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Abstract
In this text I am investigating the relationship between craft, fine art and kitsch/popular
culture through the making of a three-dimensional pattern in patchwork technique. I apply
the investigation to my working technique by comparing certain examples of fine art pieces
with kitsch items. A method that during the process was named Versus Associations. I
have connected the art pieces and kitsch items through this method of associations based
on their similarities in colors and composition. The aim of the pattern is to mediate color
interactions that make up a visual illusion. I want to make the beholders curious of what is
happening in the pattern and show that it can affect them physically.
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1. Introduction
1.1 An idea takes form...
The idea of this project hit me one day when I was standing between Gröna Lund and
Moderna Museet in Stockholm. From where I was standing I suddenly became aware of
comparing the weird and hard fake blowing flag on the top of the roller coster Fritt Fall with
the similar looking fine art sculptures by Niki de Saint Phalle in the park outside the
museum. Two aesthetics that didn't seem to connect easily but in my mind made a natural
connection. In this moment I realized that I had physically placed myself where my
thoughts had been wanting to take me for a while. To a place in between things, that felt
hard to explain, brought on by associations. It was like I had been following a voice in the
back of my head that now became clearer. Captured between two opposite attractions I
could hear them speak to each other. I found that my assignment was to connect them in a
pattern.
Picture 1 and 2 (link to pictures under references)
By making up a term called Versus Associations I gave myself a method for combining
different inspirational sources to be merged into something new. I felt that this method
could give me the power of leading my patterns in an interesting direction. My intention
became to mix influences from fine art and kitsch and apply it to my working technique –
patchwork. These mixed sources would work as an exploration of how different fields
naturally could merge and become something new. The following question became the
starting point for the project:
How can I with the influence from craft, fine art and kitsch/popular culture build a pattern
that takes people on a visual journey and affects them physically through visual illusions
and the interaction of colors?
1.2 Intention
In this text I will explain how the revelation I had between Gröna Lund and Moderna
Museet led me to make up a platform where comparisons between fine art and kitsch are
aloud to be made without valuing one as higher or lower than the other. I will also describe
how this got me to invent the term Versus Associations, an important method in my
process of collecting ideas for new patterns. Furthermore, I explain my patchwork
technique and draw parallels to examples of patterns in traditional quilt making. I also
explain how this method work as a place for my inspirational sources of fine art and kitsch
to merge into something new.
1.3 Delimitation
I have put together three specific examples that compare fine art and kitsch which I will
use to visually explain my thoughts. The examples are pictorial references of associations
that have popped up in my mind during the last few months on artists and objects that I
feel inspired by. By comparing Bridget Riley vs. My Little Pony, Sol LeWitt vs. Lego and
Dan Flavin vs. the funfair my aim is to explain the associations made between these
pieces and items and make them clear and understandable.
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1.4 Overview of the report
The text starts at the background story of previous projects that have led me towards this
work. Followed by some references on visual comparisons made similar to my concept of
Versus Associations, I will briefly explain on the general look upon fine art and kitsch and
how I apply and use these terms in this project. I will look at artists that have an interesting
input on the relationship between craft, fine art and kitsch similar to my own work. I then
explain the three examples of fine art vs. kitsch that I have chosen. I will write shortly about
the art pieces and objects that I compare, their importance to me followed by an
explanation of how I use them as a method in this project, which is most important. I then
go over my process, where I explain my choices and working technique such as textile
printing and patchwork. This is followed by the result, where I write about my thoughts
around the process and the final piece, in what direction different choices have led me. In
the discussion I will wrap up the essay and write about my thoughts of the whole project
and the result of it, what I have learnt and will take with me. Finally, the conclusion will
contain my question and the thoughts on exhibiting the work at the Konstfack Spring
Exhibition the 15-25th of may 2014.
2. Background
My five years at Konstfack have been a journey and research through the world of
patterns. My interest lies in the many different ways patterns can speak as well as how you
can learn to build and control them. For me, making patterns have almost been like
learning a new language. When you know the words you can put them together into state
whatever messages you like. I am interested in visual illusions and how these effects have
the power to physically affect you. Visual illusions, or optical illusions as they are also
called, can be described as “(...) static images that produce a visual illusion, however,
when the viewer looks at them the, impression is given of apparent movement, vibration
and three dimension.” (Red. Optical illusions p.6)
In my bachelor degree project, X-GAMES, from 2012, I made three patterns to state how
different color interactions can turn the exact same upbuilt pattern into showing three
different effects. The patterns were two-dimensional but since illusions tend to make a
surface move the feeling of three-dimensionality appeared. This movement felt interesting
and surprised me. I had created something that I understood but at the same time couldn't
fully control, even though I had invented the pattern. I knew what I had made and how I
had made it but the illusion still played the same tricks on me as on everybody else. This
experience trigged me to investigate the power of colors. It also became a starting point to
my fascination for the relationship between colors and patterns, and how they together can
make up the most fascinating effects.
Growing up in the 90's, I enjoy the aesthetics of that time. I have saved a lot of stuff from
growing up that now make up a small collection of a skateboard, lava lamp, chewing gum
machine, My Little Pony, road sign, Rubik's cube, record covers and posters et cetera.
These colorful objects contain a lot of memories and by that have a value for me. After my
revelation at Gröna Lund/Moderna Museet I started to look upon this collection as
something more than memorabilia. An explanation of why I had saved them for all these
years became clear. This collection contains important pieces of associations for me and I
have unconsciously been using the objects as inspiration for ideas to build patterns on.
They seemed to along the way have been mixed up with the influence from fine art pieces
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that carries with them similar colors and compositions. When I understood more about
these associations that I always make between kitsch objects and fine art I found a
platform that grew the seed for my master project. The space that later was turned into the
term Versus Associations was were I could compare these things and create easy
understandable examples through pictures. The comparisons are made through colors
and compositions but in general there are no rules for how an association is made as this
depends on previous experiences. It finally became three examples that I based the idea
of this project on.
With the experience and knowledge of my bachelor project mixed up with these new ideas
I started to brainstorm how to take my patterns further. Since I previously only have been
working with two dimensional surfaces, I wanted to take in another dimension to this work.
The idea became to make a three dimensional patchwork. I have been making almost all
my previous patterns in patchwork and by that developed an own technique for them that I
will describe later in the process chapter. The patterns of my bachelor project were made
in the same technique, so I knew it would be possible to use it to make a threedimensional piece. Together with ideas on how different materials and prints could stand
as metaphors for the different sources of inspiration, I came up with the final idea for my
master project.

3. Theory
The term Versus Associations was created when all the associations in my mind, revealed
themselves to be a valuable tool in my process. It felt important to visualize and explain
these thoughts to other people in order to make them useful. Just like putting feelings into
words – hard, but if you manage, others often understand. The term grew even more
meaningful when reading the book Learning from Las Vegas. A book written on theories of
architecture in 1972 by architects Robert Venturi, Denise Scott Brown and Steven Izenour.
The authors apply their experiences, to categorize and compare buildings based on visual
appearance. “We shall emphasize image – image over process or form – in asserting that
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architecture depends in its perception and creation on past experience and emotional
association (...)” (Brown, Izenour, Venturi p.87) Reading this put emphasize to my term
and how a visual explanation or example sometimes is much more effective than simply
one in words. Even though my personal associations might be different from others there
is a possibility for messages to come through if the examples are made clear. Everybody
can then interpret what they want based on their own experiences. As follows in the book
they also look at Las Vegas “(...) as a phenomenon of architectural communication (…) so
Las Vegas's values are not questioned here.” (Brown, Izenour, Venturi p.6) In the same
way, my work of comparisons is only made through visual examples – I do not dig deeper
into theories or explanations surrounding them. With the platform for my ideas, I was able
to place my thoughts within my own built context and framework. I could visually formulate
an idea by looking at the different influences and build something new by mixing sources
of inspiration from different fields. “Pop artists used unusual juxtapositions of everyday
objects in tense and vivid plays between old and new associations to flout the everyday
interdependence of context and meaning, giving us a new interpretation of twentiethcentury cultural artifacts. The familiar that is a little off has a strange and revealing power.”
(Brown, Izenour, Venturi p.130) I feel that mixing sources becomes interesting when
playing with the familiar and at the same time add a twist to it. This make up something
new that throws you off and make you aware of reflecting over what you really see.
When comparing two things that are looked upon as low- versus high art, like fine art and
kitsch, I feel it's necessary to point out that even though I am aware of this fact, my
intention is to look upon and compare them as were they on the same level. By doing that I
give them similar amount of space to inspire me. I have read Clement Greenberg's essay
Avantgarde and Kitsch, published 1939 in the Partisan review, where kitsch is described
as:
“(...) deceptive. It has many different levels, and some of them are high enough to be
dangerous to the naive seeker of true light. A magazine like the New Yorker, which is
fundamentally high-class kitsch for the luxury trade, converts and waters down a great
deal of avant-garde material for its own uses. Nor is every single item of kitsch altogether
worthless. Now and then it produces something of merit, something that has an authentic
folk flavor; and these accidental and isolated instances have fooled people who should
know better.” (Greenberg, http://www.sharecom.ca/greenberg/kitsch.html, 2014-04-07)
The tone used discussing kitsch in this text is not positive. It says in very rough translation
that people who like kitsch have no taste. Greenberg was an American art critic born in
1909. His main focus was on american modern art of the mid-20th century. He tend to
praise some of the artists that influences me and at the same time he criticizes my other
important source to this project. This clash is interesting. I think that the merge of
everything in todays society let us be more open to mixes that weren't as natural and
allowed by the time this essay was written.
Sabrina Gschwandtner is an American contemporary artist born in 1977, who uses old
movie footage to make traditional looking quilts. Her series Film Quilts (2009 –) shows film
footage from textile documentaries which she has been reworking in different ways. She
makes the quilts after watching documentaries on different textile craft techniques. Then
she uses her own film footage to cut the films up and sew them together. In a way that
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resembles of fabric. She gets her inspiration from “(...) popular American quilt motifs
including log cabin squares, octagonal stars, and "string quilts” (...)"
(http://sabrinag.com/pages/quilts/00quilts.php, 2014-04-07) and mix this up with thin fabric
scraps left over from previous projects.
The works are hung in windows or displayed on light boxes. The light helps to show the
colors and compositions of the quilts as well as the stories told in the film footage. I find the
way she lets the light be a part of the pattern to be inspiring. Since quilts are built through
colors to show effects of light and dark I find it intriguing to see how Gschwandtner does
the reversed. She let the same effects be told through adding light from the outside. If the
light boxes or windows would be taken away the effects of her patterns would be harder to
see and the narrative of the film footage would be difficult to follow.
Her quilts are not made in the traditional way just like my patchworks. The purpose of our
work would go lost if our craft methods would be applied in the traditional way. Traditional
quilts need a backing in order to fulfill their purposes as blankets or bedspreads. Backing
is the fabric you attach to the backside of your patchwork. The two of them are then
sewn/quilted together, therefore its name. That is why I call my technique patchwork, since
the word quilt is the actual process of attaching a backing to a patchwork. Traditional quilts
are flat and to attach a backing on a three-dimensional patchwork would be purposeless. I
also like the edges of my patchworks to be raw, this adds a quality to the patterns and to
the textile as well, to show the construction. Similar to Gschwandtner's work I want my
work to speak, and tell stories, of what appears in the different color meetings.
Another interesting thing in Gschwandtner's work is how she takes something that usually
aren't connected to quilts and make it look traditional. When looking at the work, it feels
logic that the movie footage has been sewn together, as there are already holes in the film
where the thread could go, and from a distance her quilts looks like they are made in
textiles. A natural fit for something that seemed out of context at first.
Jim Isermann, born in 1955, is another interesting American artist I compare my work to.
He has been working in a broad range, but his most interesting pieces are textiles. These
textile pieces have all the components I look for in an art piece, they inspire me. They
speak of our age as well as of traditional influences that together make up interesting
visual effects. His work is exploring the “(...) conflation of post-war industrial design and
fine art through popular culture.” This feels similar to what I am doing in this project and
even more when I further read that he has “(...) explored traditional handicraft techniques
and their polar relationships to fine art and craftsmanship to produce work that is
unashamedly beautiful, a beauty integral to the limitations and specific characteristics of
fabrication.” (http://art.ucr.edu/people/faculty/Isermann/index.html, 2014-04-07) Comparing
Isermann's and Gschwandtner's work are like comparing two different examples of a
similar thing. Their different ways of approaching craft to their method and textile
techniques is showing the broad field that craft can be put in, and researched through.
Picture 5 and 6 (link to pictures under references)
4. Method
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4.1 Versus associations
A Versus Association is a comparison between a fine art piece and a kitsch object.
According to previous experiences, their similarities in color and composition got me to
associate and connect them with each other. A merge between the two are ready to be
taken on as an idea for a pattern. The following three comparisons are the pictorial
examples that I have based my project on. It's like they speak to me in one ear each and
where their voices meet inside my head a new language is made up and coming out of my
hands as a Versus Association.
My first example is Bridget Riley's painting Red With Red 1 (2007) versus one of my old
My Little Pony's from the 90's. Bridget Riley, born 1931 in London, is an English painter
famous for her op-art paintings that grew popular in the 60's. Her play with colors and
perception is a big inspirational source to me. The paintings are optical illusions that
affects the viewer physically, in the same way I want my patterns to do. My Little Pony is a
toy that grew popular in the 80's and has been relaunched several times since then. I used
to play with them a lot and because they contains a lot of memories I still have one for
decoration. I like them for their bright colors in the same way I like Riley's paintings for the
color interactions. The colors bring up memories and associations that make the
comparison between Riley's painting and the pony familiar. I connect the toy to Riley's
painting. Red With Red 1 and the pony are connected through the pink colors. Also, the
movement in Riley's painting reveals a playfulness that the pony stand for. The movement
of the tail when playing with it, plus the mix of colors in the mane resembles the pattern
painted by Riley.
Picture 7 and 8 (link to pictures under references)
In my second example I am comparing Sol LeWitt's Wall Drawing #1144, Broken Bands of
Color in Four Directions (2004) versus Lego. Sol LeWitt was an American artist born in
1928. His wall drawings made him famous in the 60's. He was active in a broad range of
mediums but it is his wall drawings that I am most interested in. They physically affects
you, in a similar way as Riley's paintings does. When standing in front of Wall Drawing
#144, it feels impossible not to be drawn into it, due to its big size. His systematic way of
creating patterns brings your mind a playfulness. The colors he use, as well as the bricklike pattern, brings your mind across the game of Lego. Lego was founded in 1949 by
Danish Godtfred Kirk Christiansen and is a game made of different colored plastic bricks
for children to play and build things with. In the same way you play with Lego, your
imagination tends to play when looking at LeWitt's wall drawing. It seems to continue
building itself inside your head.
Picture 9 and 10 (link to pictures under references)
In my third and final example, I compare Dan Flavin's Electrical Rainbow with the aesthetic
of the funfair. Dan Flavin was an American artist born 1933, famous for his fluorescent light
sculptures. These lights are similar to the lights, in many different colors, that glows up the
funfair. The sculpture is forming a circle, through reflections at mirrors on the floor. This
fluorescent circle reminds me of the ferris wheel, which I look upon as the most classic
roller coaster. I also compare the tubes of light forming Flavin's rainbow to the hard fake
flag, on top of the roller coaster Fritt Fall, that I described in the introduction. The flag seem
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to be real but is actually hard and fixated in a blowing position. Flavin's rainbow is not a
real rainbow, just tubes in varied colors that together with the title, Electrical Rainbow,
makes me associate it to a rainbow. This “fake” things makes up an aesthetic of its own.
It's like the funfair is a place full of magnified colorful toys, and when you enter that world
you could bump into a fake flag as well as a rainbow made of fluorescent lights, and both
of them would naturally state to belong there even though one is kitsch and the other one
is fine art.
Picture 11 and 12 (link to pictures under references)
I have put together the pattern through these previous comparisons between art pieces
and kitsch objects. Specific details from them have been transformed and simplified to be
able to fit the geometrical pieces of the patchwork, visible in the picture below. I have
made shapes less complicated, and picked up colors from the pieces and objects that
interact well with each other. What I aim for with these color interactions are visual effects,
and certain combinations form this better than others. This is something I've learnt through
years of experimenting with colors and patterns. Furthermore the rhythm in the pattern is
inspired by both Riley's painting and LeWitt's wall drawing together with Lego. The
fluorescent colors with glitter, are supposed to be traced to the light of Flavin's rainbow and
the funfair. The glitter is supposed to reflect light and by that create a glowing feeling. The
bought glitter fabrics in green, blue and pink, which are the only pieces that I haven't been
printing myself, are metaphors for the My Little Pony aesthetic – a world of glitter where
everything sparkles and things are fun and nice. It's a mix of many different denominators
that make up my pattern and this is why I have been trying to break everything down to the
simplest shapes, in order to avoid too much information and by that make it messy.
Therefore it's been important to make a systematic pattern, but still in that state a
controlled disorder brought on by the play with visual illusions.
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4.2 Patchwork
The associations described in the previous chapter, makes up the ideas of the project.
These ideas are then applied to my technique – patchwork. It's through this technique I
have built most of my patterns. The patterns can become whatever they like. The only
thing that I know for sure every time is that pieces will be sewn together and that these
pieces make up the composition of the pattern. As written previously I don't make
traditional quilts but instead my own way of patchwork - without backing and raw edges. I
am though interested in the patterns of non-representational Amish and Mennonite Quilts.
The Amish and Mennonite, are two closely related, traditional christian fellowships, known
for their simple ways of living. Many of them immigrated in the early 18th century to the
north-east American state Pennsylvania. These people are famous for their hand made,
abstract quilts, in which they play with dark and light colors to obtain visual effects, one
design is called Log Cabin Quilt. “The compositional principle of the Log Cabin Quilt is the
contrast between light and dark fabric. (…) When the blocks are pieced together to make
the quilt, dramatic visual effects and variations can be created depending on the
placement of the dark sections.” (Hemmings p.164) The picture shows an example of a
Log Cabin Quilt with origin from Pennsylvania around 1870. These quilts often resemble
art pieces that interest and inspires me, Jim Isermann's textiles as an example, and the
quote above could almost be an explanation of a painting by Bridget Riley, or a wall
drawing by Sol LeWitt.
Picture 14 (link to pictures under references)
“The quilt artist exploited the design possibilities through her color relationships, value
contrasts, and inventive variations of the original pattern.” (Hemmings p.161) Quilts
inspires me because the interesting color meetings are created through a certain
technique. This technique feels possible to explore in many different ways and this is why I
always apply and play with it in my work.
4.3 Process
My process starts with the making of a paper sketch. In this sketch, I make all the choices
for how the pattern will turn out. I decide the colors, the shapes as well as the overall
structure. When this is done, I set the scale. Usually I do this by measuring the sketch and
bring the proportions up to a size that feels manageable in order for the construction to not
be too complicated. Everything in the process is calculated from the sketch, and I usually
make very detailed schedules for every step in the process since the sketches tend to be
confusing and hard to grip with all the different colors and illusions. It's hard to make the
schedules complete from the beginning, since many things I didn't consider are explored
during the process. I make the schedules to keep track of the process and make it as easy
as possible. The schedules are as well interesting to look back at in the end of the project
to see if I could have made things different.
In the sketch process of this project, all the choices were based on the Versus
associations examples, explained in the Versus Associations chapter. After these choices
were made the translation into textile started. In this process I let go of the control I had
when making the sketch. What happened here I couldn't control and that made it fun and
interesting. I think this is something that happens when you go from one material to
another and also change the scale, unavoidable things will happen and that is a fact you
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just have to accept. The thickness and material of the fabrics I used had to be considered
carefully. I tested different fabrics and how well they responded to the printing, how stiff the
material became and how well the prints were absorbed by the surface. This was
important in order to get the right effects. The tests didn't became a perfect imitation of the
sketch, because the material added a lot of interesting new things. The scale also changed
the perspective of the work. When I made the sketch it was so small that the effects was
stated clearer than in the bigger textile piece, where you need to stand extremely far away
to obtain the same result. As well as the three-dimensionality and texture that was added
when making the textile, which created new effects that didn't existed in the sketch. The
pattern is changing when you move around it, things disappear and other details are
revealed when you switch angles in front of the piece.

Another interesting aspect in the translation from paper sketch to textile was what
happened with different methods when I applied them in other contexts. When sketching I
often use metaphors for shadows. In this sketch I used black stripes to create shadow.
When I translated this fake shadow into the same black stripes on the textiles, they
became something else than a shadow. Through the effort of making the stripes fit in the
pattern with the right size and color the stripes became part of the pattern, individual drawn
lines repeated by several textile prints. They were no longer a transformed shadow, the
translation of the stripes had turned them into something new, of their own. I liked this
transformation of how something fast and scribbled suddenly became an important
expression. In my pattern, the stripes could bring your mind towards imperfect lines drawn
with a thick ink pen. In the sketch I instead read them as shadows, because of the paper.
The translation added something new. Instead of creating a real shadow as I thought
about in the beginning, I kept the stripes because I liked how well they played with the rest
12

of the pattern.

I continued the process by printing three different types of squares onto textile by hand,
using six different screens. The shape of the pieces was calculated through practical
examples when trying to figure out which form fitted best for the three-dimensional
structure. I made a lot of of tests with different fabrics to get the right thickness and a
pattern that wouldn't lose its shape. It turned out to be a quite thin bleached satin cotton
that I printed with pigment colors, combining fluorescent pigments with more basic, but still
very bright colors. When adding the print, the fabric got a little bit thicker which added
advantages to form it into its three-dimensional shape. In total the pattern contains of
eighteen colors, fourteen of them hand printed on cotton, together with bought synthetic
fabrics in three colors, plus parts unprinted in white.
I experimented a lot with different textile hand prints to make the surface vivid. Many
changes were made, from dots to stripes and back again, to then take away the dots
completely and add more colors instead to create the right effects. This felt important in
order to lead your gaze through the pattern and create a rhythm with the colors as well as
in the composition and not leave anything to chance, but control the pattern and get the
exact effect I aimed for. I added glitter to some prints, to make them play with and reflect
light, which can be an interesting effect that changes with the light during the day. I tried
out different kind of stripes to find out that the broad ones in black made up the best
distance between each line to let the colors in the background shine through perfectly. In
the bought fabrics the sequins played with both lights and reflections but in a different and
much more aggressive way than the glitter, and at the same time made up an good mix
with and added variation to the other main fabric in cotton. In my choice of colors I went for
the brightest ones, that together could make up combinations that make your eyes hurt.
The pattern was finally built up by twelve repeated pieces, each containing 192 patches
sewn together. Put together in ordered piles, divided into three horizontal rows and four
vertical, to keep track of the order. I had to keep in order the different colors of the fade in
13

the vertical rows, to not mix them up and put them in the wrong place, because all the
pieces of the patter almost looks the same. On the top and at the bottom, rows of white
patchwork were added, letting the vertical faded fluorescent lines ending with yellow (on
top) and green (at the bottom) to continue and float out from the pattern, creating a feeling
of endlessness. This was added later in the process to resemble the paper sketch where
the idea started from. The white parts makes the pattern both melt into the wall and stick
out from it at the same time, giving another dimension to the illusion, stripped of colors but
still present in its illusiveness because of the shadow play of the three-dimensionality. I
named the piece POPOP and it finally consisted of 2816 patches.
On the exhibition the pattern was attached to the wall with nails, I wanted for the
construction to be almost invisible and let the pattern appear as floating on the wall. The
size of the entire piece became 2,40 x 2,40 meters.
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5. Result
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Looking at the final result I managed to build in several things in the pattern, yet keep a
simple composition and strict rhythm. This was my aim for the project, and possible
through the clear examples I put up for myself. Keeping the framework of comparisons
helped me make fast decisions and move in a straight direction. It's hard to break down
much information to the essentials without making a mess, and rules makes this easier, by
structuring up the chaos. From this aspect I think that my piece is successful. Especially
through the three-dimensional play when you move around it and the pattern is changing,
like a controlled confusion.
From the beginning, according to the sketch, the pattern was supposed to be rectangular. I
missed to calculate the shrinkage that would occur when translating the sketch into a
three-dimensional textile, and the pattern finally became square instead. This bothered me
at first, because I thought it would change the expression, but looking at the hung piece, I
think that the format of a square fits the purpose and neither change or challenge the
expression.
Usually I nail my works to the wall, which is a tricky and time consuming process. To make
it easier but still keep the feeling of the pattern free floating on the wall, I have been
thinking of adding a backside to have a static construction and make the hanging faster
and easier. This backside would consist of a see-through fabric which will be sewn
together with the patchwork at different attachment points, making up a construction to
hold the patchwork in place and make it easy to hang against the wall or in the middle of a
room with just a ledge at the top. By choosing a see-through fabric the construction will still
be visible and my purpose of having the process, the construction of the backside,
possible for showing would not go lost.
6. Discussion
The method I have used in this project, comparing different things with each other, mainly
has been working as a tool for building up a structured pattern. Analyzing this method and
letting other people take part of it and dissect it have made me realize that it's not the
specific method in itself that my work is about, but more the concept of having a method to
lean back on, especially when working with a craft based technique. Then this method can
state different ideas and patterns. Rather than letting the method of comparing become the
idea of the project which was the case now. I should get into the making and let it lead me
in different directions. The method I have used could be changed and reconsidered and
turned into something else. It's a way for me to structure my process since stating illusions
tend to be messy. What I want for people to see is not the comparisons in particular but to
make them feel things for the pattern and for the material, to state a physical experience,
and there is a difference between these two things that I have realized during this process
and want to to explore further and go deeper into from this point.
I see my work as an investigation of the relationship between craft, fine art and popular
culture, and reading about other artists that work in similar ways has been very helpful. A
clarity to how and why I use methods and specific techniques became clearer through the
process. The combination of writing and making have helped me figure out some answers
to my thoughts and the choices I have made, which from the beginning felt hard to explain.
Without the writing I never would have came up with the idea and been able to develop
and talk about it. To get feedback on it was very helpful in order to reconsider what I want
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to say and what the aim was for the project, and how I will continue my work in the future,
how I look upon my practice and where I want to go from here. I know better now how to
apply this inspirational sources to my work, and why I use them. Letting them be a part of
it, without forcing them to state messages that are already clear, but rather always be there
as a platform for my different expressions and ideas.
I think I'm one step further towards understanding this working method but far from
finished with it. In the process itself I feel that I understand my patterns, I know why and
how I do them because the material speak to me and I know through experience how I
should treat it in order to get what I want. It is in the method and technique I want to be
and explore things. I think this is why I apply illusions and want to create visual effects in
my patterns, because through those the patterns speak to me and I get one step closer in
my investigations of understanding all sides of them practically, and also to find ways to
talk about them. It feels like, through my way of working, I am on a journey together with
my patterns, where we are in dialog. They speak to me when I work with them and I got
the ability, through this work, to speak about them and hopefully get to understand them
more and more through further investigations.
7. Conclusion
How can I with the influence from craft, fine art and kitsch/popular culture build a pattern
that takes people on a visual journey and affects them physically through visual illusions
and the interaction of colors?
This was the question I started this text with. Reading it now I feel that my aim is the same
but I would have asked it differently. I started this project believing that what I wanted was
to state the idea of all my different influences in one pattern. I realized just a while before
we started the master project that I collected materials for patterns from different fields. I
think I had known this before but it was quite recently I could put that into words. I think
this revelation blinded my vision a bit, making me believe that I had to state this message
because it wasn't clear. Further on I realized that this part is clear without any
explanations, and that an explanation of it can then be too obvious. This made the idea of
my project be the actual thing that I was stating visually, like a method of the method.
Instead of using my method to state a new and different experience and effect, that can
deal with subjects far away from my artistic form language, that always will speak for itself
and be present. The question could then be rephrased, since I always have the influence
from craft, fine art and pop-culture with me. It could have been focused more on the actual
illusion and what experiences you can create from building and creating visual effects. I
could also have taken any subject at all and applied it to my method and created a pattern.
I think what I have realized is that my patterns could state many different messages and
dealing with different questions and subjects, and that I can do this through my craft based
method. I love to be in the process and I love the act of making, to commit myself and dig
deep into the craft techniques. I feel that this is where my interest and skills lies. Therefore
I think if I were to put myself in a context, my patterns are in the field of craft, where I can
talk about the method and technique as much as of the messages my patterns speak.
With the aim of creating experiences and effects that makes the eyes feel something.
The experience of exhibiting my work at the Konstfack Spring Exhibition was interesting,
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fun and exciting. I think that from hearing peoples comments and feelings about the piece,
the aim of letting the pattern speak for itself, as a physical experience have come through,
which makes me really happy and satisfied. I like that people seem to get my message or
at least get the reaction I want them to by experiencing the piece, and not necessarily
have to read about it to understand, and this makes me keen on continuing exhibiting in
the future. To get closer to peoples reactions in order to see what new ideas that can give
me. I will from this point gather the the new experiences and knowledge from this project,
both good and bad and let it sink in. Then put the different thoughts and pieces in together
and go into a new project, that like this one did hopefully will take me to the next level.
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