER BETWEEN REPRESENTATION AND 
ACTUALITY.

UNREAL

BECOMING - 
IMAGINATION ABSTRACTION

“Do not believe—and I am dead serious when I 
say this—do not assume that order and stability 
are always good, in a society or in a universe. 
The old, the ossified, must
always give way to new life and the birth of new 
things. Before the new things are born the old 
must perish. This is a dangerous realization 
because it tells us that we must
eventually part with much of what is familiar to 
us.Unless we can psychologically 
accommodate change, we ourselves will begin 
to die, inwardly.” / OASE JOURNAL, A 
POSSIBLE ARCHITECTURE

PROCESS

“Only when there is something on the canvas 
can Richter respond to it by destroying it, 
changing it, smearing it away or repeating it. 
There is no predetermined plan in the making 
ofthe painting. There is perhaps something like 
a vague idea,
an intuition. It is like simply beginning to walk in 
an unknown place. But if there is no plan, how 
do you know what a good next step is? Every 
step, Richter explains, is an answer to the 
previous step that was taken. And every step is 
harder and harder to take. Until no more steps 
can be imagined, and there
is nothing wrong anymore. But indicating when 
the work is good, and therefore no longer bad—
that is incredibly difficult.
The two look around the studio, and out of the 
42 works hanging there they both point out one 
work they find very good.
What is their joint capacity to see that is 
precisely this work that is good? There are 
identifiable, specific criteria that are
important. There is a degree of innovation, of 
something new—of never having seen 
something like this. There is the discrepancy
between what you know and what you 
experience. When someone makes or writes 
something he can start from what he
has learned, or he can try to put a new 
experience into words. In Richter’s work there is 
no mystification, religion, subconscious, 
surreality or experience of nature. The work is 
verifiable
thanks to what is visible. Yet its power lies in the 
impossibility of describing what one experiences 
when one sees it. It is an experience to be able 
to see the work as yet undefined, when it still 
provides enough freedom to be able to interpret 
it freely, and on the other hand provides enough 
to hold onto and lends enough 28 conviction in 
everything that is visible. A framework for an 
experience in which the viewer has to find 
himself in an image that cannot yet be 
explained.” A possible Architecture / Case 
Journal

A POSSIBLE ARCHITECTURE

A POSSIBLE ARCHITECTURE
ANNE HOLTROP
“I am interested in a possible architecture. In my 
work I start with form or material that often 
comes from outside architecture.
In the conviction that things can always be re-
examined and reinterpreted, they can also 
always be seen as architecture.
The way someone can see a butterfly or a lake 
in the ink blots of a Rorschach test. I want to try 
to look freely at material
and form and work with it in an intuitive way—
more or less without a plan. Or as Belgian 
architect Jacques Gillet put it: ‘The function for 
me, is in the doing.’ It is a process in which 
accident, along with coincidence, takes the 
lead. I want my work to remain interpretable, 
exactly the way it originated.
Not to form a singular conclusion, even when I 
am no longer working on it. In this way, 
architecture emerges by imagining
a next step to the previous steps that have been 
taken.” / OASE JOURNAL

“Indeed, the imagination sharpens all 
of our senses. The imagining 
attention prepares our attention for 
instantaneousness.” - The Poetics of 
Space, p.87

“To verify images kills them, and it is always 
more enriching to imagine than to experience.” - 
The Poetics of Space, p. 88

SITE: MODEL

What happens when we put the 
model in the context of an 
exhibition? What does it 
become? An art object?

As the drawings are sometimes are hard to 
read the model become an important tool in 
an exhibition context.

“The thoughts and insights of architects and 
designers are almost always related to images 
and words. Architects need these images and 
words not only to formulate goals, stories and 
problems, but they also play a role in the design 
process itself. The memory of the designer is 
literally full of images, and in the process they 
inspire the designer. Most of these words and 
images, however, have to be seen as an 
unconscious reservoir of ineffable experiences 
and knowledge. What if we could create a 
mental tool that introduces playful mechanisms 
using these words and images (and other 
elements)?” - Thierry Lagrange
A Matrix as an Analogous Space / A Mental 
Tool for New Insights

“Could such a tool be used to evoke 
experiences and thus possible new insights? 
And if so, how is it related to the indistinctness 
and unconsciousness of the design process?"

“..a matrix in which words and images can be
combined in apparent and unexpected ways.
The use of this matrix first and foremost
could lead to an awareness of the load of 
ineffable words and images in the memory of 
the designer. The goal, however, is not the
exploration of the designers' experiences and 
knowledge, but can be seen as a strategy to 
open up the design process for unexpected 
combinations of his or her experience and 
knowledge."

“..a tool that explores and even strengthens the 
unconscious aspects of the process of design. 
The matrix has to be seen as a reinterpretation 
of an analogous space, a space in which 
different realities emerge at the same time.”

TOOLS

EXPERIENCE / KNOWLEDGE

PROCESS

“Paper architecture, like the model, can show 
dreams and operate on the level of utopia. But 
these idealised representations cannot 
demonstrate the qualities of actual architecture; 
they can only satisfy the professional, appeal to 
a learned audience. It may create controversy or 
open up new perspectives for architecture. But 
the genuine experience of space, material, light 
and sound is reserved for built
architecture.” Oase Journal - WANDERING
ELSBETH RONNER

“In other words, imagination only 
becomes reality when ideas are 
given form and tangibility in 
material.”

MODEL

SITE: CHURCH

Sofia Church

TAKING A WALK IN THE INTERIOR OF 
SOFIA CHURCH

It was the exterior of the church that 
intrigued me to enter inside from the 
beginning. Walking in made me a bit 
nervous, as it is a setting I am not used 
to be in. It also felt like the church and 
the people occupying it knew that. I felt 
like an outsider, not being able to focus 
on what I was intended to look for, the 
traces of change. It was quiet, but I 
heard some voices from other spaces 
around its centre. This was my second 
time to enter inside, and something 
happened with it as soon as the sound 
of the organ began to fill the space. The 
sound was dramatic, it was as if the 
inside wanted to impress me, set me 
and the church in a certain mood. I 
decided to sit on one of the wooden 
benches in the centre, enhancing this 
moment. The sound had the ability to 
distance me from the actual space, I felt 
like I was part of a movie with a 
soundtrack. As it was a movie of my 
own departure into a possible, other 
space. As I entered it the distance from 
the real space made me more 
comfortable in the interior of the 
church.

Traces of change
This church does not reveal its layers 
very clearly. Before stepping inside I 
have expectations of what is to come 
and how I would feel inside. When I 
come inside parts of me are 
disappointed in the appearance of the 
interior. I could somehow tell that 
something was missing, but not exactly 
what. The inside was light; like a blank 
sheet. A kind of opposite to the exterior 
with its richness of textures. I had 
expected and imagined to see 
something else. The inside felt too 
clean, like someone wiped off its layers; 
a kind of base for something to come. 
What about decoration?

Standing in the centre, in the core, the 
first thing I notice is its ceiling and the 
play of light and shadow between the 
arches. I imagine it being filled with 
decoration, with an artists mind and 
thoughts of the beginning of the 
nineteenth century. I see small circles, 
meetings between every arch, which are 
outlines that are kept. It is interesting to 
think about these aspects of change. 
That its inner parts has been changed 
and based on aesthetic reasons at a 
certain time in history. I feel like the 
inside is part of another era, an era 
when the decoration was thought of as 
inappropriate, and had been wiped off. 
The traces of the beginning is gone, lost 
in another time.

I took a part with me from the church 
when I recorded the sound of the organ. 
When I listen to it afterwards by my 
desk in the studio I can certainly not 
transfer that moment by only hearing 
the sound once again. I cannot set aside 
that I am not in the same context any 
longer. I am still here and now, not there 
and then. This spot by my desk does 
not become something else than what it 
is. All I have is a badly recorded sound 
on my phone. My memory of 
experiencing the inside of the church is 
more important, but the sound can help 
me to remember details, but not make 
up the whole.

PAST - 1906
REDRAWN, DRAWINGS

PRESENT -  2017

SITE: INTERIOR / Inside of a building

being within; inside of anything; internal; 
inner; further toward a center:

of or relating to that which is within; inside:

private or hidden; inner

the inside part of a building, considered as a 
whole from the point of view of artistic 
design or general effect, convenience, etc.

a pictorial representation of the inside of a 
room.

Words connected to interior:
reality, inhabitable, constructed, materiality, 
physical, defined, context, interaction, 
structure, existing, time, internal, 
relationships, within, activities, function, 
center, occupy, space, inside of, 
connections, layers, concrete, stability, 
bodily experience, closed, changeable, user, 
history, setting, public, detailed, surface, 
texture, transformed, folds, boundaries, 
open, depth, hidden, scale, touchable, 
traces of actions, value, colors, division, 
permanence, inner, private, effect, feelings, 
sounds

SITES: REFLECTING / 
CONNECTING
After visiting and experiencing these sites 
several times, I can suddenly see some 
connections that I did not think of at first. 
One quality they have in common are their 
ability to make me escape reality in a way. 
A quality I first found when experiencing 
the model and its becoming in the 
beginning. After looking at and visiting the 
two other sites I can clearly read them as 
something other than they are. The 
church and its atmosphere, the sound and 
its ability to set me somewhere else. The 
park where you escape reality in a way 
that you can escape the everyday life.

I am not sure if I need these specific sites 
to experience the same thing that I 
experienced during these moments. Can I 
transfer this feeling I got in the church, to 
the model and the park, or just here by my 
desk? Do I still need the space of the 
church to escape reality, or is it only about 
the sound and its ability?

I took a part with me from the church 
when I recorded the sound of the organ. 
Listening to it afterwards sitting here by 
my desk, this moment can certainly not 
be transferred. I cannot set aside that I 
am not in the same context any longer. I 
am not escaping reality, I am here and 
now, not then and there. This spot does 
not become something else than it is now. 
All the layers of its atmosphere is not 
here, only a small detail. I have my 
memory of experiencing the inside of the 
church, together with its sound, which 
can help me to remember some parts, but 
not everything.

SITE: MODEL / LANDSCAPE OF A MODEL

a representation, generally in miniature, to 
show the construction or appearance of 
something.

an image in clay, wax, or the like, to be 
reproduced in more durable material.

a representation, usually on a smaller 
scale, of a device, structure, etc

Words connected to the model:

distance, detachment, idea, utopia, 
dream, desire, resemblance, promise, 
unreal, time, imaginary, visionary, 
characteristics, shape, object, scale, 
deconstruction, fictional, instrument, 
representation, thing, freedom, sculpture, 
process, becoming, moment, 
intermediate, dialogue, abstraction, 
unknown, ungraspable, in-between, there, 
then, departure, act, impassable, beyond 
itself, manifestation, interpretation, 
juxtaposes, alter reality, thing, process, 
escape, represents, unites, unexpected, 
abstraction, form, transforming

One aspect of the qualities of a 
model are the imaginary. The 
spatial promise it can give, the 
model of and a place that 
comes to act for another place. 
The fact that I can inhabit and 
occupy the model in my own 
imagination. A kind of 
abstraction which can open 
your mind, and get a certain 
feeling. The model has a kind of 
distance and detachment to the 
body. When the model gets into 
a character it becomes its own. 
The model has endless 
possibilities and provides space 
for the unexpected. Moments 
can become ungraspable, a 
kind of passage into the 
unknown. The model can serve 
you by becoming something 
wherein something else can 
take place. Close connected to 
the image, as the image also is 
a image of something, and you 
are able to perceive and 
experience it in a similar way. 
Using the image to point out 
and communicate things in the 
model, to distort the scale, and 
be able to alter reality through 
the image.

“The reality of a space is brought to question 
when its attributes contradict conventional 
experience; for example, when a space or a 
place seems to be doubled or multiplied, 
when a place thus comes to act for another 
place, and the reality of both the original and 
replica loses credibility. Doubt is also cast on 
the reality of a space when a time shift is 
involved, when a space seems to try to enact 
an event or a setting from the past or in the 
future. The space of a model always seems 
unreal, as it comprises precisely these kinds of 
time and space shifts; a model always points 
beyond its specific geographic and temporal 
coordinates to a different space and a different 
time. In the space of a model, here becomes 
there, and now becomes then.” - Milica 
Topalovic

Traces of Change

This model is crafted and carved out 
with my hands as tools, interpreted by 
an abstract image of examining folds. 
The model is undergoing change every 
time I carve in the material and when 
the material gets shape. It is altering 
and shifting from one state to another, 
it is part of an intuitive process of 
change, where I begin to walk into an 
unknown place. The traces of change 
appears and disappears. Here it is me 
who takes control over every move as a 
reaction of every action. The model and 
material becomes continuous, every 
detail is taken care of. I could continue 
to carve, it might get destroyed or it 
might live forever.

TRACE

a surviving mark, sign, or evidence of the 
former existence, influence, or action of 
some agent or event; vestige:

HISTORY

"Disbelief

There are spaces whose main quality is that 
they don't appear to be real. Some of them 
seem to linger on the edge of reality: they 
may look too simple or too perfect or even 
too familiar. Or they look slightly imperfect, 
with some crucial details missing, almost 
disappearing before your eyes, like a faded 
image. Others seem to escape reality in the 
direction of a mental space: they are too 
particular, obsessive in the way that details 
and elements are arranged, caught in the 
grips of individual fantasy, taking on the 
features of the mind of their maker. And 
sometimes a space seems to be a pure 
departure into the unknown, away from the 
common laws and norms of reality: a new 
universe of forms and relations". - Milica 
Topalovic (6)

Imagination
When making representations of 
interior architecture we imagine its 
becoming. We can inhabit the space of 
a model or a drawing by using our own 
imagination. When I was examining 
folds I understood that it was 
something about the moment I wanted 
to explore further; when my model was 
in motion I captured these moments 
with tools and methods such as 
photography, filming and drawing. This 
movie put me in a certain mood, and 
made made me think about how to 
transform that specific feeling into 
space. In that moment I understood 
that I wanted to explore the state where 
I still can be part of the imaginative a 
while longer, transforming into the 
possible, other space.

Without these dreams about the 
becoming we wonʼt challenge ourselves 
and the field we are in. I would say it is 
also one of the more interesting parts, 
where we can inhabit an image, a kind 
of frozen moment in time, where 
everything yet is possible. For me a 
spatial moment has a lot to do with 
emotions; it could just be the moment 
of looking out the window as I do now, 
to see the facade of building on the 
opposite side breathe, as the light 
appears and disappears when the 
clouds pass by. That makes the building 
live its own life in a way, and that 
specific moment makes myself more 
aware of my own breathing, makes me 
slow down and feel a presence.

I have been carving on a model 
in plaster for a while now, 
interpreted by an image of 
examining folds.

The object is altering and 
shifting from one state to 
another, the visibility of the 
changes shift and fade away, 
and traces appears and 
disappears over time. To be in 
the role of a sculptor forces you 
to be this skilled craftsman, 
every stroke with a tool is 
present, the hand is thinking by 
making and have a closer 
connection to the mind in a way. 
I can feel every move with my 
hands and my own body. The 
model and material becomes 
continuous, it does not have an 
end and every detail is taken 
care of. I want to give the digital 
as much of a soul as in the 
making by hand. I need to be 
exactly this focused and 
engaged with all details, as I am 
with using only my hands. To 
transfer these qualities I find of 
the hand made into the digital, 
and leave the traces of action 
visible, that you would 
otherwise erase or take away.

THE HAND

REFERENCE/ASSOCIATION: RICHARD LONG

SITE: PARK

Elektra parken, 
Västberga

I first noticed the stones in 
the park as they had the 
ability and quality of framing 
one area. As a function of 
dividing the park into several 
parts. The rhythm of them 
being placed in a certain way, 
one after another, in a curved 
line. The direction they have 
been placed in gives the site a 
certain movement. The 
materiality of the stones 
enhances the feeling of 
permanence and its history.

Words connected to park:
open, public, landscape, rest, 
within, in-between, inhabitable, 
meeting place, activities, 
playground, paths, nature, 
materiality, connections, reality, 
context, interaction, defined, 
relationships, physical, sounds, 
layers, constant change, 
divided, permanence, faded 
boundaries, walk, experience, 
movement, history, merge, 
functions, freedom, people, 
directions, colors, traces, frame, 
social, owned, recreation, area, 
enjoyment, city, contrast, 
surroundings, transforming, 
passage

SITE: PARK / Landscape of a park

an area of land, usually in a largely natural 
state, for the enjoyment of the public, having 
facilities for rest and recreation, often 
owned, set apart, and managed by a city, 
state, or nation.

a piece of open land in a town with public 
amenities

Traces of change
Located in-between residential 
buildings and an industrial area, with 
streets named as ‘Cirkusvägenʼ and 
‘Dansbanevägen ,̓ the park ‘Elektraʼ 
hints of another time. These facts leave 
traces which make me want to know 
more about the past, than this moment. 
Its history is evident in the site s̓ 
different layers.
The residential buildings from the 
1940s, which in a way can reflect on the 
names of the streets and the activities 
offered there once.

I zoom in on several stones that are 
placed in a curved line with a bit of 
distance to each other. They capture 
my interest as they seem to hold 
another kind of history, being part of 
the park for a long time.
I come to think about when these 
stones got to the site? Do they have a 
function besides framing the area? 
What kind of history do they contain? I 
leave the park with these thoughts and 
questions and with an urge to get 
closer, to understand the site better.

ARCHIVE

archives,  a place where public records or 
other historical documents are kept.

a collection of historical documents or 
records providing information about a place, 
institution, or group of people.

EXHIBITION

WALLSPACE
HOW? WHAT?

ESSENCE?

INVITE?

MOOD?

EXPERIENCE

MY OWN

ONEʼS OWN

CONCEPT / NOTION OF

TIME

VALUE

I am interested in the state or 
moment when something is not 
clear nor unclear.

It could be this faded image that I 
used as a starting point and 
reference when I started 
sculpting in clay and carving in 
plaster. I wonder if it is also 
something about the interruption 
in a moment that makes you feel 
something. The unclear makes 
you wander away and imagine 
the possible other space, almost 
inhabiting the image.

I feel like I loose my interest 
when it's to clear or graspable. 
Something happens when you 
linger on the edge, and when you 
allow yourself to stay in the 
imaginative a while longer.

“In addition to the tool the skilled practice of a 
craft involves imagination with the hand; every 
masterful exercise of craft projects determined 
intentionally and an imagined vision of the 
completed task or object at hand.” - Juhani 
Pallasmaa

QUALITY

“What do we mean when we speak 
of architectural quality? It is a 
question that I have little difficulty in 
answering. Quality in architecture... is 
to me when a building manages to 
move me. What on earth is it that 
moves me? How can I get it into my 
own work? . . . How do people 
design things with such a beautiful 
natural presence, things that move 
me every single time. One word for it 
is Atmosphere.” - Peter Zumthor, 
Atmospheres.

ATMOSPHERE

“Quality architecture is when a building manage 
to move me. What on earth is it that moves me? 
How can I get it into my own work? How can I 
design something like the room in that 
photograph - one of my favourite icons, a 
building I have never seen, in fact I think it no 
longer exists. A building I just love looking at. 
How do people design things, with such a 
beautiful, a natural presence, things that move 
me every single time.” Peter Zumthor, 
Atmospheres.

The first impression.

A flash Moment

Perception Sensibility

Mood, Intensity

Ability to move, touch you.

Rhythm

PRESENCE

“The most beautiful things 
generally come as a surprise” - 
Peter Zumthor, Atmospheres

Seduction

Levels of intimacy

Scale

Tuned Space

“curious situations that lose meaning when one 
tries to describe them: one  has to be in them to 
understand them”  Atmospheres: Aesthetics of 
Emotional Spaces, p.9

Vagueness

“The need to feel one’s own mindful 
physical presence also reveals the 
need to feel one’s own vibrancy, 
vitality.” OASE JOURNAL 91

OASE JOURNAL 91

“After all atmosphere is something personal, 
vague, ephemeral and difficult to capture in text 
or design, impossible to define or analyse.” - 
Mark Wigley, Architecture of Atmosphere.

“Using the notion of intuition inherently suggests 
that atmosphere is part of what can be called 
common sense: knowledge and experience 
embedded in a larger community, able to be 
shared and exchanged.”

“Personal and emotional impression of a space, 
but this conjunction is reproduced by the 
objective assembly of materials, spatial 
proportions, the ageing of materials, the 
connections of the materials and the 
connections to the place or other buildings, 
rhythms, light etc.”

“Characteristic manifestations of the co-
presence of subject and object” - Gernot 
Böhme

Fragile

construct: materiality and detail

EXHBITION ARCHIVE

“The archive is popularly conceived as a 
space where things are hidden in a state of 
stasis, imbued with secrecy, mystery and 
power.”

“Archives are traces to which we respond; 
they are a reflection of ourselves, and our 
response to them says more about us than 
the archive itself.”

body of information or of objects bearing 
value and meaning.

[tate.org.uk/research/publications/tate-papers/09/
perspectives-negotiating-the-archive]

to tell a story

history

time

concept

layers

to collect and store materials - so that they 
can be found and used when needed.

to file or collect in or as if in an archive

a repository or collection especially of 
information.

a place in which public records or historical 
materials (such as documents) are 
preserved.

collection

traces

“By hosting – and making available – 
archives of accumulated architectural 
knowledge, museums inherently regulate 
how architecture’s history is understood and 
how new meanings are formulated. 
Inevitably, even as their basic approach to 
architecture may differ, all museums
instrumentalize the archive to validate and 
legitimize their specific conception of 
architecture.” - Oase Journal 99

“How are architecture museums adapting to changing patterns of 
production and consumption of architecture and cultural events? 
How can these institutions mediate the relation between the 
general public and architecture? What role should they play in 
current architecture culture? What is the agency of a disciplinary 
archive in these institutions? How can these institutions foster 
inclusive public spheres for architecture? How are spectacle and 
imagery problematized within these institutions? How can collection 
and exhibition advance architecture? How do these institutions 
engage with political and economic power structures? How do 
emerging and established institutions diverge in their approach and 
praxis?”

ARCHIVE OF FINDINGS

ARCHIVE

Archive Fever - Jacques Derrida

“Let us begin at the beginning, nor even at the archive. But rather 
at the word “archive” - and with the archive of so familiar word. 
Arkhē, we recall, names at once the commencement and the 
commandment. This name apparently coordinates two principles in 
one: the principle according to nature or history, there where things 
commence - physical, historical, or ontological principle according 
to the law, there where men and gods command, there where 
authority, social order are exercised, in this place from which order 
is given - nomological principle. There we said, and in this place. 
How are we to think of there? And this taking place or having a 
place of the arkhē?”

Arkhē  - beginning, orgin.

“1595-1605; orig., as plural < French archives < 
Latin archī(v)a < Greek archeîa, orig. plural of 
archeîon public office, equivalent to arch(ḗ) 
magistracy, office + -eion suffix of place” - 
dictionary.com

THE OFFICE

“The concept of the archive shelters in itself, of course, this 
memory of the name arkhé. But it also shelters: which come down 
to saying also that it forgets it. There is nothing accidental or 
surprising in this. Contrary to the impression one often has, such a 
concept is not easy to archive.“

latin: archivum

greek: arkheion

a house, an address

drawer
what do I put in the drawer?

“here and there in the brain, keep-sake boxes 
that preserve fragments of the past” - Bergson 
via Gaston Bachelard, The Poetics of Space, p.
75-76

filing cabinet

“..in which the drawer metaphor is presented in 
reverse: it is not the intelligence that is a filing 
cabinet; the filing cabinet is an intelligence.” - 
The Poetics of Space, p.77

“the foundations of the human mind.”-M. Carre 
Benoit - The Poetics of Space, p.77

“Derrida’s ‘mal d’archive’ can be found in many 
different people and walks of life. Why do we – 
archivists, artists, art historians, family history 
researchers, fans of Sonic the Hedgehog – long 
for archives? Perhaps because we find 
ourselves there and we can project onto the 
archive our imaginings. As with memory, we can 
be as selective as we like in what we take out of 
the archive, even while it claims to present the 
whole story. Those endless shelves of boxes 
seem to offer an illusion of authority and 
apparent truth; yet we all know there is no such 
thing. It also evokes what Derrida has described 
as a Western impulse to look for beginnings and 
the belief that these can be found in the archive. 
For her part, Carolyn Steedman has written 
about this aspect of ‘archive fever’:”

“The past is searched for something … that 
confirms the searcher in his or her sense of self, 
confirms them as they want to be, and feel in 
some measure that we already are … [but] the 
object has been altered by the very search for it 
… what has actually been lost can never be 
found. This is not to say that nothing is found, 
but that thing is always something else, a 
creation of the search itself and the time the 
search took” - Steedman 2002, p.77

“By contrast, Goshka Macuga has used the 
archive as a site of personal research, echoing 
Steedman’s description of the search for the 
self in the archive which in turn becomes 
something quite different. Macuga uses archival 
material as a territory for seeking, or creating, an 
authority through which she can 
explore herself:”

“It’s not the attempt to project my identity as 
much as to find my identity in the process [of 
creating an artwork]. I’m not living in my own 
country. I’m not speaking my mother’s 
language. The history that I’ve been educated 
with in Poland is not valid any more, because all 
the history books have been rewritten, so in a 
way I’m just creating my own histories, based 
on objects and artworks and certain 
experiences.”

ARCHIVE

Ilya Kabakov ‘The Man 
Who Never Threw 
Anything Away’

“A simple feeling speaks about the value, the 
importance of everything ... this is the memory 
associated with all the events connected to 
each of these papers. To deprive ourselves of 
these paper symbols and testimonies is to 
deprive ourselves somewhat of our memories. 
In our memory everything becomes equally 
valuable and significant. All points of our 
recollections are tied to one another. They form 
chains and connections in our memory which 
ultimately comprise the story of life.”

“The installation is critiquing the process of 
selecting what to be preserved, what to be 
discarded, what is considered valuable, archival 
and what is not, all of which is usually controlled 
and obscured by institutions of power. Now 
when it is no longer limited to academy and 
federal, the archive can be built, selected and 
accessed and preserved both physically and 
digitally by majority of citizens. The archive has 
become more intimate and personal, just as 
Kabakov’s imaginary man’s apartment.”

Sue Breakell

Perspectives: Negotiating the 
Archive

COLLECTING THE TRACES: AN 
ARCHIVIST'S PERSPECTIVE

ABSTRACT: “The phenomenon of artists 
drawing on their own and other archives is not a 
new one, but over the past few years there has 
undoubtedly been a significant increase in 
attention, among both artist and art historians, 
given to the archive as part of the creative 
process, as well as to archive practice. Archives 
have also become contested territory, caught 
up in discourses about the nature of museums 
and individual anxieties about the significance 
and preservation of documentation. From an 
archivist's point of view, archives have a positive 
and fertile role as both a resonant collective 
memory resource and a site of creative 
regeneration through revisiting the traces of 
earlier ideas and actions. Archive theory also 
emphasizes the importance of context in the 
assessment of the meaning of a document 
within a body of archive material. Consideration 
of the archives of Prunella Clough and Helen 
Chadwick within this wider context of archival 
theory and practice reveals in both cases a 
distinctly archival attitude to the documentation 
of the creative process, one which provides a 
rewarding insight into their work.”

Lecture: Sue Breakell. ‘Something of Our 
Own Selves: Talking Archivesʼ - Magasin III

[magasin3.com/en/sue-breakell-something-
of-our-own-selves-talking-archives-2/]

[tate.org.uk/research/
publications/tate-papers/09/
perspectives-negotiating-the-
archive]

“ Archives are traces to which we respond; they 
are a reflection of ourselves, and our response 
to them says more about us than the archive 
itself. Any use of archives is a unique and 
unrepeatable journey. The archive is attractive 
territory for the exploration of critical theory 
because of the processes it both documents 
and enacts, its contradictions and 
discontinuities. It is also appealing because of 
the way it both seems to reflect ourselves and 
yet so clearly does not. Let us not, amid these 
compulsions, lose sight of what the archive 
actually is. Carolyn Steedman writes that the 
reality of archives is ‘something far less 
portentous, difficult and meaningful than 
Derrida’s archive would seem to promise’.21 I 
would say they are meaningful in myriad 
other ways.”

secrecy past intimacy memory

warderobehiding place

“Architecture needs to be curated - not, as with 
art, to cure it of its open-eyedness or ambiguity, 
but of its matter-of-fact nature, its 
inconspicuous state, and of the fact that, as 
Walter Benjamin concisely expresses in his 
essay ‘The Work of art in the Age of Mechanical 
Reproduction’, it is experienced ‘in state of 
distraction’. It is often in an exhibition, away 
from the real world, that architecture can 
acquire an ‘aura’, can be subjected to a 
different, more concentrated form of attention, 
and as a result initiate the production of new 
insights, interpretations or meanings. In a way 
that is seldom, if ever, available to architecture 
itself, exhibitions become places of creative and 
intellectual production, of in-depth study and 
reflection, and of experimental design practice.” 
p.1

CONTEXT

SEMINAR ROOM

closed off space

wallspace

OFFICE

“Anyone intending to exhibit architecture usually 
begins by wondering whether this is even 
possible. In the art world, curating is a 
necessary operation that - as the world’s 
etymological roots attest - ‘treats’ or ‘cures’ art, 
making it visible and even understandable to an 
audience. Without the exhibition there is no art 
(or very little). Architecture, on the other hand, 
already exists in the ‘real world’, in the public 
domain, as a functional, three-dimensional, 
material element. Once scaled down or 
reproduced in the context of an exhibition, are 
buildings still ‘real’ architecture?” - Oase Journal 
88 - Exhibitions, Showing and Producing 
Architecture p. 1

“There is something peculiar in collecting 
and exhibiting architectural documents. In 
contrast to paintings or sculptures, 
architects’ sketches, plans and models do 
not form the object of the architectural work, 
but have only an indirect relationship to the 
creative process. Collecting and exhibiting 
these artefacts forces one to renew his/her 
relationship to architecture: as it is not the 
architectural object that is collected, but the 
work that represents it.”

MINIATURE 
TEMPTATIONS

A conversation with CCA Curator Howard 
Shubert on Collecting and Exhibiting 
Architectural Models.

“The ambiguity between the real and its 
representation, between the physical 
presence and intellectual process of 
architecture, constitutes the framework of 
each individual or institution interested in 
acquiring, collecting, archiving and exposing 
architectural models.“

“Indeed, when collecting and exhibiting 
architectural documents several questing 
arise. What happens exactly when the model 
enters the museum? Which role does it need 
to assume when exposed and made public? 
How can we consider its exhibition when 
taking the model’s significance and its role 
both in demystifying the architect’s work and 
mystifying his importance?”

“When in the architect’s office, the model is 
still ‘alive’ as it has potential to be changed, 
to be modified. At that point the model is 
also part of a work environment: plans have 
the stains of wine glasses, coffee cups, or 
dropped cigarette ashes. When the model 
enters the museum, it is protected, 
preserved and archived as it is at that very 
moment.”

“Often architects (from whom we have 
collected models) come here. And we need 
to tell them they can’t touch the models like 
that anymore. We could say there exists a 
kind of border between the architecture 
office and the archive. Once it is in the 
museum the model becomes precious, 
hence its aura.”

“When it enters the exhibition galleries, it 
becomes something else. We have tried to 
demystify that aspect in our exhibition as 
much as possible by not presenting work 
drawings and sketches as art objects; but 
presenting them as mush as possible in the 
way that they where in the office: plans 
without frame, sketches without a casing.”

“We always try to show the models as one 
piece of the process; the same is true for the 
drawings. For the Stirling exhibition for 
instance, we tried to show the dirtiness, the 
scribbling in the frames of the drawings. We 
try to demystify them, to get away from the 
idea that they are ‘only’ art objects. In fact, 
we try not to make it look to beautiful or too 
perfect.”

“How does the model document the design 
process of the architect? - How does it 
illustrate his thinking? - How does it allow us 
to understand the project?”

“Their working aspect interests us in 
particular as they are like conceptual 
sketches documenting the entire design 
process of getting from one point to 
another.”

“THE MODEL AS IDEA, AS ARCHITECTURAL 
COMMENTARY OR AS CONCEPTUAL 
IMAGE. “

FRAGILITY

TEMPORARITY

REPRESENTATION

IMAGE

TOOL

OBJECTS IN SPACE

explore spatial qualities

BEOMING: RUINS OF 
REPRESENTATON?

EXHIBITION: becoming: ART 
OBJECTS

archived, protected, preserved?

avoid ‘the museumʼ?

ARTIFACT

any object made by human beings, 
especially with a view to subsequent use.

something handmade or given shape by 
craft/man.

a handmade object, as a tool..

How to keep the feeling of the 
representations we use in our 
profession when moving them 
into an exhibition context? 
What do they become?

What happens in the shift? Do we look at 
them differently? And how can we still keep 
the use of them in this context so that they 
not only become an art object?

CONTEXTREFERENCE: Sir John Soane

“The entire second floor, where Soane and his 
wife had their bedrooms, and later the 
spectacular Model Room, was turned into an 
apartment for the curator. Then into offices. His 
‘Lobby to the Breakfast Room’ was lost, and a 
wall in the Dome area was knocked down, 
amongst other changes. With the Museum 
needing space for staff and storage, it seemed 
very unlikely that these significant losses could 
ever be reversed.”

SETTING

CONTINOUS

ARCH

SURFACE

LINES

LAYERS JUNCTION

CORE

CURVE SYMMETRY

ATMOSPHERE

DISCOVERY

ORDER
COMPLEXITY

PUBLIC / PRIVATE

FRAMING

DIVIDING

MEETING

In the past years I have understood 
that I have been more interested in the 
process than the actual outcome. 
Therefore I began to engage with the 
process of becoming this fall, it was 
starting point for me to understand 
something more about my own. To see 
where the different actions appear, 
such as translation, transition and 
transformation. Dividing the process in 
these phases also gave me better 
understanding and another awareness 
about how I use my tools and 
methods, as well as how they develop.

The becoming as well as my process is 
for me not linear thing. It is about the 
shifts and its layers, the making and 
doing, reflecting and thinking which is 
leading the way, and makes the 
process grow. To be able to go back 
and forth, to stay in-between where it 
is the most uncomfortable, and linger 
on the edge. A way for me to embrace 
this state in-between, before it 
becomes too clear and graspable. It is 
the findings I make over time that 
matters. It is in that state where the 
change itself will undergo and become 
more thorough, and dramatic.

Something happened for me when I 
began to collect my interests in this 
atlas. Everything became clearer, and 
fell into place. I created my own 
landscape where I could draw new 
connections between previous 
projects and references, a place for me 
where collect my interests and reflect 
about them. A place for me where this 
project could transform into a whole, 
exploring the moments of becoming.

I have been interested in the state or 
moment when something is not clear 
nor unclear. The unclear which has the 
ability and makes me wander away 
and imagine the possible other space, 
almost inhabiting the image of. And I 
feel like I almost loose my interest 
when it's too clear or graspable. S 
omething happens when I linger on 
this edge, and when I allow myself to 
stay in the imaginative a while longer. 
This faded image to the left I used as a 
reference which also became my 
starting point this fall. Continuing 
where I left off with examining folds 
earlier, I needed to zoom in, and get 
closer again to understand something 
more. I later began this journey in the 
sculpture studio, sculpting and carving 
in both clay and plaster.

I have been carving on a model in 
plaster for a while now, interpreted by 
this image above of examined folds. 
The model is altering and shifting from 
one state to another, the visibility of 
the changes shift and fade away, and 
traces appears and disappears over 
time. To be in the role of a sculptor 
forces you to be this skilled craftsman, 
every stroke with the hand and its tool 
is present, the hand is thinking by 
making and has for me a closer 
connection to the mind. I can feel 
every move with my hands and with 
my body. The model and material 
becomes continuous, it does not have 
an end and every detail is taken care 
of. The scale of the model is a little bit 
bigger than both of my hands together, 
a size which is connected to me being 
able to hold it and control it with only 
my hands. I feel the surface with my 
hands, it is them who decide where to 
go next, where I need to carve, the 
transition where the surface should be 
smooth or either sharp.

Imagination
When making representations of 
interior architecture we imagine its 
becoming. We can inhabit the space of 
a model or a drawing by using our own 
imagination. When I was examining 
folds I understood that it was 
something about the moment I wanted 
to explore further; when my model was 
in motion I captured these moments 
with tools and methods such as 
photography, filming and drawing. This 
movie put me in a certain mood, and 
made made me think about how to 
transform that specific feeling into 
space. In that moment I understood 
that I wanted to explore the state 
where I still can be part of the 
imaginative a while longer, 
transforming into the possible, other 
space.

Without these dreams about the 
becoming we won’t challenge 
ourselves and the field we are in. I 
would say it is also one of the more 
interesting parts, where we can inhabit 
an image, a kind of frozen moment in 
time, where everything yet is possible. 
For me a spatial moment has a lot to 
do with emotions; it could just be the 
moment of looking out the window as I 
do now, to see the facade of building 
on the opposite side breathe, as the 
light appears and disappears when the 
clouds pass by. That makes the 
building live
Snapshots from a movie I made, 
documenting and capturing a 
experienced moment.
its own life in a way, and that specific 
moment made myself more aware of 
my own breathing, made me slow 
down and feel a presence. I wonder if 
it is something about the interruption 
in a moment that makes you feel and 
react to something.

I need to keep the plaster in the so 
called in-between state of wet and dry. 
It is easier to carve when it has 
solidified and still is a bit wet. When it 
gets too dry the scraping and squeaky 
sound appears when I put the tool 
against the surface. When I deal with 
details, I let it dry a bit more, so I will 
not carve off too much material. It is a 
balance of keeping it smooth or sharp. 
When the material gets drier, the feel of 
the surface change from being cold 
and smooth, to dry, with a powdery 
surface. That is if I touch it, the 
material is transferred to my hands, 
and a white layer of dust appears.

“Even the hand has its dreams and 
assumptions. It helps us to 
understand the innermost essence of 
matter. That is why it also helps us to 
imagine forms of matter. - Gaston 
Bachelard, Water & Dreams

Making / Doing
As making by hand has had a central 
role in my latest projects. it has been 
about only using my hands as tools or 
together with smaller tools used by a 
sculptor. The making is then controlled 
by the hand, intuitively. Thinking by 
making, imagining the becoming and 
taking care of every inch.

“The sculptor must strive continually to think of, 
and use form in its full spatial completeness. He 
gets the sold shape, as it where inside of his 
head - he thinks of it, whatever its size, of his 
hand. He mentally visualises a complete form 
from all round itself, he knows while he looks at 
one side what the other side is like; he identifies 
himself with its centre of gravity, its mass, its 
weight, he realises its volume, and the space 
what the shape displaces in the air. - Henry 
Moore

INTRODUCTION / 
PM

EXPLORING THE 
MOMENTS OF 
BECOMING, and 
possible other 
spaces.

REFLECTION:

“In Charles Peirce's terms, the model is an iconic sign, directly 
resembling its referent by sharing its characteristics. Its colors and 
proportions are identical to those of its referent, and, most 
importantly, it is a three-dimensional object.” - Ruins of 
Representation

“For the space of the model lies on the border between 
representation and actuality. Like the frame of a painting, it 
demarcates a limit between the work and what lies beyond. And 
like the frame, the model is neither wholly inside nor wholly outside, 
neither pure representation nor transcendent object. It claims a 
certain autonomous objecthood, yet this condition is always 
incomplete. The model is always a model of. The desire of the 
model is to act as a simulacrum of another object, as a surrogate 
which allows for imaginative inhabitation.” - Ruins of Representation 
Christian Hubert, 1981

“The play between representation 
and objecthood has also been of 
explicit interest in Modernist painting 
and sculpture. Much of the richness 
of Modernist pictorial experience lies 
in our perception of the tensions 
between the actuality of the work as 
an object and its representational 
readings -- between paint and 
picture -- or else between the object 
and the artistic activity, as ironically 
described in Jasper John's "Fool's 
House” - Ruins of Representation

THE OFFICE / ARCHIVE OF 
FINDINGS
It is interesting to think about 
what happens when you place 
architectural documents into a 
context of an exhibition. I think 
you need to be aware of the 
becoming and how it shifts 
from being ‘alive’ in an working 
environment and then 
becomes something else when 
it enters ‘the museum.’ 
Transformed into something 
finished with the possibility of 
only being seen as an ‘art 
object’, which could become 
and be seen as problematic. 
Something I would like to work 
with, and not against at this 
stage. The fact that the models 
and drawings, and all 
representations might loose its 
significance in that kind of 
context. Which make myself 
think about what role it will 
take on and what it actually 
would become in that kind of 
setting? And to think about 
how it will bring justice to the 
project in a way.

The importance of my work is 
to be seen as ‘alive’, as a 
process. How do I go about 
that in the context of an 
exhibition? Could I embrace 
the feeling of entering an office 
and its archive, instead of 
entering an exhibition? To get a 
feeling of that you would walk 
into my process, entering the 
archive of my findings. It is the 
matter of materials and how I 
choose to place everything in 
relation to what I have done. I 
feel that I have to skip the 
notion of the podium, and 
bring in things with 
significance of the ‘the office’ 
instead, as the drawer and the 
desk as what I use to exhibit 
my work on or in. Other 
aspects would be the 
atmosphere of the space; 
colors, materials and light 
settings for example that 
would have a great importance 
in this case.

It is a kind of border between 
the office and the museum. 
The fact that you hold and 
perceive the work in another 
way in the context of an 
architectual office, than in the 
space of an exhibition. To be 
seen as very precious in the 
museum and it would certainly 
change how you look at the 
work itself when it shifts. In a 
work environment it is not fixed 
and polished in the same way 
it would be if the things would 
enter the exhibition. An office 
as a place where you can can 
hold the work in your hands, 
looking at them closely, it 
automatically becomes a 
border and a distance to the 
work when it is placed on a 
podium or within a frame. You 
are not aloud to touch it the 
same way any longer, the 
relationship gets is lost on the 
way. You are also no longer 
aloud to be in the phase of 
making the representation, it is 
framed, protected and can no 
longer be changed or modified. 
My work will be exhibited 
somewhere in-between, where 
you could read it as a process 
and still being alive.

COMMUNICABILITY

HIDDEN

TECTONIC LANGUAGE

Photographer: Erika Kindblad

Drawing / Object - The Park
The relationship between the drawings 
and objects I made is about describing 
the meeting, where the spatial qualities 
arise. It is about a relationship and the 
distance in-between two or several 
objects. As being able to explore them 
in another scale, about shifting the 
view, getting closer, as well as the 
understanding the space.

Both the objects and drawings are 
representations of my analyse of the 
site, describing different parts I found 
interesting. Both made in different 
stages of my process, coming about at 
different times. As I felt the scale of my 
hand and the objects limited me in 
seeing things, I needed to convert the 
scale and make the drawings larger, as 
you could almost occupy the space of 
the drawing itself and get another 
understanding and awareness by 
looking at it. As you can get when you 
take photos of the objects, but I felt 
that it was not enough, I wanted to 
draw the space.

When the objects are being put 
together they create movements, 
relationships and different directions, 
which also give me an overview of 
what I have noticed at the site. One of 
the spatial qualities of these objects I 
made interpreted by the stones at the 
site were about their ability to frame a 
place. Almost melting in at the site, 
with a resemblance of the un arranged 
parts, the stones and its subtle 
attention in its material. Arranged and 
ordered, put together in a certain way, 
placed with a certain rhythm, which 
created a movement and direction. The 
different sizes of the stones also 
enhanced the feeling of rhythm. The 
interruption when one gap becomes 
bigger, a place to go through, in-
between two stones in a long row. 
Here again it is about the quality of the 
small shifts that make up the whole.

The objects which are a contrast to the 
drawings. The drawings whose main 
focus are to complement the objects I 
have made. The drawings focus on the 
meeting and the in-between space, 
zooming in on a specific area, as I also 
did at the site.

As the drawings were made with the 
desire to explore the meeting in 
another scale, I chose to work with 
charcoal again as I did with the other 
site; the model. This time I wanted to 
create a little bit of distance, so you 
get another kind of view, close but not 
too close.

Material / Techniques
The first two drawings I made where 
made on thicker printing paper with 
the width of 1000 mm, the paper height 
were cut into 2000 mm. After making 
the two I felt I wanted to use another 
kind of paper, more suitable for making 
drawings in this case. I also chose to 
use charcoal powder instead of only 
using the charcoal stick as did with the 
first two. The powder made it easier to 
apply shadows, and not to get as 
much lines and textures when I draw 
the lines and then smooth it out. 
Another aspect were also the richness 
of all layers of the powder, and the 
depth it helped create.

Video
As I made a short clip with me 
handling the clay I wanted to make one 
when making the drawing as well, to 
also understand the time aspect when 
going back and forth, to go back and 
look at the video, to get a distance to 
the drawing. Through the camera, into 
the digital, speeding up the pace. Here 
I could see where to make 
improvements and changes which I 
applied each day. I the moment making 
the drawing you become a part of it, 
dealing with small shifts, you are lost in 
the space of the drawing, wanting to 
see the whole picture, I zoom out again 
and come back.

The quality of a drawing by 
hand and its visible layers, the 
traces of actions that are 
important. For me a kind of 
collage of time.

RUINS OF REPRESENTATION?

THE DRAWER
hidden, layers, enclosed, inner, intimate, 
secrets, hiding place, buried, memory, past,  
mystery, distant, protected

THE DESK open, ongoing, alive, close, changeable,  
materiality, touchable

THE FEELING OF WALKING IN TO THE MAP 
AND MY ARCHIVE.

TRANSITION

ADDITION

What kind of addition do I 
make?

How is it relevant to the Church 
and its inside?

Relevant to what is lost?

SURFACE
LAYERS

Sculpting / Analysing
I am ending the analysis of this, the 
second site with sculpting in clay. What 
is the essence and inner logic of its 
interior? For me it is about its core and 
the centre; about the circle, repetition, 
order, arches, scale and symmetry; 
about its meetings. It is also about what 
is missing, that is the decoration, and 
the traces of change that are evident. 
Layers that are kept, and those that are 
wiped off.

When I began to take on this site in the 
sculpture studio, I made my own circle, 
a core. It took me about two hours. It 
was almost therapeutic to just make 
that and let it take the time it needed to 
become controlled by the hand, and 
transformed from being a raw material, 
clay.
This shape in clay is a representation of 
a feeling of a moment of what has been 
lost and wiped off.

The next step was to twist it, as a 
response to my feelings being inside 
the church, the anger and irritation of 
the parts that have been lost in the 
church, this shape in clay represent 
that moment. It was interesting to do 
this in several steps as a response to 
the site. A way for me to represent and 
understand its inner logic.

The third step was to go back to the 
circle and its core once again. To make 
several versions of a circle with 
different amounts of information. 
Adding lines, arches and distorting the 
shape. When does it cease  being a 
circle and become something else? Is it 
about making a kind of hybrid of my 
first response to the space and its core, 
the circle? I make several versions, 
where the circle is more or less evident 
in each.

My next move will be a forth step, the 
possible and final response to the 
church, and its inner logic. Can these 
parts I make in clay become an 
application to the church? Where I deal 
with the parts being wiped off. Can my 
exploration become an addition? With a 
new kind of richness which the 
decoration once had.

Material: The Making, The Doing
The clay is sticky from its beginning, it 
transfers to the hand as soon as I touch 
it. When the clay and the hand meet, 
the clay dries. It changes and the feel of 
the material shifts. If the clay becomes 
too dry from working with it in my 
hands I add some water. The clay then 
automatically gets loose, almost 
melting in my hands if I add too much. 
Adding water makes the material shine, 
and when it dries it becomes matte. 
The color of the clay is beige and 
transforms to light grey when it dries. 
Until the end when it is at its driest 
stage, it becomes almost white; at that 
point it changes from very smooth and 
cold to totally matte with a powdery 
surface. Then the material once again 
transfers to the hand and a powdery 
dust appears when the clay and hands 
meet.

TAKING A WALK IN THE LANDSCAPE 
OF A PARK; ELEKTRA PARKEN
There are several ways to enter this 
park, it has one main path through the 
park, connected with smaller paths of 
entry. The park is a kind of passage 
leading you to different areas in the 
surroundings. It is hard to grasp where 
this open space starts and where it 
ends as well as what parts actually 
belong to it. During this season the park 
is used as a passage, where people 
mainly walk their dogs and none of the 
activity areas are being used, besides 
the playground area. The park is 
constructed and divided into several 
parts, a small playground, an area for 
sports, and mostly an open landscape.

A landscape of a park is often set and 
located in-between. It is part of an 
environment and a context; its 
surroundings are affecting the site. The 
park does not always have set 
boundaries. Even if it has some walking 
paths with different directions, you can 
walk freely, as you like. The park has 
several points of entry, sometimes with 
one main entrance. The paths are 
leading you to something or through 
the park. The park can have different 
functions and merge together into a 
whole. It changes with seasons; colors, 
activities and its atmosphere shift. The 
landscape is part of nature and parts of 
it are constructed.

Film / Analysis
As a way to show and capture 
important moments of the site I record 
my exploration in a short movie.
I want others to explore this space with 
my eyes, as well as get an 
understanding of its atmosphere. This 
way I can bring together different 
methods in one. Using and merging 
drawing, sculpting in clay, text, photos 
and moving images together. A way to 
be able to describe it in different ways 
and show several layers of information 
in a matter of a few minutes.

Shaping and smoothing out the surface 
of the clay, I  process the site by 
making. As the stones at the site 
affected me it was clear I had to make 
my own. The film as well as the objects 
in clay was about understanding and 
analysing the park. To go deeper into 
something that I normally would just 
pass through. Taking on this site has 
not only given it more value for me, it 
has become something where 
something else can take place.

Back and forth: Analysis
When working with the different sites, I 
come back to them from time to time. As the 
process is about going back and forth, I 
begin to question myself if I have done that 
enough during this time. Do I linger too 
much on the edge? Maybe mostly waddling 
from side to side and at certain times; taking 
very, very small steps. In this moment I have 
stopped to think about and reflect on my 
own process again.

When making mostly by hand I can embrace 
the moments of making, the slowness, and 
not to rush to a desired form. If I rush, I am 
not totally involved with making. I need to 
commit to what I do, to be in the drawing 
rather than focusing on the other side, the 
result. I sometimes notice that I do rush at 
certain times, then I have to stop and reflect, 
and begin again.

Exhibition
My vision and thoughts about the exhibition 
is to make it possible to explore my process 
as an archive in several moments. To be able 
to walk around in the in-between state of the 
process that I have been working in and 
explore the moments of becoming, and can 
the archive become the final possible, other 
space of this exploration?

ATLAS
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intermediate

imaginative inhabitation concrete

imagination

PROCESS: 
TRANSLATION TRANSITION TRANSFORMATION

image

ungraspable

unclear

unknown

diffuse

fragment

reality

clear

graspable

defined

shift

possible other space

dream

passage

trace

uncertainty

poetic

embrace feeling

movie

drawing

model

future

character

one's own

metamorphosis 

representation

relief

dramatic

state / condition

spatial metaphor

ambigious

layers

dissolve

moment

faded

collage

deconstruction

zoom in

fictious

time

the edge

eternal

folds

becoming

mood

memory

change

history

archive of findingsexperience

church

park

exhibition

photo

goal

desire

in-between
uninteresting

unreal

undefined

clay

not rush into:

PROCESS: 

not linear

material

plaster

shape

object

landscape
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