
“I’ve always felt like there is a part of me that I can’t talk about, and that the part that I can’t talk 
about, is the essential part. And I think that one of the great driving forces in my life is to try and put 
this thing into words - the unknown within me, that in one way is so terribly clear, but every time I 
try to name it or tell someone about it, it falls apart.

I sometimes think of it like this: Everything is a fantasy. Everything is a fantasy, but the fantasy is 
what’s real.”

Erik Schüldt, Sök och du skall finna (Seek and you shall find)

When attempting to describe my work, I arrive at something like the quote above. Of course 
there are more tangible aspects to it, but in the attempt to build a bridge between thought and 
feelings (what’s inside) and expression and language (what manifests outside), a vacuum appears. 
Building the bridge is the driving force, but being in the vacuum is something like ... the state 
of being an artist. Or the state of being human. My project at Konstfack is a broad thematic 
exploration in the form of a collection of comic strips. Each strip contains a separate idea or 
concept, but they are connected by recurring characters, and by existing in the same world. 

One of the things I decided even before starting this course was that I would make a book that 
would be significantly longer than anything I’d done before. Partly because I was curious to try 
it, partly because I thought that if I’m going to be a cartoonist, this was a thing I needed to do in 
order to be a proper person - to have a proper book out. Being at the end of the process now, I 
sort of regret this mentality. I am proud of the work I have done, and excited about the book that I 
have made. But if I was to do it again, I would not have set such a rigid format for myself. I have a 
lot of thoughts now about what constitutes “work” and how my creative process fits into the label 
of “work”. Being at art school is in a way a blessed bubble, where you’re encouraged, inspired, 
and allowed to exist for a while outside of the immediate control of the capitalist system. But it 
still very much adheres to the concept of “work”. The idea of “work” becomes a self-inflicted 
parameter. 

A recurring thought, how do I attain the following: The artistic work becomes life, and life 
becomes the art, in a way that doesn’t compromise either but lets both be joyful and non-rigid.
My project is, to some extent, about this balance of the pure joy of a thing, of an act, an experience, 
and the necessary constraints that confine those things within the structure of “work, reality, 
obligations”. The characters in my comics seemingly live a free life, outside of a society filled 



with obligations, but at the same time they are still weighed down. “Society” and its problems are 
manifested in the emotional worlds of these figures.

They also manifest my dream of that freedom that perhaps doesn’t exist, and the habit of 
searching for something you know you won’t find. The promise of something that’s always out of 
reach, the vague and unknowable is full of potential and power. A misty glow.

Is it my dream to work as an artist? I’ve realised, no, not necessarily. Is it my dream to continue 
dreaming, indefinitely? Yes.





HORSES

What’s the deal with the horses? 

In the beginning of my project, I drew a lot of horses. I don’t remember exactly how it started or 
why, I think I’d been doing it for a while anyway. It was a way to start something, an entrance 
point amongst the millions of questions and thoughts I wanted to address. Naturally, I was asked: 
Why horses? What are they about? So I thought about it more carefully. The most obvious answer 
seemed to me to be that maybe it was about a hierarchy of aesthetics, where horses represent 
something about girlhood, femininity, a world of images that is not at the top of the visual 
hierarchy - things that are kitschy, glittery, seen as unrefined. Definitely not neutral. 
And that is one part of my project, embracing and taking joy in that type of aesthetic, which has 
been a very pleasant exercise for myself. I would maybe hesitate to say that there’s anything 
particularly challenging about this, certainly in the world of Konstfack I think this aesthetic 
language is common and accepted. Feminist and queer discourse which is all about appreciating 
and valuing these aspects of femininity has also made it fairly mainstream, at least within those 
spaces - all of which I’m grateful for, because I no longer have to be embarrassed about my 
undying love of Enya, or any of the other painfully shiny and sincere fantasy imagery from my 
teen years. 

But as much as that is true, there is some residual shame and embarrassment for me in 
approaching this aesthetic with total joy. Maybe because this hierarchy of imagery still exists 
in my head, that I worry what people will think, that I won’t be taken seriously. So one of the 
personal goals for me in this project is to let go of that thought. But there’s also something else 
that makes me ambivalent about actively pursuing beauty and pleasure in my work. And part 
of that is that the word Beauty itself is so loaded, and has an immediate connotation to “beauty 
standards”. One of the questions that’s been in the back of my mind in this project, is how can 
I pursue beauty in my work without reinforcing the oppressive structures of beauty standards, 
or the idea of beauty as an ideal? What I’ve arrived at is this: When I experience beauty, this 
experience gives rise to a feeling that is something like love. I don’t know how else to describe it. 
So when I say I strive for beauty in my work, it’s a feeling more than it is a surface quality. And 
I’m wondering if this feeling can be shared, and translate into an empathetic connection.

And this is where the horses come in. 
To me they are about finding your own 
definition of beauty and happiness. 
Becoming horses represents becoming 
your own idea of yourself , as defined by 
yourself or a group or community where 
you share a common identity. It’s about 
finding yourself affirmed in the imagined 
world of others, and the sometimes vague 
and absurd ways we have to do this due 
to the limits of language. Representing 
yourself through image and metaphor is 
one way of doing this.

I guess if you think about it that way, it seems like the topic of my project is actually visual 
communication. Something that I’ve realised about my own process this past year is that it’s 
very dependent on where I am and what my social surroundings are. Sounds obvious maybe, 
but it was a small epiphany for me anyway. So as a result of that, I would say that my work is 
autobiographical, even though it doesn’t literally depict things that are happening to me. Maybe 
it’s like a poetic diary, an emotional diary. It does make it somewhat insular, I’m aware of that. 



One of my fears about going back to art school to do an MA was that I would end up in a small 
bubble, talking to myself. And that kind of has happened. On one hand, I’ve accepted it as 
inevitable - on the other hand, I’m trying to use it as an exercise to write in a way that feels more 
immediate, focusing more on feeling than circumstance.



INTERNET

One of the things I was asked about many times throughout the masters course at Konstfack, is - 
who is it for? And I think, connected to that is the question - why are you doing it? I don’t think 
I’ve really managed to answer this question very well, or at all. One time when I got this question, 
I just said, “it’s for people on the internet?” I sort of said this as a joke, because I really didn’t 
know what to say, but the more I think about it the more I think it’s actually true. I’ve posted my 
artwork online regularly since I was 13 or 14, and it’s basically how I learnt how to draw, but 
more importantly it’s always afforded me a space to live out a fantasy of myself, to be something I 
couldn’t be in the real world, and to talk in a language that felt comfortable to me, which was the 
language of fantasy and images.

Sometimes I think of the internet a bit like a house, or an external body that I inhabit, that’s made 
up of all the images I’ve made and things I’ve written. It’s a self portrait, an image that I have 
control of. In a similar way, I’m curating a self portrait in my book. People have reacted to the fact 
that the characters seem distant, and like they’re talking to themselves rather than each other, and 
that makes it hard to connect to the characters. 

I think the reason for that is that I’m 
not really writing different characters, 
I’m only showing different fragments 
of myself and the things that have 
stuck to me and become part of 
my identity. I think of my work as 
autobiographical - that it’s a poetic 
diary of liminal moments, open to 
the reader. It’s the kind of small, 
fragmented one-way communication 
that happens a lot on the internet.

 So in that sense, only two characters 
exist in the book - me, the author, 
and you, the reader. And I’m looking 
for the connection between us. 
The characters are looking for that 
connection. Sometimes they find it. 
I’ve thought a lot recently about how 
my motivation to make art has always 
been so that I can have that connection.

I’ve done it to be a part of a community, a loosely defined one, but still. When I started making 
comics, it filled the same need, going to comics conventions and making zines felt like sending 
out little private letters into the wind - it still feels that way. And when it connects with someone, 
it’s the most validating feeling. I’ve also been through almost 10 years of art education now, even 
though I’m still unsure whether or not I’ll pursue art as a career. It’s not the only reason I’ve done 
it, but certainly one of the reasons has been to be given a space to communicate about myself, in a 
benevolent environment. So this comic about how she’s hoping someone will love the thing she’s 
made, and love her for it, is like my confession about my relationship to audience. And I think that 
in one way this book I’m making is a kind of love letter to the internet, to communities that I’ve 
been a part of, and to small interactions that can carry big meanings. But it’s also dedicated to the 
space I’ve been in while making the book, which is at Konstfack, and the people there.



FANTASY WORLD

What do I want to provide for this 
audience?

Something that I strive for in this book, 
which I’ve not really strived for in 
previous work, is to make something 
that feels joyful. I’m trying to see if 
I can express a joy of life, and build 
a small world around that. I want 
to make something that is soothing, 
because the process of making it is 
soothing to me. 

Often my reason for needing to write a dialogue is because I’ve come away from something that 
feels unresolved. I often am confused by conversation. I often feel that communication is somehow 
broken, that something is missing in language, something goes lost. So I try to translate it into 
a comic, or image, and even of it doesn’t resolve anything, the process itself is soothing. I spent 
a large part of this project looking for an aesthetic language that would communicate a warm 
feeling, a curiosity about life. 

I’ve worked with different materials and created objects that I will use as collage material for 
background and landscape scenes in the book. A lot of these are created in ways which are 
associated with craft rather than art, sometimes using materials that might be referred to as 
“hobby materials.” 

In different ways, I want to create a sense of a benevolent world - and that the things that make 
it benevolent exist in our everyday life. Small things that maybe serve no purpose except to be 
pleasant. In different ways, it’s a female world. And I don’t mean that all the characters should 
be read as female, I don’t think most of them are that strongly gendered in their appearance, and 
since they never talk about each other, pronouns aren’t really a thing. It’s more that it’s a place 
where femininity is a norm, and therefore it can be expansive instead of reductive.

Building a world offers a lot of opportunities. I can build it the way I like. The world I’m building 
is a world of philosophers, with a strong emphasis on imagination. It’s a world that plays with 
reality, that uses a language where everything is questioned. In some way this is inherent in 
comedic writing, so for me that’s a great tool. I’ve been thinking a lot about imagination, and the 
hierarchy of ways that we interpret the world, where at the moment in western society, maybe 
Sweden in particular, the rational is at the top of the hierarchy, and fantasy is far down the ladder. 
It says a lot about how what we value as humans, is different from what’s valued in society. Idea 
historian Per Johansson offers this perspective on the rational:

“What you need to be aware of is that there’s something askew with the rational mindset. The external 
world is called objective, the internal world is called subjective. Increasingly, value has been placed in 
the objective, since it creates economic utility, with the help of this assumption that there’s an inner 
and outer world and that they’re two different things.

... Measurability is a fantasy ... measurability didn’t exist until someone came up with the idea that 
things should be measured ... Somehow we’ve collectively managed to dupe ourselves to believe that 
one world, one fantasy, is more important than all other fantasies. The critical question is of course - 
why is that fantasy more important? For whom is that fantasy more important, who’s purpose does it 



serve, for that fantasy to be the dominant one?”

Per Johansson, Sök och du skall finna (Seek and you shall find)

“People are so convinced that we can’t have peace that it’s a joke now. Somebody wins a beauty 
pageant, and the joke is, she wants world peace. And everybody has a big laugh. Nobody believes in 
peace. It’s a nice idea. But that’s all it is - just a sweet-little-old-lady idea. It’s meaningless. It’s never 
going to happen. And we live in this hellhole, and we think it’s got to be this way.
But what if we’re wrong?”

David Lynch, Catching the Big Fish

So, this is something I’ve considered in my work, and when writing the characters I’ve wanted 
them to represent these different approaches to interpreting your surroundings. The two main 
characters are on opposite ends of the spectrum I would say, where one is sort of a cynical 
pessimist, and the other is a curious optimist. There is a tendency to think that pessimism is 
rational and intelligent, whereas optimism is naive and stupid. So it’s very important to me that 
the perspective of these two characters are seen as equally valid, that they co-exist and offer 
different things, and also that both of their world views are confirmed in some way.



TREASURE

My work is full of references, visual and textual. I think of references as treasures, and I find them 
wherever I can. Little nuggets of ideas that can come from anything. Sometimes they are very 
obvious in my work, sometimes they’re so far removed from the original event or inspiration that 
it really has nothing to do with it anymore. 

When I find treasure, a gem, it is tempting to put it right in, just as it is - but it often doesn’t work, 
and doesn’t really express the feeling I had when I found it. Because really, it’s that feeling I want 
- that’s what I want to share with someone. This comic with the horse painter is about that. She is 
filled up with the feeling of sunsets, but she has to paint horses in order to express this feeling.

Something I started thinking about as I was 
constructing this presentation, is the distinction 
between something being behind the work, and 
being in the work. When I think of something 
being behind the work, I think of it like the author 
is hiding behind a facade, propping it up.

And when I think of the author being in the work, 
I think of them as part of it. The author is present, 
everything is present at the same time. I would 
like to aim for this relationship between reference 
and final outcome, though I’m not sure what this 
means for me or how to acheive it. But I guess, 
in an attempt to do this now, I’ll show a few 
examples of how I’ve used references in my book.

I drew a comic where 
a character is finding 
self portraits in 
different objects or 
concepts. It’s directly 
inspired by one of 
my favourite twitter 
phenonemons, which 
is people creating 
accounts where 
they’re imagining 
they’re an animal or 
an object. 

(Examples in images 
on the next page.)



Here’s the account A Bear. They’re a bear. 

Here’s Half an onion in a bag, who’s just here to get more followers than Donald Trump. 

And here’s a twitter thread about prison abolition from An Avocado. 



So, what does it mean to say “I’m a bear” or “I’m half an onion in a bag”? Well, in my personal 
interpretation, it means “I wish to be free from the constraints and expectations put on me to 
perform my role as a human”. Or “I don’t want to be a part of the destructive hellfire that is 
society.” So for me, that comic with the self portraits is about reaching for all possible ways of 
identifying with the world as a way of having empathy for yourself.

I feel obligated to also mention Peanuts. This isn’t an intentional reference on my part, however at 
least one person mentioned Peanuts in reference to my project in almost every one of our feedback 
sessions on the course, and so I thought I would just acknowledge it. 
Peanuts is a huge legacy in the world of comics, and even though I 
haven’t been directly influenced by it I am of course aware that I am 
operating in its tradition. One teacher wondered if my character with 
the braids was a reference to the character Lucy from Peanuts, and 
that in this way I was letting her live a new and different life in the 
world that I’ve created. Though I think that’s a nice thought, and I 
would not be opposed to exploring that further in a different project, 
my current feeling about it is maybe best summed up by the image 
on the right.

AMBIGUITY

Something special happens in the interaction of text and image, which is that you can be very 
specific in each of these mediums, while at the same time letting them contradict themselves. 
There is a space inbetween what is said in the text, and what is acted out in the image, and that 
space is what’s interesting to me. One teacher at Konstfack described my work as “a celebration 
of ambiguity”. This made me very happy, and feels true to me. Contradiction is very intentional 
in my process - something I’ve only consciously realised since starting to write about my work. 
I usually (but not always) write the dialogue before I draw the characters. But, crucially, the 
next step is not to think “how would a character logically act when they say this sort of thing” 
but rather “how can I add distance between what is said and how the character expresses this 
with their body.” Often I try to feel it in my own body, mimicking my own body language. I 
also employ something which I guess is an archive of cartoonish movement, stored in my brain 
from a lifetime of reading comics. So somewhere inbetween archetypes of emotional expression 
in cartoon characters, and the movement of a real body (mine) is how I’ve arrived at the body 
language of my characters. 



There is also a third component of the images, which is the colouring. The textures and 
backgrounds used in my book have been made in these last two years, alongside the writing and 
drawing that I have done. They are a mix of paintings and photographs of things I have made in 
a variety of materials. I want to say that I’ve made them with no intention, but I suppose that’s 
not entirely true. I’ve made them with a different sort of intention which is more guided by 
desire than anything else. After having amassed a certain amount of these background images, 
I start to pair them up with the linedrawings I have made, and in this process I have yet another 
opportunity to find this space of contradiction, or ambiguity. As an example: I took a photograph 
of a wax shape on a red background, not knowing that it would end up illustrating a womb. 
But once paired up with the drawing, it seems to make perfect sense and is irrefutably a womb. 
The text, the linedrawing, and the background become clues or manuals to interpret eachother 
and creates a whole which is both definitive and open. I’m looking for a state in which all the 
components are in constant play with each other, where the interpretation does not stop but 
circles again and again in the mind. As I try to express my thoughts, I find that the only way to 
reach them is to let them tumble infinitely in a state of ambiguity.

EXHIBITION

The book format is important to me. Books are accessible in that they are copies, printed and 
spread, shared easily, reasonably cheap. They are also accessible in the sense that it’s not a 
mysterious form. Anybody knows what a book is, how to interact with it, how to hold it. 
It’s important to me as something you can take home and process at your own speed, in a 
comfortable setting. A book is a world that can be opened in your own world. The format itself 
is unintimidating. For these reasons, I struggled with the idea of making an exhibition from my 
work (a mandatory part of the degree). Exhibiting is not something I’m familiar with, and my 
personal feelings about the exhibition space are mixed. There’s an exclusivity that’s totally at odds 
with the fundamental idea of a book (made to spread information widely). 



In the end I exhibited objects I had made alongside working on the book - some of which appear 
in the comics. There were ceramic figures, textile paintings and weavings, silicon objects, pressed 
leaves, shiny plastics and various ephemera. I attempted to mimic the collage-style pages of the 
comic by combining made and found objects of different materials. The aim was to recreate the 
same sense of world-building through aesthetics in the physical space. I had text written on silicon 
puddles laid on tables, some of which were taken from the book, some made up on the spot. I 
hung a tulle fabric around my space to invoke the feeling of entering, being enclosed.



The correlation between the objects exhibited and the work I made for the book is more 
atmospheric than illustrative. Instead of showing what the book already was, I wanted to see if 
I could find a way to use the exhibition space for a different exploration of the same themes. To 
invoke a sense of wonder and curiosity, the warm feeling that I was looking for.

Interestingly, the initial idea I had for my project was concerned precisely with the idea of the 
gallery. I had spent some time thinking about, and being frustrated with, the gallery as the 
ultimate gatekeeper of what is considered art. I had a hard time accepting that art, which can be 
potentially anything, was limited to such a uniform space - an (often) physically uncomfortable 
space; an excluding place; a capitalist place; a place resistant to change; a space which often did 
not reflect it’s contents - maybe even stifled them and took the joy or power out of them. 

I did not end up making my project about this, as I found I was a little out of my depth, but it did 
prompt an  off-shoot idea which was to do with art as an experience. I find this a little hard to 
explain, but it had to do with the attitude of experiencing the world - and whether art could be an 
attitude, a perspective, or simply a feeling. If a training in art forms a structure in the mind that 
allows different types of looking, hearing, feeling, sensing. It’s fussy territory for me, and I don’t 
have any answers but I do think it was an integral part of my exploration. I was more than a little 
bit influenced by Kant’s idea that beauty occurs in the mind of the viewer when facing an object 
that is in some way beyond their definition (something that happens constantly to a child, and less 
to an adult who has become accustomed to categorising and defining things of the world.) I find 
this idea extremely liberating as it puts the importance of beauty not on what something looks 
like, but what it feels like. It’s the thought that I kept returning to when working on the book and 
the exhibition, and I suspect it might keep me busy for some time in the future.




