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ABSTRACT

BEGINNING MIDDLE AND is a project that takes a textile approach to 
explore repeated pattern and the ongoing. This paper, being a part of this 
project, is describing and discussing the potentiality of using notions 
such as softness, folds and ongoingness to widen the views on what a 
craft practice can be and do. This raises questions about the relevancy of 
ideas such as finished and the one piece, in a craft context.

Based on the properties of a resist dyeing technique, the paper puts 
the fold in relation to pattern and modularity. It wants to discuss what a 
fold is and how ideas of folding and unfolding could engage with process 
based artistic work. Constantly shifting between perspectives and looking 
for overlaps, the text then touches upon paradoxes and dilemmas found 
when unfolding the systems and the unruliness that together form the 
work. Looking at acts of unfinishing, it tries to understand the fascination 
and the fear that is triggered by incompleteness. 

The beginning is a wish to enhance the complexity of my craft practice, 
and to expand the understanding of it. But realizing the difficulties in 
doing so, the reasoning eventually ends up at the challenging task to 
break free from your own habits, trying to find a new beginning.
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The poetics of cloth are composed of folds, fragments and surfaces 
of infinite complexity. The fragment bears witness to a broken whole; 
yet it is also a site of uncertainty from which to start over; it is where 
the mind extends beyond fragile boundaries, beyond frayed and 
indeterminate edges, expanding in the fluidity of the smooth. The 
surface is a liminal space, both inside and out, a space of encounter. 
To fold is to ’withdraw into the recesses of a world’. Yet it is not a 
lament or a loss, for the fold is without beginning or end.1

1 P. Barnett, ’Folds, Fragments, Surfaces: Towards a Poetics of Cloth’, in J. 
Hemmings (ed.), The Textile Reader, London, Berg, 1999, p 188. Barnett is picking 
up a quote from Gilles Deleuze, who is citing Gottfried Wilhelm von Leibniz.
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TO BEGIN WITH

Textile is soft and I am folding it; letting it soak; watching it dry in a flow 
of air; seeing the sun shine through it; having my eyes wandering off in its 
lines and repeats, then suddenly jumping ahead. 

It is soft: therefore it is pliable2 and flexible: therefore, it is folding, 
wrinkling and creasing. It is a membrane, a cover, a layer. And therefore it 
veils, adorns and protects. It shuts out some and lets some through. 

Textile is a material in relation (to other material). It is instantly adapting 
to the moment, going from flat to form to flat. 

It is multiplicities linked together in the possibility of endless expansion. 
It might be systematically structured, yet it is not rigid.

It is soft, as I said, not hard at all.
Textile is soft and I want my practice to be as well. To be soft means 

being in motion, allowing for new dimensions and positions. It is folding 
and unfolding. To be soft could mean to unfinish3, creating space for 
aspiration and imagination.

Textile is soft and I am folding it, into a convenient little pack.

A soft approach
I have an interest in pattern and textiles, that is strongly influenced by a 
conceptual or philosophical orientation. It seems to me the way I work is 
built on a systematic form of searching and fumbling. It is a process of 
finding and creating knowledge and meaning, where material and ideas 
are sometimes hard to tell apart. 

I agree with Glenn Adamsons definition of craft as ’an approach, an 
attitude, or a habit of action’, that ’only exists in motion’.4 I am interested 
in the ongoing rather than completeness, and I don’t expect to find any 
perfect solutions.

I want to approach my work with a connect-the-dots mindset. Small 
units creating a body, a net of relations. Not completely unlike the textile 
and the patterns I am working with.

Artist and writer Yve Lomax proposes a theory and practice of relations, 
and says that this would mean that instead of stating that the sky is blue 

2 The word pliant is derived from the Latin word plicare, meaning to fold, 
and could literally translate to the quality of being able to fold and bend. Other 
words with the same origin include imply (to fold in), multiply (to fold something 
many times), and explicate (to unfold).

3 What does it mean to unfinish? Here, it is not to destruct or ruin—but to 
deconstruct, rethink and look for continuations and elaborations. Read more 
about this on page 17.

4 G. Adamson, Thinking Though Craft, Oxford, Berg in association with the 
Victoria & Albert Museum, 2007, p. 4.
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and roses are red, one could be speaking about ’the sky and some blue and 
roses and red’. To be soft is, as she puts it, to ’include the and’.5

Think of a roll of fabric, and its capacity of becoming…a shirt and a 
pillow and a kite and a pile and a stain and some blue and…

Writer and curator Pennina Barnett argues:

And if ’soft’ suggests an elastic surface, a tensile quality that yields 
to pressure, this is not a weakness; for ’an object that gives in is 
actually stronger than the one that resists, because it also permits the 
opportunity to be oneself in a new way’.6

Textile is telling me that to be soft is to be strong, and I want that to be 
true. It is a…nice idea. But in a world full of hard facts, softness could also 
make you vulnerable. And a roll of fabric is right now, just that: a roll of 
fabric, whose width was once defined by the size of a loom.

The ones longing for endless possibility are left with fixed formats, 
templates, standardizations. How to include the and?

Questions and aims
My exam project is called BEGINNING MIDDLE AND. It aims to research 
the notions of softness, folds and modularity in relation to my artistic 
practice. It wants to raise questions about what knowledge production in 
craft can look like and what part craft can play in relation to other areas 
of knowledge production. It also aims to question the meaning and the 
relevancy of the finished and the one piece in a craft context. 

The goal of this project is to explore repeated pattern and the ongoing  
in relation to textile and textile craft practice.

What does softness mean to an artistic practice? How would a textile 
define modularity? How does a textile practice fold, stretch and multiply? 
What does folding and unfolding do to my craft practice? 

How do I, drawing from the ideas and qualities of softness, modularity 
and the fold, raise questions about the ongoing in relation to craft practice?

I am assembling loose pages of a book. I fold, unfold, collect, dis-/
connect. I use pattern, systems and rules to look for and address the other, 
the unruly. The work is being re-arranged, overlapped and layered, in a 
situation untroubled by linearity. 

Let’s go to the gray areas of order and unruliness, repeat and difference, 
soft and hard.

5 Y. Lomax, ’Folds in the Photograph’, Third Text, vol. 9, no. 32, 1995, p. 54.

6 Barnett,  The Textile Reader, p 183. I am quoting Barnett and she is quoting 
Max Kozloff and he is referring to Öyvind Falhström.
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UNFOLDING PATTERN

Have you ever tried folding a paper plane? Or a bird, or maybe a little box? 
To many of us, it is captivating seeing a piece of paper being transformed 
into something else. Suddenly, in the plain sheet, there seems to be 
infinite potential. 

Almost anything you can imagine can be folded. Can you imagine 
everything that can be folded?

The fold is happening, in layers. It is a surface twisting and turning, 
billowing, wrinkling, acting awkward. Now becoming denser, now 
stretching out. Inevitably it shows up, wherever the textile is being left 
to its own devices. It tries to erase the border between inside and outside, 
front and back. 

Just as the textile, the fold can become an image that we can use to 
describe things that does not have much to do with the material world.

Folding and unfolding is an important method of mine. Maybe the 
most important one. I use folds, in the most obvious sense, to create dyed 
patterns on textile. They are simple, geometric patterns that could be 
achieved a lot easier and quicker using other methods, was it only the 
pattern I was after. 

I also fold, in a sense, to collect my work: drawings, notes, pictures 
are stacked in my studio space and in workbooks. Neatly packed, the 
information is at once becoming more concentrated and harder to grasp.

Folds and pattern
Many ways of creating hand printed or dyed repeated pattern on textile 
involve some kind of stencil, used to isolate or mask parts of the fabric. 
This stencil might be made up of just about anything: flour and water, 
wax, silk screen, carved wood, string, potato… 

Techniques for creating resist dyed pattern—basically using pressure to 
block out the dye—are being used around the world, described with words 
as batik, tie-dye and shibori. Shibori is a concept derived from a  Japanese 
word describing the act of wringing…squeezing…pressing…7

Crease. Turn. Align edges. Crease. Turn. Align edges. Crease. Turn. 
The act of folding is a repetitive and progressive one. As I crease and 

turn and align edges, I move along the fabric, to end up in a different 
position from where I started. 

Pieces of cloth are carefully folded, clamped with wooden blocks and 
dyed. Sometimes several stacks of identically folded pieces are dyed one 
after the other, in one dye bath. 

7 J. Barton, M. Kellogg Rice & Y.I. Wada, Shibori - The Inventive Art of Japanese 
Shaped Resist Dyeing. Tokyo, Kodansha International, 1999. Shibori describes the 
technique I am using with the word itajime.
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Under the surface of the water, the pressure applied on the fabric is 
keeping the color from penetrating parts of the fibers. What happens 
at one level affects the others. A pattern is being defined by the pliancy 
of the textile, the folds, the placing of the resist blocks, and the dyeing 
technique.

I then unfold a recurring pattern. Folding is multiplying.
The fabric’s double nature of resisting and absorbing becomes visible 

in blurry outlines and soft mutations of the nuance. Pieces put in the 
dye bath early on are the most intense in color. The ones following are 
subdued, as the chemical reaction of the vat dye wears out. 

The textile characteristics are essential aspects to the work. They involve 
a level of unpredictability. This unpredictability is challenging all of the 
calculating and exactness that goes before it.

This work is about constructing rules to play by. Playing is about not 
always keeping to the rules.

The pattern repeat as module
Beginning with a unitary sheet of fabric from a roll, I rip it into smaller 
pieces that are then turned into pattern repeats: rectangles of dyed grids. 
I line them up, side by side, to see them as a series. I move them around, 
to create a fragmented system of coordinates. I put them on top of each 
other, creating a multilayered pile once again. I un-match them to each 
other, finding a displacement of the structure. An overlap: densifications 
and dilutions. 

In themselves, these fragments of fabric are simple, with a minimal 
expression. The simple unit needs to be one out of many to convince me 
of its strength. The multiplicity allows me to explore the ongoing.

With each turn, another try.
Sewing the pieces together, the dyed pattern is turning into a glitched 

grid, now interrupted by another one: one of seams. Some squares are 
expanded, some lines are broken. 

The working methods and the material constituting my work are of a 
systematic nature: the fold, the folding and the unfolding; the multiples 
and the modules; the grid pattern (the weave in itself being one), extending 
from one frame to another… I use millimeter paper to draw patterns on, as 
if trying to solve an equation. Sometimes I think of the simple lines that I 
draw as musical notation.

I work in a handy scale, with manageable pieces close to the body. Being 
systematic makes it easy for the work to expand, through small steps.

Could the modular be a means of approaching the entirety of my artistic 
practice? Where making, drawing, writing all become equal parts in the 
search, not for a single answer, but rather a polyphonic composition, a 
pattern of meaning..?
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Something about the word modularity bothers me when I try to use it 
to talk about my work. I have to explain it to people several times, although 
I am not even sure myself it is the right word for what I am trying to say. 

According to Wikipedia modularity is ”the degree to which a system’s 
components may be separated and recombined”, used to reduce the 
complexity of a system.8 In a dictionary, one can read that something 
modular is ”constructed with standardized units or dimensions for 
flexibility and variety in use”.9

Some of my work exploring pattern has taken the shape of series 
with missing pieces, or pattern repeats that can be turned to create new 
images. The rebuilding potential of pattern and modularity, has been 
explored using template forms connecting in a grid. A kind of modularity 
corresponding to the definition above.

With this definition of the modular—although aiming at recombination 
and flexibility—there is an embedded rigidity, reaffirming the system. 
It is primarily about simplification and effectiveness, and they come 
with compromises.10

Applying this way of thinking to a research based artistic practice, 
could lead to the deceptive idea that the knowledge we are missing is like 
a missing piece of a puzzle. That we should just keep on looking for the 
right shape to turn up, and that when it does it will fit perfectly into what 
we already know. Again, allowing only for a limited amount of complexity. 

What do we miss, when we are certain we know what we are looking 
for? 

Finding space in between and beyond 
Philosopher Gilles Deleuze used the fold as an image for a ’mental 
landscape’.11 He thought of it as a pliable way of thinking that enables ideas 
to ’fold in on themselves’ or each other, in an open-ended and unlimited 
manner, as to, through this juxtaposition, generate new meaning.12 What 
if I could use my craft practice to find new land, and to invite others there? 

8 ’Modularity’, Wikipedia, The Free Encyclopedia, 2018, https://en.wikipedia.
org/wiki/Modularity, (accessed 7 December 2018).

9 ’Modular’, Merriam-Webster Dictionary, 2019, https://www.merriam-web-
ster.com/dictionary/modular, (accessed 20 January 2019).

10 The equal temperament tone scale used in western music today is a 
compromise that has us all singing in a false tune. But this doesn’t mean that our 
vocal cords can’t do more than what the musical notation allows for.

11 Barnett,  The Textile Reader, p 183.

12 F. Kane & R. Philpott, ’’Textile Thinking’: A Flexible, Connective Strategy 
for Concept Generation and Problem Solving in Interdisciplinary Contexts’, in T. 
H. J. Marchand (ed.), Craftwork as Problem Solving: Ethnographic Studies of Design 
and Making, Farnham, Ashgate, 2016, p. 245.
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This would need for us to be awake, aware of what is, and willing to ask 
new questions.

Pennina Barnett engages with the ideas of Deleuze, and writes about 
soft logic, ’modes of thought that twist and turn and stretch and fold’.13 A 
world ruled by soft logics is a world of multiplicities rather than binaries.

Looking at parts meticulously laid out according to a static coordinate 
system—set, framed and finished—is a different experience from being 
able to browse those parts, turn them over, and reflect upon (or even 
affect) the order and relations between them. 

A textile take on modularity might be seeing the components as parts 
of a bigger whole, that could go on attaching and reattaching, folding and 
unfolding… The standardization that is a repeat can become a space for 
freedom and unruliness. Through iterations, layerings and overlappings 
the element changes but is the same. Ultimately, it allows us to, rather 
than reduce complexity, enhance complexity; add layers.

Perhaps, the word modularity is not relevant at all. Maybe it is textility? 

13 Barnett, The Textile Reader, p. 183.
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A WORLD GOING ON

On my computer, the one that I am typing on right now, I have a collection 
of pictures called Skuggor och ljus (Shadow and light). In it, there are 
pictures of sunsets, window blinds and stairways. I don’t intend to use 
them in any specific way. What is the use of a picture of a sunset? Beauty? 
I guess, sometimes we find ourselves so…captivated by something, that we 
just have to try and capture it. Trying and failing.

Some of the pictures are of curtains. Pieces fabric forming a border 
between realities. Soft walls, for a nomad? Pieces of fabric working as 
membranes, becoming recorders: the still surface is thrown up in ridges, 
waves and settles again. Projector screens for the moment—a moment 
that is extremely still but constantly moving. Nothing special is going on 
but everything is going on. 

Layers of fabric, layers of work
My practice is one of frequent questioning and searching, almost like 
basic research. I shy away from thoughts on a finality, end points. 

I am keeping a workbook. It has been an important tool of mine for a 
long time. It collects drawings, experiments, references, snippets of text, 
photographs of work and other things. Within its covers, there are no 
hierarchies between one page and the other. Collectively, they help build 
meaning. It is all on the same level of finished, traveling in the same pace. 
With it, I am trying to make some sense.

I recognize myself in London based artist Marie Jacotey’s way of working 
in a layering manner. She says: 

The first piece will inform the second and so on. I progress in variations 
and the repetitions help me find out what it is I’m trying to express 
through one specific body of work at a certain period of time.14

She has a way of presenting snapshots of stories rather than complete 
timelines, that leaves the viewer with the possibility to make up the full 
story. She says she has an interest in human relations and communication; 
how we as humans are forced to, as she puts it, ’navigate blindly’ the ’mesh 
of parallels’ that is life.15 The multiplicity of her images all relate to one 
another in an open and unfinished way. In addition to her illustrations 
the work has elements of text, which she sees as a key component to her 
images.

14 L. Giménez, ’Marie Jacotey - Irony and melancholia’, Metal. https://metal-
magazine.eu/en, (accessed 25 October 2018).

15 M. Jacotey, Dear Love Who Should Have Been Forever Mine, Common-edi-
tions, 2015.
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I use masking tape to attach pieces of fabric and paper to windows, walls 
and each other. The stiffness of it makes the fabric behave differently. It 
has a contrasting color, and it makes me see the grid pattern in a new way. 

The masking tape, often used to define or shut off certain areas, is 
visually similar to my dyed grid, which was also made using a kind of 
masking. But I use it because it is quick and feels a bit radical in a refreshing 
way. Maybe foremost, I use it because it is at hand. 

Curator and writer Mònica Gaspar sometimes uses tape as an epistemic 
tool:

I love the subversive energy that masking tape has which is this kind 
of immediate but precarious way of solving problems./…/Masking 
tape empowers impatient people to perform effective and affective 
interventions in their everyday material environments.16

Am I one of the impatient people Gaspar is talking about? I’m not sure, 
but I like what the tape does to the relation between me and my work. 
It invites me to get up close, rip it of and/or reattach it. I can scrunch it, 
throw the sticky little ball in the trash and forget it was ever there. Start 
over, begin again… 

This is also coming with a cost. Every strip of tape is destructive to the 
fine weave. I know from the beginning that it is not going to last forever.

Maybe it isn’t impatience, but a fear or resistance of finishing, of 
completing?

Unfinishing acts
Art historian and curator Jorunn Veiteberg writes that ’to complete a 
series is to die, while the fact that it lacks something guarantees life.’17 
That which is still happening, still has hope. 

It is promising, but doesn’t it also involve the risk of never fulfilling 
those promises?

I guess anyone would understand that a piece of textile work put 
together with tape doesn’t want to last forever, at least not in its present 
state.18 Whenever, the composition can be re-arranged, I can add to the 
material or take away parts of it. It is proposing a development. The 
situation will change, making it impossible to stay put.  

16 M. Gaspar, introduction speech at the seminar Ways of Perceiving Crafts 
at Konstfack, Stockholm, 29 November 2018, https://vimeo.com/307456088, (ac-
cessed 10 January 2019).

17 J. Veiteberg, ’A Collection of Remnants - A Series on Knitting’, in K. Stei-
haug (ed.), Arkiv: De ufullendte, Oslo, Magikon, 2011. In the quoted passage, Veite-
berg is referring to the thoughts of philosopher Jean Baudrillard.

18 Thinking about it, very few—if any—textile works will last forever.
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What it also is suggesting to me, is that the textile is something more 
than an object: something like a material of and for thought. 

The raw edges of the fabric as well as the grid structures punctuating 
them are implying that there is a continuation that goes beyond…this 
moment. An openness instead of closure.

Design historian David Brett writes that we seem to prefer shapes and 
spaces with clear borders rather than the ’endless’ ones.19 He states that, 
for example, using hems or edgings helps define the work and gives the 
viewer a focus point. Finishing. Drawing lines, this not that. Shutting out 
the and. 

Pattern, and especially tessellated pattern20, is perhaps the opposite 
of this in some aspects. Always continuing, covering every inch of the 
surface, accepting it, becoming it like a chameleon. Yet paradoxical in its 
nature, because it is also uniform, forcing itself upon us. Irritating some 
viewers in its boring blatancy; seducing some with its infinite elusiveness.

When we say that something is not finished or unfinished—a sketch, 
a prototype, an image, a metaphor, or a knitting project—we are directly 
or indirectly imagining this something in another state or situation. ”Is 
it done?” and ”It is not finished!” means ”It is/has been in the process of 
becoming something (else)”.21 It hasn’t reached its full potential yet. But 
isn’t it something already? Something actual, in this world? Is it only done 
once it has reached the properties of its intention?

My work could be seen as unfinished, although it consists of finished 
elements. It is still wanting to become. As that roll of fabric; in the tailor's 
mind turning into a garment, a fold, a pile. 

Artist and researcher Tiina Nevanperä stresses the importance of the 
ongoing in her doctoral dissertation: 

I thus want to emphasize that incompleteness is one of the key features 
of all human endeavors that include creativity. Incompleteness has to 
be there if any act of creativity is to take place.22

19 D. Brett, Rethinking decoration: pleasure and ideology in the visual arts, New 
York, Cambridge University Press, 2005, p. 68-69.

20 A tessellation is a pattern covering a whole surface without any voids or 
overlappings.

21 Even when talking about and describing a fabric in very concrete terms—
for example in the textile industry—one is using the abstract idea of the forever 
ongoing weave. The piece of cloth is being weighed in units based on if it was a 
specific size and format. One is using the idea that it could have been something 
else, in a sense unfinishing the understanding of it.

22 T. Nevanperä, ’In the Flesh of Sensibility: Unravelling Incompleteness With 
Art’, PhD diss., Aalto University, Helsinki, 2017, p. 11.
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The ongoing embraces overlappings, shifts. Where the layers of fabric 
meet, the colors are mixed through the transparency. It is the and at 
work. The and is a place of meetings and continuations; prompting an 
inhalation. It is unfolding, pulling back the curtains.
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TRAVEL THROUGH TIME

I recently found some notes from the very first course of my bachelor 
education, taking place a few years back. The words had been scribbled 
down by me, but it felt like I read them for the first time.

A fold: A pulse in 3D; a dynamic rhythm. Doesn’t follow rules; writes 
its own rules. Transforms itself and is thereby no less of itself, but 
more. 

What is it that makes us hear music and not just a bunch of tones? 
As the three separate dots can make us see a triangle… A fragment 
may, in its incompleteness, still be finished.

I wrote this when I had just read the text Folds, Fragments, Surfaces: 
Towards a Poetics of Cloth by Pennina Barnett (1999) for the first time. It 
had really struck me as important: it spoke of textile and of life. 

Fold, rhythm, rules, transforms. Fragment, incompleteness, finished. These 
are words that I still, years later, use when talking about my work. Words 
that trigger. Words that has re-occured in this paper.

 
Power and pitfall of habit
Having a process based practice, tentatively trying out different positions, 
can be full of uncertainties and doubts. When it comes to showing and 
sharing, I sometimes find myself rushing to reduce, complete, strip of 
excesses, and in so doing…missing the point. I went into this project wanting 
to explore ways of adding complexity rather than reducing, in order to 
question the relevancy of the finished and deepen the understanding of 
what it is that I do. In a previous section, I posed a question about what we 
risk missing when we think we know what we are looking for. 

David Brett argues that we read the unfinished as suffering from a lack. 
According to Brett this is caused by a form of existential anxiety, which is 
cured and overcome by completing, finishing and ’[making] something 
ready for life’.23 Quite the opposite of what Jorunn Veiteberg wrote 
about completing a series being equal to dying… It seems as if we want 
the undecided to decide, to be able to enter the room being certain and 
distinct. Yet we still need some question marks left for ourselves, causing 
enough curiosity to go on.

I have been playing with the idea of a book, thinking of my work as 
assembling loose pages. (Although I was never completely sure I was 
actually going to make a book per se.) I use standardized formats and 
sizes as tools to record and layer in a handy, everyday way. They serve as 
templates, creating a framework necessary for the production of any kind 
of knowledge (especially in an academic context like this one). 

23 Brett, Rethinking decoration: pleasure and ideology in the visual arts, p. 70.
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In this way, they work well, providing possibilities, but they can also 
become constricting, anonymizing and distancing. They can turn into 
nooks where information can get lost, potential hidden in stacks. 

I am an expert in folding, into convenient little packs… In this case, that 
was exactly what I set out not to do. My work is provided with layerings 
that sometimes needs to be unfolded, asking: where is the glue between 
these separate ”pages”? It is a matter of finding the place where the fold 
is happening, where the fiber is being bent. This is not the easiest thing—
soft is hard.

When no longer every page of the book is equally important, the 
work turns into something like an exercise in curating. It becomes an 
exploration of the relations between the different elements, involving the 
risk of being concealing and cutting away too much, but also the risk of 
being unclear or irrelevant. To do this, really seeing the work is key. For a 
person that never stays too long, although persistently circulates around 
the same theme, this is a challenge. The repeated pattern of my practice 
is pushing my eyes forward in continuation, they don’t rest.

This came to be one of the most important insights made during this 
project. The project period coming to an end (after all) made visible a need 
to break out of my own habitual structures, in order to see my work more 
clearly. I had to come out of the crevices of the workbook, laying the work 
out next to itself. Written pieces, drawn pieces, pieces of cloth and me, in 
the same room. We are all pages. 

This is the soft version of modular (textility?), allowing me to start from 
anywhere and work my way around, rather than starting off with defining 
a frame. It is like building a surface without fear of voids or overlaps. A 
landscape, a floor to walk on: with feet and eyes, a space to explore. 

How to  invite others into the newfound land? What are the conditions 
needed to achieve the browsing of the "unfinished"? How is my work 
providing support for the asking of new questions?

The work asks us to pay attention to detail, to be aware of the disturbance 
of the iterative and the unexpected unruliness. This requires spending 
time, and some spaces offer more time than others. 

Time to get familiar
I imagine you crossing the square once again, seeing it for the billionth 
time and for the first time. I imagine you at home, never thinking about 
the drapes; never questioning them; just living next to them through the 
change of seasons.

A home is a place of routine, of habit. Of time spent, and time not yet 
spent. Home is so familiar, it often feels impossible to look at it from 
outside. At the same time, places like this grants the possibility to befriend, 
and really get to know...stuff. 

It is my wish that my work could challenge our habitual patterns of 
seeing. That it could offer some friction in our everyday acts of passing by 
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and going on. Dressing up as a checkered curtain, it plays with images we 
are used to seeing and comfortable dismissing. It offers a twist and a turn 
to the values we adapt to as if by default, which might open up for new 
ways of going about: new functions and understandings. 

To those who happen to stop by and listen, it wants to tell something 
about life's pattern of trying and failing and trying again. 
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BEGINNING AGAIN

The name of this project, BEGINNING MIDDLE AND, is a play with words. 
Instead of an end there is now an and. The replacement of just one letter, 
and the thoughts take completely new directions. It is a play that would 
not be possible without a language. A language is a system, filled with 
symbols and meaning, and layers of previous knowledge. In Swedish, 
finding a clever translation is difficult.

If I were to start over with this paper, where would I start? What would 
it be about? Maybe, it would be a story about the material and the mind 
being in constant relation: sometimes symbiotic, sometimes in a dialogue 
flaring up in a quarrel, sometimes lovingly teasing each other.

”Leave me alone!”, pleaded the mind. ”You don’t mean that.”, the 
material sighed. 

Maybe I would have written about modernist grids. About Agnes Martin 
and Anni Albers. Maybe I would write about textiles and architecture. 
Or textiles and intellect. Inaudible textiles, textiles whispering about 
something that seems to be very important.

Possibly, I would write that this work wants us to consider what a 
pattern is, what it can do, what we can draw from it. That I am interested 
in the folded aspect of a pattern: that it envelops, mirrors itself, changes 
and stays the same. Unfolds over the surface, gushing.
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Page 10: Placing out pattern repeats. (2019)
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Page 16: Scanned page of my workbook, showing all of the a's, n's and d's in 
an excerpt from a text by Pennina Barnett. (2018)

Page 18: Layers of fabric. (2019)

Page 20: Drawing on transparent paper. (2018)

Page 22: Dyed silk/cotton. (2019)

Page 24: Voids and overlappings. (2019)
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APPENDIX

My work BEGINNING MIDDLE AND was installed in Vita havet, Konstfack 
for my examination in april 2019 (see images on page I-II). Some key 
words that I had when working with the installation were overlaps and 
voids, recurrences and shifts, ongoingness  and movement. I saw the 
components of the installation as modules. A post-it note, printed and 
dyed pieces of fabric, images, drawings... 

The standard format of a plywood board was cut in half, painted black 
(as the covers of my workbooks) and put on foldable trestles to create a 
long table, on which some pieces were 
hidden by others. One of the textile pieces 
(the biggest one) was hung alongside the 
table, with its lower edge almost grazing 
the tabletop. It is just one piece out of 
many in this project, but here it also 
became a notice board of thought, in its 
tentative blues; for us to attach ideas, 
pieces of paper, masking tape, fabric.

I wanted the focus of the act of looking 
down, in a way that relates to working or 
reading. The viewer should be able to read 
the table like a book. I also wanted the 
expanding or unfolding act of looking up 
and the movement of looking ahead or 
passing by.

During the examination it was 
discussed how the work is read, in terms 
of finished and unfinished, big and small 
etc, and the hierarchies  of these notions. 
I experienced that the main focus was 
on the hanging piece, because of these 
aspects. A presentation that was read as a table of process work leading 
up to the big final piece was not what I had wanted.  But at the same time, 
that was exactly what it was. The size and the particularity of the hanging 
piece puts it in a special position, talking about intention, determination 
and decisions having been made.

For the Konstfack spring show (May 2019), I wanted to take the 
opportunity to "try out" the big piece on its own and show it as a singular 
installation (see images on page III-IV). I wanted to see what it would say 
when it got the opportunity to speak for itself. I was assigned a spot by a 
window which allowed for the piece to become a part of the architecture 
even more (and thereby what is going on in this room on a daily basis), 
and really play with the idea of a curtain. This became a way for me to 
contextualize my work. 
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We are used to seeing the grid as a representation of a plane, a flat 
surface. If we think of the fabric as being a surface, the fold is challenging 
that idea. In the window, the liminal space of this surface (that is the 
fabric) becomes even more tangible. The light from outside makes a big 
difference to how we perceive the work inside, with the folds of the fabric 
becoming contrasting lines. And the grid starts speaking of windowpanes 
and mullions…

I had a visitior during spring show that at first glance believed my work 
to be a part of the interior. I have to take this as a compliment (although 
a somewhat ironic one) since I have been thinking a lot about the things 
we pass every day, and the spaces we are very familiar to, but also perhaps 
blinded by.

I chose to build a bench to give the visitors the possibility to spend some 
time in the presence of the work. I also made a little book to present my 
master project in a wider 
sense, since I don’t see the 
textile piece as the only or 
the best final result of my 
two year master education. 
This book proved to draw 
attention to the work and 
to be an invitation to the 
bench, to the sitting down 
and looking up. After 
months of unfolding and 
exposing, finally making a 
book was in a way a return 
to base camp, safe crevices 
and first thoughts. 
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