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Ta av loket. Ottast ikkje.

Gunnhild @yehaug’

Remove the lid. Fear not.

Gunnhild @yehaug"
(my translation)

1. Gunnhild @yehaug, Miniatyrlesingar, Kolon Forlag, Oslo, 2017, p. 79.
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1.1. Foreword

| began the Norwegian Artistic Research Fellowship Programme at the
Oslo National Academy of the Arts (KHiO) in October 2011. My work,
Weaving Fabrics for Suits, was developed in the textile department of
the Art and Craft faculty. Gerd Tinglum was my first supervisor, and |
had two second supervisors, Anne Knutsen and Theodor Barth. Jessica
Hemmings was the text supervisor for this reflection.

| spent three and a half years on the programme, with my final exhibi-
tion Weaving Fabrics for Suits showing at the Oslo Kunstforening (OK)
from 13 March to 19 April 2015. The exhibition and an accompanying
catalogue were the artistic outcomes presented for assessment in 2015.
This reflection text is submitted for review in 2017 and 2018.

The reflection is a series of shorter texts — fragments that, to a greater
or lesser degree, relate to the context in which they stand. Sections

of text in black make up the newly written reflection. Sections of text

in green are edited and translated versions of the texts | wrote for the
exhibition catalogue in 2015, with the exception of The Blue Suit, which
is a new addition written in 2016. These form part of an experiment in
poetic writing, and for that reason they have no references. The sections
of text in italics are quotes.

| choose not to use the term project about my work in the programme.
My explorations have not been sufficiently planned or delimited, neither
in time nor in content, for project to be a suitable term.

My work is built on craftsmanship and my own biography. | use refer-
ences and theory where they naturally form part of what is necessary to
write about. This is not a text about the history of the Norwegian textile
industry. It is not a text based on phenomenology, economy or queer
studies. It’s a text about sensation, longing, belonging, memory, pride
and being gay. | write about my work and about myself, based on my
experience as a tailor, weaver and dyer — above all from the perspective
of my practice, as a maker.
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Sometimes you can’t see yourself (...) The thing about autobiography
is that you can only say what you have allowed yourself to know.

Maggie Nelson 2

2. Maggie Nelson and Karl Ove Knausgard in conversation, led by
Ane Farsethas at the Munch Museum in Oslo, September 2017.
https://morgenbladet.no/hendelse/morgenbladetsalongen-3



2.1. Now

What | write about is changing because what | see in it changes.
Emotions change, meanings change. This text is an attempt to create a
relationship between what | did during the period as a fellow, and why.
The artwork and this text are two separate things. What | have been
exploring has been waiting for me to engage with it without reservation.
What | produce is reflected in a continuously developing awareness.

In his essay on critical reflection in the Norwegian Artistic Research
Fellowship Programme, Eirik Vassenden quotes from the reflection by
Per Gunnar Eeg-Tverbakk: The temporal distance has relaxed the
relationship to the different activities and made it possible to see
new aspects of the work. At the same time, this distance allows for
retrospective rationalisation and interpretations that may obscure
the actual turn of events (...).3 In my text, memories, knowledge and
experiences from my life are woven into each other. Formally, Weaving
Fabrics for Suits took place between 1 October 2011 and 1 October
2014. But it started a long time ago, it is happening now, and it will con-
tinue for a long time still.

In the time that has passed since the final exhibition at OK in 2015, |
have worked hard to find a foundation for my life within myself, and not
beyond myself. | have faced feelings of worthlessness, loneliness and
vulnerability — a collapse, a realisation that something fell apart. If it is
to be reassembled at all, it must be done in a completely different way.
This reflection on the experiences of my investigations as a fellow is an
important part of this process.

It was not a strategic choice that | wrote this reflection based on my
own biography. It appeared rather as a necessity, something | could not
avoid. In a conversation at the Munch Museum in Oslo in September
2017, authors Maggie Nelson and Karl Ove Knausgard talked about the
open or dissolved | as a place for composition.4 This idea created a
space for me when working on this text, and a hope for relevance.

The blue suit is the object at the core of my work. Experiences of pro-
ducing and wearing this suit have given me a point of entry to explore
the significance of my own history and knowledge in a new way. It has
been a challenging exercise to continuously disentangle myself from all
that | know about this object, for me to be able to think as freely about it
as possible and to communicate the experiences in the way that | want.

| reflect on a body of work that is part of the search for anchoring
points that have shaped my life. Belonging. For me, my body. To places.
People. Work. The garment. Production and the making. The old textile
samples in the archives. The history of the textile industry.

3. Eirik Vassenden, Hva er kritisk refleksjon?, Artistic Research Fellowship
Programme, 2013, p. 23.
4. Maggie Nelson and Karl Ove Knausgard in conversation, led by Ane

Farsethas at the Munch Museum in Oslo, September 2017.
https://morgenbladet.no/hendelse/morgenbladetsalongen-3
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2.2. Craft

When | was 20 years old | decided to learn a craft. | wanted to work
physically, shaping materials. | also wanted to be able to make some-
thing beautiful. Three years later, | received a journeyman’s certificate as
a men'’s tailor. After graduating, | worked for a year at the costume
department at Det Norske Teatret (the Norwegian Theatre) in Oslo be-
fore | applied to the Fashion and Costume Department at the National
Academy for Arts and Crafts (SHKS, now part of KHiO) in Oslo. At that
time, this was the only higher education course in fashion and costume
design in Norway.

The teaching in the first year was modelled on the ideas of Jakob Prytz,
which he introduced as rector at SHKS in 1936. This included compul-
sory introductory courses focusing on exercises in form and colour, as
well as workshop training in the departments of textiles, metal, ceram-
ics and painting. The courses were influenced by Bauhaus ideology in
the following decades, with the development of a design course led by
lecturers from the Institute of Design in Chicago, which promoted the
Bauhaus ethos in the post-war period in the United States.5

At the end of the 1990s, when | was a student at SHKS, the teaching
still adhered to these principles. The first year was divided between
courses for all students in drawing, form, colour, writing, ornamentation,
geometric drawing and light, as well as introductory workshop courses
in the different departments. After one semester, | applied for a tran-
sition to the Textile Department and continued my explorations in the
workshops for textile prints, printmaking on paper, drawing and dyeing.
During four and a half years at SHKS, | spent most of my time experi-
menting in the workshops. | worked intuitively based on emotional and
aesthetic assessments, following the principles and logic of the materi-
als and techniques | used.

| devoted my last six months at the school to exploring the principles
of handweaving, which | had previously only worked on for a few weeks
during the second year — and strangely hadn’t appreciated at all at that
time. | analysed my mental and physical responses to weaving, ques-
tioning the value of the work and production itself. This exploration
represented a turning point. | realised that | would now focus entirely
on weaving, and the graduation project seemed more like the beginning
than the end of a process. Four months after graduation in January
2000, | went for the first time to Sjglingstad Woollen Mill.

5. Kirsten Ruud Salomonsen, ‘Kunsthandverket er den naturlige bru mellom
kunst og produksjor’, in Lars Marck Finborud and Milena Hoegsberg (eds.),
Bauhaus pé Norsk, Orfeus Publishing/Henie Onstad Kunstsenter, Baerum,
2014, p. 145.



THE STREAM
Sjelingstad, 6 May - 24 September 2014

When | came here the first time, exactly 14 years ago, | was reading
Kenzaburd Oe on the train from Oslo. | don’t remember the title of
the book, but it was about the inhabitants of a village in a rural area of
Japan. It was also about a trickster figure.

In Mandal, | met the production manager of the mill | was about to visit.
When we drove on the gravel road in his old Mercedes, along the stream
through the valley towards Sjglingstad, it felt like entering the land-
scape in the book. It felt like entering another time. Walls of trees. Quiet.
Hidden.

In May 2000 | was here for three weeks to get an introduction to weav-
ing using the old mechanical industrial looms of Sjglingstad Woollen
Mill. I worked on one of the cloth looms, a 1936 model from Sachsische
Webstuhlfabrik with a white woollen warp. | made samples using Batavia
patterns and several weft yarns, weaving a length of fabric that | took
through all the steps in the finishing department.

It happened instantly. | knew | had found a place where | wanted to stay.
| felt an immediate and strong connection to the buildings and work-
shops at Sjelingstad, to the people, the tools, the textiles, the village and
the surrounding nature.

Three weeks became two years.

There is one specific memory from that first time | came here that is
particularly strong - the view of the stream, and the green hill behind

it, just by the bend in the road where the village starts at the Thorsager
house. The spring came very early that year. It was warm, humid and in-
tense. The view of the stream merged with the landscape in the Oe book,
and my memory from the moss garden in Kyoto. A dark shiny green.

The silence here is powerful.
| have always wondered how a stream that small could ever have been
sufficient to supply the mill with enough power. When | walked along it

earlier today it was very quiet - motionless, almost.

The mill is still here.
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2.3. Development

During the years before the fellowship programme, | had established

a way of working that explored stories, or histories, without on a pro-
found level connecting them to me. My processing of the material was
of course personal, but | could always point somewhere else, away from
me. | had found solutions and expressions that | believed to be satis-
factory. But they were solutions to what | will call symptoms, and | was
unable to thoroughly investigate the reason why these symptoms - such
as a need for control, withdrawal and isolation — had developed. This
created an emotional distance.

| have not developed my work in the programme following an estab-
lished and consistent research question defined from the beginning. It is
more precise to say that | have had a research area that | have exam-
ined without aiming at answering or relating the outcome of the work
to a predefined question. Establishing a binding framework for the work
would probably have limited the direction it eventually took - a direction
that it was necessary to nurture and give space to. | do not regard this
as a weakness, but as a necessity. | believe that, based on what | wanted
to strengthen and accommodate in my work, pinning down the research
question and methodology would have prevented the openness and
vulnerability | searched for.

The exploration has had two main themes, textile industrial history and
identity. The clearest turning point during the time in the programme
was the transition from working with the material from a historical
angle, which was most prominent at the beginning, to examining more
deeply questions of biography and identity, which eventually became
more crucial.

The reflection examines the connection between my own story, my
field of interest and my practice. | emphasise how history is recorded
and represented, the memories, the places and the conversations that
develop from exploring a textile — in the weaving mill, in the museum, in
the classroom.

At times, it has not been clear in which area | have worked, and what
consequences actions in one area have had for the development in
another. | have chosen to withstand uncertainty and vulnerability in sit-
uations where | have not been able to explain what | was doing. This was
to protect the material and the process, and to allow for the unexpected
and the coincidental. The intention was to produce and gather a body

of material extensive enough, both physically and experientially, that it
would be possible to formulate questions through editing and compiling,
in text and through exposition. Collecting this material was essential,
without necessarily being able to explain or defend the actions behind it
through a research question or a project description.

The following excerpts are a selection of descriptions from different
stages of the process, showing the changes in how | have been thinking
about the exploration, and how | have communicated my thoughts:



From the application for admission to the programme. January 2011:

The point of departure for a fellowship programme period at the
Textile department at the Oslo National Academy of the Arts will be
the textile industry in Norway and its history. The question | raise in
this project is how the value of craft skills is managed in industrial
production. | will - seen in a cultural, social and economic perspective
- explore how changes in the conditions of this industry affect the
understanding of and emphasis on knowledge and historical material
acquired through generations. This theme will form the basis of the
artistic work.

From the revised project description. May 2012:

The starting point of my project is the Norwegian textile industry
and industrial history, and | build on my own experience from the
Sjolingstad Woollen Mill in Lindesnes. | am working on questions
related to processes of change in the industry, with a focus on the
mechanisms at work when a company is established, is in operation
and is closed. | focus on the historical development of the fabrica-
tion of woollen textiles in Norway, and | examine the importance of
craftsmanship and skill, and how specific knowledge of industrial
textile production is developed, protected and transmitted.

From the first version of the reflection. June 2015:

The point of departure of the project Weaving Fabrics for Suits is
observations of both the historic demise, and the opportunity for
growth in the remaining Norwegian textile industry. The aim has
been to take part in safeguarding both knowledge and historical
materials in the cultural field, in the development of this industry in
Norway for the future, and finally to create connections between

my deep interest, fascination and passion for this field and an under-
standing of my own history and experience. These three components
are connected to each other, inform each other and are different
facets of the same matter.

10



THE SUIT
Testico, 5 February 2014

The suit does not exist. It is still a dream, like the Bangkok suit | planned
many years ago. Jean Genet, lice, sex in dark places, tanned skin, greasy
hair, old leather sandals, a singlet and a dirty worn suit in faded orange
silk. The thought was there. The design was there, and it was all about
letting myself go. Destruction. Then the Paris suit. The market at Porte
de Clignancourt. Perhaps | saw it there, a long time ago? The look of it
has changed over the years. Now it is made in a heavy wool fabric in
beige and pink tones, with a silhouette from the 1930s.

The motivation for becoming a tailor was the need to learn a craft. |
wanted to make something with my hands. When | was accepted at the
tailoring school, | didn’t know much about it. | remember saying the
first day in class that | didn’t think it would involve so much stitching by
hand. The hand stitching is an essential part of making a suit. Of course.
But I didn’t know.

My interest in clothes and fashion was in a strange way separate from
the tailoring for a long time. | didn’t experiment much with making other
kinds of garments. | remember | thought of sewing a T-shirt as a techni-
cal obstacle - where to start? - while making a suit was something | did
without hesitation.

The transferral of a woven fabric to a three-dimensional form never
really became clear to me, and the teachers didn’t talk much about the
body. | ended up becoming quite good at details, pockets and stitching,
but the total fit of the garments was a challenge.

Sewing and daydreaming, as time passed in school. | was slow, com-
pared to the standards of the guild. | knew it, but | tried over and over
again to get it right, until | stopped sewing 20 years ago.



The greater the distance, the clearer the view: one sees the tiniest
of details with the utmost clarity. It is as if one were looking through
a reversed opera glass and through a microscope at the same time.
And yet, says Browne, all knowledge is enveloped in darkness. What
we perceive is no more than isolated lights in the abyss of ignorance,
in the shadow-filled edifice of the world. We study the order of things,
says Browne, but we cannot grasp their innermost essence. And
because it is so, it befits our philosophy to be writ small, using the
shorthand and contracted forms of transient Nature, which alone are
a reflection of eternity.

W.G. Sebaldé

And surely you have seen, in the darkness of the innermost rooms

of these huge buildings, to which sunlight never penetrates, how the
gold leaf of a sliding door or screen will pick up a distant glimmer
from the garden, then suddenly send forth an ethereal glow, a faint
golden light cast into the enveloping darkness, like the glow upon the
horizon at sunset.

Junichiro Tanizaki?

(...) as far as | know Italian is the only language in which the word
vago [vague] also means “lovely, attractive” Starting out from the
original meaning of “wandering” the word vago still carries an idea
of movement and mutability, which in Italian is associated both with
uncertainty and indefiniteness and with gracefulness and pleasure.

Italo Calvino®8

The words notte, noturno [night, nocturnal], etc., descriptions of the
night, etc., are highly poetic because, as night makes objects blurred,
the mind receives only a vague, indistinct, incomplete image, both of
night itself and what it contains. Thus, also with oscurita [darkness],
profondo [deep].

Italo Calvino citing Zibaldone by Giacomo Leopardi®

6. W.G. Sebald, The Rings of Saturn, New Directions, New York, 2016, p. 19.
Ié Junichiro Tanizaki, In Praise of Shadows, Vintage, London, 2001, p. 35.
8. Italo Calvino, Six Memos for the Next Millennium, Penguin Classics,

London, 2009, p. 57.
9. Ibid., p. 58. 12



2.4. Text

| am a weaver. Nevertheless, | have the same hope associated with a
text | have written as with a fabric | have woven. What can the text do?
It is demanding for me to produce materiality in the text. The mind
space where it is located is quite some distance from the material world
| operate from. | try to find the words that can come as close as possi-
ble... to what? Something experienced as real? The body?

In his conversation with Maggie Nelson, Karl Ove Knausgard describes
the form as a gift.10 You can say something within one form that you
cannot say in another. This is a rather beautiful way of putting it. | find
joy in language. With purpose, deliberate choice of form and concen-
tration as starting points, | believe in the ability to create resonance.
Both writing myself and reading fiction written by others are important
spaces for exploration.

| develop ideas through text, and then | experiment in the workshop
using the material in which the idea is to be realised. | hardly ever draw.
| hardly ever sketch, other than through writing. The text sketches

are part of an internal dialogue about the development of my work.
They have a form that differs from the texts meant for others to read.
Fragments, sometimes poetic.

When | write that | am a weaver it sounds like there is a long distance
between text and textiles. But there is not, and this is a recognised

idea among weavers. There is a connection between these modes of
expression. About time, rhythm, extent. And construction. By the use of
a given system, bringing single elements that alone make little sense to-
gether, to a solid structure. For me this is primarily a bodily experience,
related to action and craftsmanship.

A few months ago, | read a collection of essays, Miniatyrlesingar, by
Gunnhild @yehaug." Her enthusiastic and humorous descriptions of
literature gave me energy. And ease. | am not writing fiction. | am writing
a reflection, and it might be the nature of a reflection text that it will
never satisfy its author, due to what cannot be described and what must
be left out. But still, the need is there to write in such a way that there
is, in the words of @yehaug, no ocean shining between the concept fa-
ther and the word father. She does not make it easier for me when she
continues: And only the author who makes this ocean disappear in
such a way that it feels like the concept and the word have become
one, has succeeded in this twisted and most wonderful metamorpho-
sis that fiction is (my translation).’2 Fiction or reflection, the challenge
is in my view the same.

In the text Tom and the Rabbit (my translation) by Dag Johan
Haugerud, the protagonist Erik is in discussion on the challenges of
writing a biography. Erik refers to Raymond Queneau: Just think about
Raymond Queneau’s Exercises in Style, where he retells an event on a
bus in 99 different ways. But no matter how he writes, he never man-
ages to tell exactly what happened. It is just as if it cannot be cap-
tured. One might assume that he could continue 99 more times, or
even a thousand times, but still there will always be something that
escapes. Is this not the problem of language, and of metaphysics,

and then also - at least indirectly - of biography? (my translation) 13 13



Every time | write about this, two strains of thoughts unfold. The uni-
fying, concrete, that which can be grasped on the one hand. On the
other, that which is open, in motion, fluid, changing, and okay not to
understand.

10.

1.

12.
13.

Maggie Nelson and Karl Ove Knausgard in conversation, led by Ane

Farsethas at the Munch Museum in Oslo, September 2017.
https://morgenbladet.no/hendelse/morgenbladetsalongen-3

Gunnhild @yehaug, Miniatyrlesingar, Kolon Forlag, Oslo, 2017.

Ibid., p. 94.

Dag Johan Haugerud, Enkle atonale stykker for barn, Forlaget Oktober,

Oslo, 2016, p. 29. 14



Jeg kjente ikke igjen det jeg sa lenger. Jeg kjente ikke igjen mine egne
minner nar jeg fortalte om dem; de to politibetjentene stilte meg
spersmal som tvang meg til & beskrive natten med Reda pa en annen
mate enn jeg @nsket, og jeg kjente ikke lenger igjen det jeg hadde op-
plevd i den formen de tvang meg til & skildre det i (...)

Edouard Louis 14

| didn’t recognise what | said any longer. | didn’t recognise my own
memories as | told them; the two police officers asked me questions
that forced me to describe the night with Reda in a different way than |
wished, and | didn’t recognise any longer what | had experienced, in the
form they forced me to retell it (...)

Edouard Louis 4 (my translation)

14. Edouard Louis, Voldens historie, Aschehoug, Oslo, 2016, p. 81.
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2.5. Language

During the first period of the fellowship programme | wrote texts
related to my work in Norwegian. My supervisors were at that time all
Norwegian-speaking, and | found that there was a natural connection
between what | was exploring and the experience of describing it in
my native tongue. After a while, however, | made the choice to write in
English. Part of this decision was practical, aimed at facilitating better
communication of my experiences when taking part in the fellowship
programme’s spring and autumn forums. There was a requirement that
presentations and discussions at these forums should be in English.

| experienced that the transition in language created a distance from the
material that | was trying to write about. | had previously had this expe-

rience mostly when speaking English, when | thought of myself as more

easy-going, or lighter, in this language.

For a long time, | felt that this distance created by the language was
positive. Writing in Norwegian asked something of me that | was unable
to respond to - something that had to do with depth and commitment.
| was not ready for a confrontation with my own language. Today, | do
not consider this period as negative. | believe in many ways that it was
a necessary phase that gave me an opportunity to play and move freely,
and in a way to catch up with myself.

Now it is necessary to write in Norwegian. | translate the finished text
myself to English, before it is reviewed by a copyeditor.

16
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Jeg tenkte: For du har alltid hatt fglelsen av at livet ditt har foregatt
utenfor deg selv, og pa tross av deg, at du har statt og sett det utvikle
seg pa avstand, og at det ikke ligner pa deg. Ikke bare i dag. Da du var
liten og foreldrene dine tok det med til supermarkedet, pleide du a se pa
de som gikk forbi med handlevognene sine. Du stirret pa dem, du husker
ikke lenger hvor du fikk denne manien fra, men du sa pa klerne deres,
maten de gikk pa, og tenkte: Haper jeg blir sann. Haper jeg ikke blir
sann. Men du ville aldri ha tenkt at du kunne bli den du er i dag. Aldri.

Edouard Louis1®

I thought: You have always had the feeling that your life has taken place
outside of yourself, and despite of you, and that you have observed it
developing from a distance, and that it does not resemble you. Not only
today. When you were a child, and your parents brought you along to the
supermarket, you used to watch people passing with their trolleys. You
were staring at them, you don’t remember from where you got this mania,
but you were watching their clothing, the way they walked, thinking: |
hope | become like that. | hope | don’t become like that. But you would
never have thought that you could become the one you are today. Never.

Edouard Louis s (my translation)

15. Edouard Louis, Voldens historie, Aschehoug, Oslo, 2016, p. 27.
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3.1. Clothes

The film Notebook on Cities and Clothes'6 was made by the German
filmmaker Wim Wenders about the Japanese fashion designer Yohji
Yamamoto, commissioned by the Centre Georges Pompidou in Paris in
1989. During the film, it becomes clear that Wenders and Yamamoto share
a reference in August Sander, and his photographic work gathered in the
book August Sander: Citizens of the Twentieth Century.'6 | saw the film
when | was 24 years old and got the book as gift when | turned 25.

On his travels in Germany from 1892 to 1952 August Sander took
pictures of people from all walks of life in their own surroundings

- individuals, groups and families, at home or at work. With a few ex-
ceptions, everyone who is pictured looks into the camera. The images
are sorted by occupations and social layers, not according to time and
place. The clothes tell part of the story: changes in fashion; what values
the clothes represent; how they are adapted to the professions of the
people depicted; their positions in society; how the clothes are taken
care of, or not. And from an aesthetic point of view, differing textures,
materials, cuts and patterns.

As a child | already used clothes actively as a form of communication
- to be visible, to be different, or the same. What | was wearing was
deliberate. It needed to feel right, and look right. | am not sure where
this impulse came from, but | think it had to do with not feeling safe. |
observed, mapped out my surroundings, and dressing became a strat-
egy. Eventually this awareness opened up to positive and rewarding
observations of aesthetics, storytelling and the way people play, explore
and manipulate through the use of clothing. It is a way of reading. The
garment has both protected and exposed me, depending on the situ-
ation. It has reinforced feelings, expressed a need to establish contact
and be confirmed, or the opposite.

For a few years the brown cotton shirt by Comme des Gargons | bought
in the mid 1990s was in storage. Now | would like to wear it every day,
but | am afraid to wear it out. The long shirt by Dirk Bikkembergs |
bought when | was 19 is still in use. It is in a chequered linen fabric with
a bow on the back, somewhere between workwear and a blouse. The
shirt in black cotton and the turtleneck woollen sweater are the only
pieces by Martin Margiela | can still wear. All my other Margiela clothes
are now worn out. | have taken care of what is left of them. | have taken
care of mostly everything really.

16. The film is published on DVD as a part of The Wim Wenders Collection,
Reverse Angle Library, 2003.
17. Gunther Sander (ed.), August Sander: Citizens of the Twentieth Century,

The MIT Press, Cambridge, 1993.
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FABRIC
Oslo, 28 January 2015

People, place, fabric. The English word fabric and the Norwegian word
fabrikk, which defines the place where production happens, the fac-
tory, derive from the Latin word fabrica, originally the workshop for
the faber - craftsmen, carpenters, etc - as well as meaning something
skilfully produced.

The production of fabric is complex, and involves the use of systems
and tools that engage and challenge the entire body. Fabrics are tissue,
muscles, nerves and the circulation of blood. Single threads become a
solid fabric: systems of threads unified in a construction that can again
become something else.

Fabric is the result of a bodily engagement, the planning and intuitive
responses to the process and materials. The processes of weaving tend
to be complex and sometimes long-winded. Sometimes it is a struggle.
The threads are weak, the machine is unbalanced and unpredictable. |
am unfocused. A well-made fabric is a strong and sensual experience. At
times, it happens. Production can be deeply satisfying.

Perfection and standards of quality. | know what | am aiming at. Being
part of a production line is an agreement. The spinner has made the
yarn for the weaver to use, warp and weft. Later the dyer and the fin-
isher are involved in developing the desired result. We all do our best to
minimise errors.

The fabric is a definition of a specific space, a domain. It has a front
side, a back side; it surrounds. The tactile qualities of a fabric are as im-
portant for the experience as the visual properties, perhaps even more
so. The fabric is connected to the scale of a human body. Making tex-
tiles only to be looked at is meaningless to me. | am not able to let go.



3.2. Fabric

A fabric can transcend and reveal something else. In me, there is a need
to respond. | want to weave textiles that create desire. This is also a
language. A way to exchange experiences, values and attitudes. Are the
textiles that | refer to my theory? Through recognition, | enter a diverse
world and become part of something larger than myself. The craft is
universal.

Meeting the Japanese weaver and designer Sayoko Kai, who is behind the
brand Mompekko, confirmed this experience. We met at my workshop

in Oslo. She is from Fukuyama in Japan and works with the Bingo Kasuri
mills in her hometown. There was recognition through the fabric, and

the history. We explored the materials she brought along, before turning
to my work. The experience | have from exploring local weaving mills is
transferable. There is attention to my work among colleagues elsewhere.

Visiting Daniel Harris at the London Cloth Company confirmed a shared
enthusiasm for what connects us - the production of woollen fabrics
using old shuttle looms - but his focus on commercial production and
not least his mechanical interest also created a distance. In meeting
Harris | experienced that my method, my open exploration, was chal-
lenged, and that the position | have been able to take is privileged, from
an economic perspective. The defined framework of his business creates
clarity and structure in his work. The basis for my work is different.

Helle Bergan was employed as a textile designer at Innvik Sellgren, and
invited me to Tingvoll in 2014 to observe the process of closing pro-
duction at the mill there. Our discussions on value were open, honest
and revealing. We shared an experience of sadness and a concern for
how the history of a place, a craft and a production process are being
taken care of, or not. And not least how employees in a company about
to be closed down are taken care of, in a very vulnerable situation. This
experience of recognition influenced how my work developed during the
programme from then on.

An important source of inspiration for me, both before and during the
fellowship programme, was the designer Jon Pettersen, a professor at
Bergen Academy of Art and Design. He is an experienced and knowl-
edgeable colleague who, throughout his career, has worked with all the
remaining Norwegian weaving mills.

Kai, Harris, Bergan and Pettersen are four of the many people I've met
to which | relate my work. | am in dialogue with people who are con-
cerned about preserving and conveying history - conservators, tech-
nicians and designers, in museums and at production sites. During my
time as a fellow | have been in conversation with staff at Textilmuseet in
Boras, Sweden, and | visited Eva Basile at Fondazione Lisio in Florence,
Italy, and Christina Leitner at Textiles Zentrum Haslach in Austria.

In 2012, | met conservators and librarians at the American Textile
History Museum in Lowell, USA. In Norway, in addition to staff at mills,
schools and design companies, | have been in dialogue with people

at Arbeidermuseet, the City Archives and the Norwegian Museum of
Science and Technology, all in Oslo, as well as staff at the local museum
in Tingvoll.
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18.

Apollo had burnt all of his own manuscripts in the fireplace. At times,
when he did so, a weightless flake of soot ash like a scrap of black
silk would drift through the room, borne up on the air, before sinking
to the floor somewhere or dissolving into the dark.

W.G. Sebald 18

W.G. Sebald, The Rings of Saturn, New Directions, New York, 2016, p. 108.
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3.3. Novels

The critic and writer Jennifer Allen gave me the novel The Rings of
Saturn by German author W.G. Sebald as a gift for the opening of my
exhibition in 2015. The conversations | had with Allen were important for
the development of Weaving Fabrics for Suits. The protagonist of the
book writes the story after walking for three weeks in the countryside in
Suffolk, England. The walk, the physical movement, connects a wealth of
fragments, digressions, dreams, memories of people and objects in cir-
cuits of time and space. One element that runs through the book is silk
fabric - from extensive descriptions of the migration of silk cultivation
westward from China, through the ambitious and largely failed attempts
to establish a silk industry in Europe, to descriptions of silk fabrics worn
by people that Sebald writes about.

The book is about transitions, anachronisms, and what is remembered.
And when Sebald connects, or weaves, all these fragments into each
other, it is overwhelming. The geographical area and time the wanderer
is located in are defined, until they dissolve, transcend, becoming some-
thing like descriptions of dreams. The reading of Sebald makes me think
of the need to hold on to something — an attempt to define history,
truth and existence even.

| have been reading fiction since | was a child. It’s hard to say anything
specific about this, but | feel that much of what | regard as my life
experience, my identity and how | see things is derived from reading
literature - not one single book, not one particular author that changed
everything, but as a whole. | realise that | use the experience | have as
a reader when | develop my work. It is about extension and structure,
about composition, time, part and whole.

Descriptions of the indefinite, that might transcend. | like what @yehaug
writes about Lydia Davis’s cows.19 Davis has written a story called The
Cows, where she describes three cows at the farm where she lives.
@yehaug writes, among other things, that Davis’s cows are out in all
sorts of weather, and we get to know a lot about what they are
doing or not doing, like when they are standing completely still in one
place, but then, when the author looks up a few minutes later, they
stand in an entirely different place, still completely without moving 20
(my translation). In Bluets by Maggie Nelson, she conveys mental condi-
tions, feelings of sadness, anger, longing and betrayal, through descrip-
tions of her relationship with blue and blue objects.2' What are my cows,
or my blue? It must be the woven fabric.

19. Gunnhild @yehaug, Miniatyrlesingar, Kolon Forlag, Oslo, 2017, p. 42.
20. Ibid.
21. Maggie Nelson, Bluets, Wave Books, Seattle and New York, 2009.
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3.4. Object Retrieval

In the project Object Retrieval,22 British artist Joshua Sofaer investi-
gates object biographies, knowledge production and participation. The
following description is on Sofaer’s website: Recurring themes of his
work include ‘rubbish’: what we choose to throw away; ‘collections’:
what we choose to keep; and ‘names’: how what we are called be-
comes who we are.23

In Object Retrieval in 2009, Sofaer created the framework for an ex-
ploration of a toy car from the collection at University College London.
The toy was made available in a laboratory-like situation in a bus parked
outside the university. The open survey lasted seven days, 24 hours

a day, and anyone who wanted could contribute information, analysis

or responses to this one object. Sofaer describes the participation as
overwhelming. There were thousands of contributions ranging from sci-
entific analyses of the materials the car was made from, and how it was
made, to descriptions of childhood memories, as well as song lyrics and
links to literature. Sofaer points out that all objects in his opinion could
have been the starting point of an investigation such as this, and that
equally rich information would have become available.

The feeling of loss, and the motivation to respond to this feeling, is part
of what defines my work. The same can be said of the examination of
objects that, through relocations between places and contexts, change
meaning and value. When specific works of art and artistic practises
resonate with me, it is often the value of objects, conditions for produc-
tion and knowledge that is being explored.

It is about attitudes more than materials, expressions or disciplines. |
relate to makers, designers, writers, academics, visual artists, musicians
and architects based on recognition, on a sensational and emotional
level. Explorations of history reveal something unexpected - not nec-
essarily a truth or an intention to correct something, but attention to
what defines a dignified life, a time, to what we are responsible for, the
context in which we stand.

Examples close to my work on industrial history and production are
found in the practices of Neil Brownsword, Studio Glithero and Anne
Wilson. Brownsword has been working on the history of ceramics
production in his hometown of Stoke-on-Trent in England;24 Studio
Glithero’s designers have documented the production processes of the
companies they have collaborated with;25 while for her piece Local
Industry, Wilson used as a starting point the heritage of the textile in-
dustry in Knoxville in the US.26

22. http://www.joshuasofaer.com/2011/06/object-retrieval/

23. http://www.joshuasofaer.com/about/

24, https://thingnessofthings.wordpress.com/contributors-2/neil-brownsword/
25. http://www.glithero.com/woven-songs

26. www.annewilsonartist.com
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4.1. History

The first Norwegian industrial company in a modern sense was the spin-
ning and weaving mill Haldens Bomuldsspinderi & VVeeveri, established

by Mads Wiel in 1813 by Tistedalsfossen. The machines were acquired
through the Danish company C.A. Nordberg.2” The cotton was imported
from England. The local assets were capital, water power, available la-
bour and a Scandinavian market.28

Industrial development in Norway in the 1800s built on what started
with innovations in textile production in England in the 1700s. The flying
shuttle that made the weaving more efficient marked the beginning of
what would become the Industrial Revolution in 1733. The development
of textile production followed the dramatic technological breakthroughs
in the latter half of the 18th century, in iron, steel and energy. The steam
engine was developed in the 1760s, the same decade as spinning - the
most time-consuming part of textile production — was revolutionised

by the invention of Spinning Jenny, which was water powered and spun
more than one yarn at a time.29 In 1784, the first textile company with
these spinning machines was established outside of Manchester. This is
considered to be the first modern industrial company.30 The first wa-
ter-powered loom was patented in 1785.31

Norway entered the process of industrialisation relatively late. But
there were a few precursors - the mill in Halden was one, and Solberg
Spinderi, established in 1818 along Drammenselven, was another.32 It
was in the 1840s that the great breakthrough came, largely because in
1843 England lifted its export ban on textile machines and the knowl-
edge of running them.33 This led to a significant increase in the textile
industry during a short period of time. In 1840, 138 tonnes of cotton
were imported to Norway, while in 1860 it was 2,053 tonnes.34

The best-known companies, which became the largest employers in the
country, were Nydalens Compagnie, established in 1845 by Adam Hjorth,
and Vgien Spinneri, established in 1845 by Knud Graah, both along the
river Akerselven in Christiania - the official name for Oslo from 1624

to 1925. Arne Fabrikker was established not far from Bergen in 1846

by Peter Jebsen. The large Hjula Veveri factory was built next to Vgien
Spinneri in 1855 by a key figure in the industry, the entrepreneur Halvor
Schou, after he had operated at a smaller scale at the Brenneriveien
Veveri from 1849.35 Christiania Seildugsfabrik, where the Oslo National
Academy of the Arts is now located, opened in 1856.36

Production was established through the import of both equipment and
technical knowledge, in the first phase from England after 1843, and
later from other countries, primarily Germany. The mills | have worked
with were established towards the end of a period that began in the
mid-1860s. The reason for the establishment of woollen mills was that
cotton as a raw material, which the first industrial establishments relied
on, became more difficult to source because of the civil war in the
United States. It was an obvious turn then to use local raw materials as
a replacement. Mills based on the use of wool were established in larger
cities and districts characterised by agriculture and shepherding, with
good conditions for utilising water power.
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The weaving mills were part of a textile and clothing industry that de-
veloped to become the largest industry in the country. Spinning mills,
Wweaving mills and clothing manufacturers delivered high quality prod-
ucts that were often entirely local, including the raw materials.

After a generally positive period in the 1950s with growth in the indus-
try, it became increasingly difficult to compete with foreign production
in the 1960s. The wage levels in Norway gradually increased, and the
most laborious part of the industry, the manufacturing of garments, ex-
perienced problems first. Closures in this part of the industry also led to
closures of the weaving mills that had supplied fabric for clothing pro-
duction. Ever-increasing international competition and changes in tax
and customs systems led to further challenges. The companies survived
by collaborating in various combinations.

But today, from a historical perspective, very few mills remain in Norway.

There are two major companies in the market, Gudbrandsdalens Woollen
Mill and Innvik, two medium-sized firms, Rgros Tweed and Krivi, and one
smaller business, Grinakervev. Sjglingstad Woollen Mill still has some
production, but is primarily a museum.

27. Kristine Bruland, British Technology and European Industrialization: The
Norwegian Textile Industry in the Mid-Nineteenth century, Cambridge
University Press, New York, 1989, p. 40.

28. http://industrimuseum.no/haldens_bomull

29. Sven Beckert, Empire of Cotton: A Global History, Vintage, New York,
2014, p. 65.

30. Ibid., p. 57.

31. Ibid., p. 66.

32. British Technology and European Industrialization, p. 39.

33. Ibid., p. 3.

34. Ibid., p. 39.

35. Sigurd Grieg, Norsk Tekstil, vol. 1, Norske Tekstilfabrikers Hovedforening,

Oslo, 1948, pp. 288-333.
36. Ibid., p. 448.
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4.2. Sjglingstad Woollen Mill

Sjelingstad Woollen Mill was established by August Hoven in 1894, not
far from Mandal in Vest-Agder. Hoven considered several alternatives for
the location, before deciding to buy the rights to utilise power generated
from the stream starting at Stuevann, a lake just above the site where
the plant was built.37 Workshops for spinning, weaving, dyeing and
finishing were in place from the very beginning. The mill at Sjglingstad
soon became one of the largest companies in the Mandal region, and
employed at its peak around 90 people.38 A small village grew around
the factory, with a school, shop, post office and assembly hall.

The mill produced yarns, blankets and fabrics in wool, primarily

with fleece bought from local farmers and from the wool auction in
Stavanger, but also with yarn spun abroad. The products were sold
throughout southern Norway.3° The company grew steadily until

the second half of the 1960s, with some difficult years in the 1930s.
The first years after World War Il were very good for business, as

for Norwegian commerce in general. But during the 1960s and ’70s,
Sjelingstad failed to keep up with technological developments. As a con-
sequence, the company became increasingly less profitable and produc-
tion ended in 1984, after 90 years of business.

What normally takes place when a business goes bankrupt is that
anything of value is sold for funds to be returned to the bankruptcy
estate. At Sjelingstad this did not happen, probably because the pro-
duction equipment was so outdated that it had no commercial value. In
1985 idealists in the local community, including Carl Frederik Thorsager
and Annemor Sundbg, saw the opportunity to establish a museum at
Sjolingstad.40 A foundation was created and the idea was put into prac-
tice. It was important that not only should the machines be preserved,
but the knowledge of operating them as well. Production still includes
everything from the washing of wool to spinning, weaving, dyeing and
finishing. The model of combining production from the old machines
by qualified staff with dissemination of history and knowledge is today
what distinguishes Sjglingstad from other industrial history museums.

This model is also reflected in the economy of the museum. The opera-
tion is partly financed with income from a smaller production of blan-
kets, yarns and fabrics for the Norwegian national costume, and partly
with government support as a museum, now as part of the Vest-Agder-
Museet. The operation at Sjglingstad is interesting because it relates
both to the demands of production and the protection and development
of its role as a museum.

37. Magnus Skaar, Sjelingstad Uldvarefabrik 1894 til 1994, Sjslingstad
Uldvarefabrik, Mandal, 1996, p. 10.
38. Birgitte Sgrensen, Det sviver bra pé Sjelingstad. @konomiske og sosiale

utfordringer ved AS Sjelingstad Uldvarefabrik 1920-1940, Historical
Institute, University of Bergen, 2006, p. 64.

39. Bard Raustel, @vede piger og dygtige meend: mennesker, teknologi og
kunnskap ved Sjelingstad Uldvarefabrik 1893-1920, Department of
Archaeology, Conservation and History, University of Oslo, 2004, p. 27.

40. Carl Frederik Thorsager, in his chapter ‘De siste ti &r’, in Magnus Skaar,
Sjelingstad Uldvarefabrik 1894 til 1994, p. 136.
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4.3. Blddressen

In 2000 and 2001, | was head of the dyeing and finishing department at
Sjelingstad Woollen Mill. Weaving and dyeing at the factory gave me an
understanding of the production chain. | was part of a community with
common goals and knowledge about what was needed to achieve the
goals. | was responsible for one part of the process. If | did not do my
best it would affect the work of my colleagues and reduce the quality
of the finished result. The other significant experience from Sjglingstad
was about understanding the value of working with raw materials,
techniques and machines that gave bodily resonance, both during the
working process and in the outcome of the work - through touch, visual
experience and use.

During the time in the programme | worked with Einar Kristensen and
Gunnveig S. Helland, restoring a loom that had not been used since
1948 and weaving a reconstruction of the best-selling article from the
mill in the 1950s, a fabric called 727. A search in the production records
showed that the fabric was produced between 1957 and 1961. Records
from previous years are missing, and it is likely that the production

of 727 began earlier. Important conditions in the restoration process
were that it should contribute to knowledge about the fabric and the
loom, and that the process should be developed and implemented as a
collaboration.

The work started with restoring the loom. It was originally from Laurdal
Woollen Mill in Telemark, before it became part of the collection of the
Norwegian Museum of Science and Technology in Oslo. It was offered to
Sjelingstad in 2000 during a reorganisation of the museum’s collection.
It is similar to looms already in operation at Sjglingstad, except that it

is links, mirrored. The production number is 184688 and it was manu-
factured in 1937 by Sachsische Webstuhlfabrik in Chemnitz, Germany.
When it was last in use, it produced a heavy and coarse woollen fabric.
The loom had visible traces of the yarn used, but was otherwise in rela-
tively good condition.

We spent a lot of time on technical and mechanical work to prepare it
for a new warp. This work was mainly carried out by Kristensen, with
significant contributions from Helland and Paul Hasund. | participated in
some parts of the process, but my focus was on the preparation of the
new warp. We found an original weaving setup in the attic, with shafts,
warp threads, reed and a small piece of the woven material. This setup
gave me part of the information | needed. | found additional information
in records in the workshop office.

The original quality was woven with a worsted yarn imported from for-
eign manufacturers. The spinning workshop at Sjglingstad is equipped
for spinning woollen yarns specially used for blankets and cloth. For the
new warp, we used a 30/2 ecru yarn in wool from the Flasa spinning mill
in Switzerland. It was a leftover yarn we received from Mandal Veveri on
cones too small for production there. Mandal Veveri was a mill near to
Sjglingstad that closed in 2016.

The weave pattern is a four-shafted twill, woven on eight shafts.
There are 19.5 threads per centimetre in the reed, and approximately
110 threads per five centimetres in weft density. The total number of
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threads in the warp is 3,168. The reed used was a 65/10, with three
threads per dent.

For a long time, we were not sure if we would get a satisfactory result.
However, after long periods of adjustment and fine tuning of the loom

it was possible to weave lengths of fabric of an acceptable quality. The
original fabric was woven with the same yarn as weft as in the warp. |
also tested weft yarns in other materials and thicknesses. After weaving,
the fabric was checked for mistakes that could be repaired before wash-
ing, dyeing and finishing. | piece-dyed the fabric in a navy blue and clear
dark green after a long period of sample dyeing at KHiO using Lanaset
dyestuff, manufactured by Huntsman.

To get as good a quality as possible in the finishing, | took three
lengths of the dyed fabric to Gudbrandsdalens Woollen Mill, where they
have modern versions of the machines that were previously in use at
Sjelingstad. The fabric was washed lightly, straightened, cut and deca-
tised. It was finished in December 2014.

The advantage of weaving the fabric in raw white when it is a small
production like this is that it is possible to develop a variety of colours
by dyeing the fabric after it is woven. But dyeing fabrics in wool at
Sjelingstad involves boiling the fabric while it is in constant motion,
which is a rough treatment. This is not a problem for thick and loosely
woven fabrics in woollen yarns, but it is not suitable for densely woven
fabrics in worsted yarns.

Weaving using yarn already dyed in the desired colour secures a bet-

ter result. This would have prevented both the colour from becoming
slightly uneven, and traces in the fabric from the washing machine and
the dyeing equipment at Sjglingstad. Another adjustment giving a better
result would have been to use a thicker yarn. The records show that

727 was woven with yarn from different suppliers, and with different
yarn numbering, from 24/2 to 28/2. We used 30/2, which was the only
yarn available, but even a degree thinner, which made the fabric slightly
lighter than the original.

At the exhibition at Oslo Kunstforening in 2015, | wanted to show two
suits sewn in this fabric — a classic suit in navy blue and one in dark
green. The green suit was made by Siv Stgldal, who is one of the design-
ers behind the Norwegian clothing brand, and my collaborative partners
HAiKw/. Stgldal is also a men’s tailor. This suit was sewn according to
my measurements, but without any design directions, other than that it
should be what would be interpreted as a men’s suit.

The navy fabric was handed to the tailor Liv Guri @strem. @strem has
several years of work experience and education from the tailoring house
Huntsman of Savile Row in London, and she makes suits and coats
according to British tailoring traditions. She made a classic three-piece
suit for me. The intention was that it should appear timeless, using the
plain, solid and heavy fabric, suggesting that this would be the only suit
a person would need - an investment for life. The suit would be used for
special occasions and on Sundays, after a long week in workwear.

33



01 M0, oy

01 W0V, 201

/ vio e b L110KS Woden af . Fowosets OS;JZ,« . +. pﬁ& d“{
2 ﬁr‘é femten
g, e i 6q o
LR et e

ok 3 4z f
WIS (5 S 1k, P
Up e oo A (wek e
5 Rk 2o /'U .«lV ‘
,(.J\w RS “\‘hw /% 'W,L;\

) :
oy “‘j&‘”* = O@«Awmw & oIk
;

3 St vvstolen et posson o el

2 Joutshyglenovsyelassa, |
iz b |

S e it

167/ &Lavtseat: G { i e “’:\_‘Dﬁ £

g g [ L b gt s s (5 Cordon (M Y susre cone T.
e 57 bt
5 &

c X " "K.“—’@HAL 7’/7 At A (O

‘sporet pa start/stoppstanga. { —
b 5l gt
i oo E SN Tt od -
: (Talbr rpmc e )

B e Awam son(D)
el syetase @ l Zo am twin
[T p——— Z L
‘ 2 Yo WM W
o Qe 88ais l\« ekt = 10,& cm
T T 2900y Avitull ey & Tuk\v: 2o, e foed
Rvomn 2
Zalit Sl
Condle # Yy emr FE gl 10, IR
1.3 @ g 13 g g ﬁt‘) m,z( Aider o\r/ oo
- KA & 0% 4 a >vZ
J koL B 0K §
Hon 4 {lw,, doan x 197 Kigiz. =
Guaor sais Y4 el
[, o Rne e e pes
/ omcie [ =
A Ml
1125’ ¥ /y g f
i
|
- .
Ux S0 2 2ee ;

ill. 9



HERITAGE
Stockholm, 11 December 2014

The places | have visited, and the places | have worked. The weaving and
spinning mills, cultural history museums, archives and storages. Empty
spaces with almost no readable signs of previous use, rooms filled

with leftovers, objects removed from production a long time ago. Mills
that are still operating, with their own history stored in basements and
attics. Or, perhaps, not recorded at all. Sometimes there is neglect and
complete chaos. Other times there are traces of attempts at creating
structure.

| am a tailor, weaver and dyer. | have experience with textile production
within an industrial context. The stories and objects that engage me
resonate with my own life — with my family history, my skills and my
knowledge. | observe the changes that appear when an object is moved
from one context to another, or when the context itself is changed.
Purpose, meaning, transparency or obscurity.

During the autumn of 2012 | visited a weaving mill at Tingvoll, when
production was about to be closed down for good. Tools, equipment,
samples and documents were lying around in a state of obvious neglect.
People who had worked at the mill for decades had lost their jobs.

| could sense deep personal conflict among the staff still at work.
Conflict between the need to express their pride in their skills and the
history of the company where they had worked for so long, and the
need to protest against the owners who had let it all fall apart. The need
to preserve on the one hand, and to abandon and forget on the other.
The mill used to be known for its reliability and high standards. It was
now a ruin.

This situation was the starting point of a process of negotiation, and |
became part of a discussion about value that included former members
of staff, the owner and museum representatives. In relation to economic
development and market realities, an object can at one time and in one
place be regarded as junk. At another time, in another place, the same
object might become part of a museum collection.



4.4. Tingvoll

Tingvoll Woollen Mill was established in 1897 in Tingvoll, Mare og
Romsdal. At first the business model was simple - local farmers deliv-
ered fleece and old scraps of textile materials to the mill and were paid
in new textiles. Production included everything from carding and spin-
ning to dyeing, weaving and finishing. After a difficult first decade, the
business grew rapidly between 1906 and 1916, a period of high activity
and growth in the Norwegian economy in general.4!

The production facilities were extended several times, and modern
production equipment was acquired. In 1939, there were 230 employ-
ees in the factory. The business became an important part of the local
economy, known for its quality goods - especially gabardine fabrics for
clothing.42 The 1950s was a positive decade for the company, but in the
1960s the decline began, and in 1967 the factory went bankrupt.43

Sellgrens Veveri A/S was founded in Trondheim by Axel Sellgren in
1926.44 Sellgren was Swedish, and was educated at the Tekstilskolan

in Boras, southern Sweden. After 15 years working for several textile
manufacturers in Sweden and Norway, he had saved enough funds to
start his own business.45 The mill was established at Leangen, a short
distance from Trondheim city centre in Sgr-Trgndelag, and after a rather
difficult start-up phase it eventually became a well-regarded company
known for producing extremely hard-wearing fabrics of the best quality.
Sellgren only manufactured fabric for furniture, and collaborated closely
with Norwegian furniture manufacturers - especially the companies at
Sunnmgre.

Axel Sellgren was an innovator, and developed machines, yarns and
fabric designs. During World War |l, he designed looms for his own
workshop as well selling them to others, making the mill well equipped
to take advantage of positive developments in the market in the
1950s.46To strengthen the company, Sellgren acquired Tingvoll Woollen
Mill in 1967.47 At first, parts of the business in Trondheim were moved to
Tingvoll, to the modern buildings that Tingvoll Woollen Mill had invested
in during the late 1950s.48 After a period of economic challenges in

the late 1970s and early 1980s, the entire production was moved from
Leangen to Tingvoll in 1984. An important reason for this decision was
that Sellgren then gained access to governmental district development
funds, which the mill could not apply for when situated in the central
Trondheim area.4® At its peak there were 78 employees at Tingvoll. The
company was solid and well managed, continuing the production of
quality materials while increasingly focusing on design and orders in
the contract market.50 In the 1990s it was decided that the firm should
produce only to order.

In 1997, Sellgrens Veveri was bought by a competitor, Innvik — a mill
operating further south along the western coast of Norway. The Sellgren
family was pushed out of business, and a period of decline in Tingvoll
began, with major economic upheavals and changes in production. In
2014, Innvik decided to close down the last remaining production in
Tingvoll, and in 2015 changed the company name from Innvik-Sellgren
to Innvik. Valuable production equipment and the products that Sellgren
was known for were taken over by Innvik.5
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Krivi was established in Tingvoll in 1988 by textile engineer Viktor
Gautvik and textile teacher Kristine Hagen, and the company is now
owned by Gautvik. The firm is a leading manufacturer of fabrics for the
Norwegian national folk costume, and is the only mill in Norway that fo-
cuses primarily on fabric for clothing. Production at Krivi includes warp
making, weaving and steaming. Yarn is purchased from spinning mills in
Norway and internationally, while dyeing and finishing beyond steaming
are done by outside companies that Krivi collaborates with.

There are 20 employees in the company, many with work experience
from Sellgrens Veveri.52 Krivi continues the long tradition of textile
production in Tingvoll, and is constantly growing. With its willingness
to take risks, and its open and positive attitude towards developing and
producing smaller orders for designers, Krivi plays a crucial role in the
industry in Norway today.

41. Arnstein Rolland, A/S Tingvoll Ullvarefabrikk Sellgrens Veveri AS:
Tilsammen 100 dr. 1898-1998, Jubileumskomiteen for 100 ars tekstilindus-
tri i Tingvoll (Jubilee Committee, 100 Years of Textile Industry in Tingvoll),

1998, pp. 3-4.
42. Ibid., p. 6.
43. Ibid., p. 10.

44, Axel Sellgren, En trad gjennom 50 dr ... Sellgrens Veveri A/S 1926-1976,
Sellgrens Veveri A/S, Trondheim, 1976, no page numbers.

45-50. Ibid.

51. Oral source - Helle Bergan, former designer at Innvik-Sellgren.

52. Oral sources - Maria Aasprang and Viktor Gautvik at Krivi.



4.5. Witness

In 2014, | was invited to Tingvoll by the designer Helle Bergan to investi-
gate the conditions at the mill before its closure. The process of closing
was in the final phase and | was given the opportunity to observe how
the remaining staff were treated and how the buildings and the objects
left in the factory were managed.

Production equipment, archival materials and other items had an unde-
fined status after what was of obvious value already had been shipped
to Innvik. In this situation, | became an emotionally engaged witness to
the situation, in conversation with the last employees. | was not involved
in textile production - it was about being present, and collecting and
documenting objects through text and photography.

I did not know how this experience could be introduced and conveyed
as part of the work in the programme, but | knew it represented some-
thing important and different to the experiences | had at Sjglingstad
and Gudbrandsdalens Woollen Mill. | became part of discussions about
how the story of Sellgren in Tingvoll could be told, both with the staff at
the local museum and with politicians who were interested in exploring
the history of the textile industry in Tingvoll as a basis for new business
development. The conversation with the museum about the collection,
management and dissemination of objects and history continues.
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4.6. HAiKw/

In 2012, | met the designers working together as HAiKw/.53 At the time
the company consisted of Siv Steldal, Ida Falck @ien and Harald Lunde
Helgesen. Stgldal left the group in 2017. The fundamental idea behind
HAiKw/ is to collaborate with designers, artists and people working in
other disciplines, and develop ideas and production methods based on
these meetings. HAiKw/ also focuses on Norwegian production, and
has collaborated with several local manufacturing companies, such as
Aurlandskoen and Lillunn.

My motivation to collaborate with HAiKw/ was to allow my method,
thinking, knowledge and, in particular, my relationship with Sjglingstad
to come into contact with other people’s attitudes, methods and energy.
It was also interesting for me to gain experience working within a com-
mercial framework, and to see how the material | present in an art and
craft context is perceived from this different perspective.

For the winter collection in 2014 we worked together at Sjglingstad. We
decided to start from a standard quality weave that the mill has in pro-
duction - a twill woven using yarn spun at Sjglingstad from Norwegian

class C1 wool. This material is used for the mill’s version of cloth. From

the raw fabric in ecru we developed new qualities and textures. Almost

all the machines at the factory were used when Harald Lunde Helgesen
and | completed production - spinning, weaving, dyeing and finishing.

| developed the colour range at KHiO based on conversations with
HAiKw/ about the overall colour expression in the collection. Some of
the fabrics were treated before dyeing, creating holes and threadbare
parts. This effect was a continuation of the theme HAiIKw/ had explored
in previous collections, about healing and repair.

For the design of the clothes we examined the locker rooms at
Sjglingstad, and found a lot of worn workwear. HAiKw/ based new de-
signs on these clothes, especially on an overall that | used when | was
employed at the mill.

The fabrics from Sjglingstad were combined with two series of printed
fabrics — one developed by Ida Falck @ien from hand-painted chequered
patterns, and another series developed by Falck @ien and the anthropol-
ogist Charlotte Bik Bandlien, responding to healing exercises by painting
with watercolours. The collection was shown at Kunstnernes Hus in Oslo
in March 2014. The garments were produced in Estonia at the clothing
factory HAiKw/ was collaborating with at the time. The collection was
sold in stores in several cities, including Oslo, Tokyo and Beijing.

In summer 2014 the garments and photographs from the collection
were exhibited at Sjglingstad. The clothes were presented hanging

on assemblages of old weaving equipment, tools and machine parts.
Photographs of the clothes worn by models were shown in the exhibi-
tion arena and at different locations in the workshops of the mill. At the
same time we also prepared for a photoshoot of the summer 2015 col-
lection produced at Krivi. The photographs were taken by Marta Thisner
in the workshops at Sjglingstad and along the beach in Mandal.
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For production at Krivi | contributed to the design of one fabric, and |
carried out the first steps of the weaving. We experimented with jac-
quard fabrics, where elements from work HAiKw/ had done with mas-
sage techniques were combined with motifs derived from a photograph
| took of dust on a wall at Gudbrandsdalens Woollen Mill. The shapes of
the areas with particles of dust in the photo were used as pattern areas
without binding points between the warp and the weft in the fabric.
These areas could be perceived as holes. This fabric was woven in two
versions - the dust pattern alone, and in combination with motifs devel-
oped from drawings by Falck @ien. These motifs were designed by Falck
@ien by drawing the movements she felt on her back from the hands of
a masseur. This pattern of arrows was adjusted in size to correspond to
the back length of the garment.

The motifs were processed digitally and prepared for weaving by Jon
Pettersen, the designer Krivi uses to customise and facilitate weaving
on its jacquard looms. The fabrics were woven in a cotton warp. Several
types of yarn were used as weft, but most of all polyester. This part of
the process was carried out by Harald Lunde Helgesen, who also devel-
oped new colour combinations during this period. The collection was
shown at Bergen Kunsthall in October 2014. The clothes were sewn at
the same factory in Estonia, and sold in stores during spring and sum-
mer 2015.

53. http://www.haikwithus.com/
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4.7. Gudbrandsdalens Woollen Mill

In 1887 Bernt Otto Johnsen established the Gudbrandsdalens
Uldspinneri, a spinning mill by the Mesna river in Lillehammer,
Oppland.54 After eight years of operation, in 1895 the production ex-
panded to include weaving, dyeing and finishing. The company was from
then on a complete woollen mill.55 In 1898, the factory changed its name
to Gudbrandsdalens Uldvarefabrik (GU) - Gudbrandsdalens Woollen

Mill - and employed 25 people by the turn of the century, 15 of them
women.56 In 1912, Andreas R. Svarstad bought the mill, paying 150,000
kroner. Before settling in Lillehammer, Svarstad had been involved in
establishing Innvik Uldvarefabrik.57

The combination of Svarstad’s knowledge of textile production and
business management provided a good basis for expansion and growth.
Through technological development and a strong focus on producing
fabrics of high quality, the business grew steadily through the following
decades. Even during the 1920s and 1930s, a difficult period for most
manufacturing companies, GU showed continuous growth and develop-
ment of a wide range of products. The company invested surpluses in
upgrading technical equipment and factory buildings during the reces-
sion, so that it could take a larger market share during better times.58
Production was mainly fabrics for clothing, as well as for interiors.

One of the main reasons why GU succeeded when the Norwegian textile
industry was in decline in the 1960s and *70s was that the management
was able to respond quickly to changes in the market. An example is that
when garment manufacturers started to close, GU shifted from produc-
ing fabrics for clothing to fabrics for interiors in a short period of time.

Today, after 126 years, GU is the largest remaining mill in Norway, and
one of the leading manufacturers of upholstery fabrics in Europe. The
factory is still owned by the Svarstad family, and is an important car-
rier of tradition and knowledge in the Norwegian textile industry. The
mill competes on quality and sustainability, not on price. GU educates
its own technicians, either on the premises or by financing education
at relevant schools abroad. The company still maintains all the manu-
facturing processes in house, and technically its production is one of
the most modern in the world. The mill now employs around 70 people,
while at its peak there were around 350 employees. Even so, the volume
in production has never been larger than today. Seventy per cent of the
fabrics are exported. Upholstery fabrics from GU are used on the seats
of Norwegian trains, on cruise ships and in cinemas, hotels, offices and
institutions around the world.59

54, Knut Ramberg, Hundre ér i ull: Gudbrandsdalens Uldvarefabrik AS 1887-
1987, Gudbrandsdalens Uldvarefabrik, Lillehammer, 1987, p. 33.

55. Ibid., p. 36.

56. Ibid.

57. Ibid., p. 39.

58. Ibid., p. 41.

59. Oral source - Age Jenssveen, head of production, Gudbrandsdalens

Woollen Mill.
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4.8. To Gudbrandsdalens Woollen Mill

From autumn 2012 onwards, | explored the history of GU and its pro-
duction, preparing to take part in the group exhibition A Thousand
Threads - A Story Told in Textiles at Lillehammer Art Museum. The
exhibition was shown from November 2013 to May 2014.

To Gudbrandsdalens Woollen Mill was a company portrait presenting
the history of the mill as part of the cultural history of Lillehammer, as
well as its role in keeping production such as this running and devel-
oping in Norway today. The work described my experiences at the mill,
and the process of manufacturing textiles that | carried out during the
period of a year.

The management at GU went out of their way for me to get to know the
factory. Frode Svarstad, one of the owners, put together a programme
that lasted a week, during which | spent one day in each department.
After this | had open access to the archive, and was given my own office
space. | discovered that GU is defined by the high production volume

at the mill, and that there are few openings for experimentation beyond
what must be done to deliver orders. | found myself in continuous nego-
tiation with requirements for efficiency, with respect for the tasks and
working hours of the staff.

| spent a lot of time in the archives and workshops and became familiar
with many of the employees. | observed the structures and processes
of production. During the year | spent periodes at Lillehammer, | created
a large number of photographs of production equipment and people

at work, selected objects from the archive, interviewed one employee
in each department, and created my own textiles woven in patterns
sourced in the archive. | dyed yarn based on the interior of the factory,
inspired by the machines and surfaces of the building. | used yarn from
the company storage, but also my own cashmere and silk from the
Cariaggi spinning mill in Italy. The textiles regularly produced at GU are
relatively heavy, and | explored what results | could get by using lighter
yarns in other fibres than wool.

The installation in the museum included a series of photos developed

in collaboration with the photographer Fin Serck-Hanssen, as well as
textiles based on weave patterns found in the archives, archive material,
interviews with employees and documentation material.
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4.9. OK

Oslo Kunstforening (OK) curator Marianne Hultman invited me to show
an exhibition in spring 2015 representing my explorations as a fellow.
OK is a white-cube gallery on the second floor of one of Oslo’s oldest
buildings, Radmannsgarden in Kvadraturen, from 1626. The gallery has
three exhibition rooms, located one after the other, with standard-width
doorways between each room. As a visitor, you must move through the
first two rooms before you enter the last one. To leave the gallery you
must return the same way as you came.

The installation period lasted 16 days, which is long. | brought to the gal-
lery everything | had collected, produced and borrowed during the fel-
lowship period. | had ordered six pedestals in different dimensions, two
glass tops and four larger tables, designed to ensure flexibility so that |
could change the placement of these elements during installation. The
plan was to use the three rooms to create sequences with clear identi-
ties. In the first room, | wanted to show the history of the textile indus-
try, in the second, all the documentation material from the explorations.
In the third room the plan was to show the two suits and a photograph. |
had a plan, but | expected it to change.

Hultman and | had an open dialogue both before the exhibition and
during the installation. The conversations influenced the choices | made
for placing the objects. Her point of view is that it takes time before ob-
jects in an exhibition find the place they belong, and that it is necessary
to be responsive, and to try out different options. This approach works
well for me and | felt that Hultman’s method and attitude opened out
the situation and removed tension. | found a necessary calm.

The main change based on Hultman’s input was that the order of the
sequences in the exhibition was changed. The content in rooms two and
three changed place. The result was that we avoided a chronological
presentation of the material, as well as a potential reading of the struc-
turing of the material as giving some elements more value than others.
The content of the rooms became more consistent by placing the doc-
umentation in room three. Hultman was also involved in the discussion
of the placing of the objects in the first room. In the final phase, she
managed to remove the heaviness that had settled both in the room and
in me. This spirit changed the attitude | had to the objects, and together
we placed the last elements, with sensitivity and humour.

In the first room, | showed objects | had gathered over time in the
programme and three of my own photographs. The images showed
chaos at Sellgren, the loom at Sjglingstad, and a corner of an abandoned
storeroom at GU. By the door to room two, | placed two pedestals, one
with textile samples from Sellgren, another with sample books from
Sjelingstad, with an old sample of 727 on top of the pile. This connected
the rooms through the suits made by the reconstruction of this textile
in room two, and the documentation on how the fabric was made, which
took up much of the space in room three. During installation, | collected
the objects that had not found their place in the room itself along the
wall to the right of the front door of the gallery. | kept this group of
remnants when the installation was finished.
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| wanted the first room to have a sort of vagueness to it- floating ob-
jects, disconnected from the specifics of this industry and their specific
purpose. This was to emphasise the general qualities of the objects,
which were, for more or less obvious reasons, grouped, placed directly
on the floor, on pedestals without glass, or on pedestals with glass tops.
There were indications of possible structures based on use, place, time
or condition — material or aesthetic.

| chose not to frame the photographs in the exhibition — neither the ones
| had taken myself nor those by Marta Thisner and Fin Serck-Hanssen.
All the photographs were of a high quality, produced by Studio Technika
in Oslo, and were roughly mounted with metal pins. It was also a delib-
erate choice to treat my snapshots in the first room in the same way as
the images taken by professional photographers in the other rooms.

The suits were placed in the second room. The blue suit was hanging on
old coat hangers on white-coated wooden pegs on the wall. The green
suit was placed in the centre of the room, on a wooden clothing rack on
a pedestal. On the wall behind the green suit was the photo by Thisner of
the stream at Sjglingstad. The suits were shown together because they
were both made from the fabric reconstructed at Sjelingstad, and they
represented the part of the exploration that had reached the furthest. |
wanted to emphasise the vulnerability the suits represent to me. There
was a lot of space around each object, for them to appear exposed.

In the third room, | collected everything on process and method. |
placed a large table in the middle of the room, with chairs and stools
from the mills, as well as a smaller table in the rear corner. Fabrics, yarns
and samples from GU were assembled along one wall, and clothing from
the collaboration with HAiKw/ hung on a clothing rack by the small table
in the corner. A smaller clothing rack was placed by the large table in
the middle of the room, with a suit that was under construction. On the
walls there were four photos, all from the weaving workshop at Prinds
Christian August Minde in Oslo, photographed by Serck-Hanssen. On
the tables, as well as in folders on the floor, there were samples from the
different explorations, along with textiles, photographs and other docu-
mentation. The intention was for this room to represent an activation of
the objects in room one.

The room was dense, but the visitors still found it possible to sit down
at the tables to study the material. It was not a replication of my work-
shop, but a public study with objects placed accessibly and open to
touch and participation.
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4.19. Catalogue

The catalogue was produced between autumn 2014 and the opening
of the exhibition at OK in March 2015. It was designed by the creative
studio Research and Development (R&D) - art director duo Daniel
Olsson and Jonas Topooco - in Stockholm, with 500 copies printed

at Goteborgstryckeriet, also in Sweden. The catalogue consists of
four main parts: my own texts, which are also part of this reflection,
texts written by Jennifer Allen and Theodor Barth, and two series of
photographs.

| wanted the catalogue to open up discussions on my work through
texts by people with different backgrounds to me. | invited two people

| was already in dialogue with — my supervisor Theodor Barth, who is an
anthropologist, and the critic and writer Jennifer Allen. The only guide-
line from me was that | clarified the context in which the texts would be
presented. Barth focused on the dynamics between Sjglingstad and GU,
and discussed how | relate to the different places - travelling, setting

up camp, dwelling, or moving through. Allen also wrote in her text about
being in motion and connected this to memory. Central in her text is
how history and historical objects in my work are activated and moved
into the present.

The photographic material in the catalogue is divided into two parts. In
collaboration with R&D and Fin Serck-Hanssen, | produced a series of
photos specifically for the catalogue, of objects | collected as part of
explorations in the programme and from previous work. For two days in
a black box at KHiO we photographed the objects, which were organised
not by how old they were, their purpose, or where they came from, but
by colour. The idea behind using colour was to neutralise the reading of
the objects and to introduce a lightness to the material.

The second series of photographs illustrate my texts and are all my im-
ages, apart from the photographs of the stream at Sjglingstad, the tex-
tile sample books in the archive and the portraits of Gunnveig S. Helland
and Einar Kristensen, which are all by Marta Thisner. The photos from
Prinds Christian Augusts Minde are by Serck-Hanssen, and the portrait
of the founder of Sjglingstad Woollen Mill, August Hoven, is from the
archive at the mill.
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Ndr sant skal sies er Sebalds jeg-forteller lite interessant i seg selv,
men snarere en ansiktslas prototype som alle serigst arbeidende
forfattere vil kjenne seg igjen i. SG er rollen hans heller ikke & isce-
nesette seg selv, men @& rapportere, vitne. Han stiller ikke ut sin egen
historie, men er et medium for andres.

Geir Pollen 60

Truth be told, Sebald’s protagonist is not particularly interesting in
himself, but is rather a faceless prototype that all serious authors will
recognise. His role is not to stage himself, but to report, to testify.

He does not expose his own history, but is a medium for stories of
others.

Geir Pollen 60 (my translation)

60. Geir Pollen, ‘Sebalds ringer’, foreword in the Norwegian edition of W.G.
Sebald, Saturns Ringer, Gyldendal Forlag, Oslo, 2014, p. 9.
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5.1. |

In his foreword to the Norwegian edition of W.G. Sebald’s novel The
Rings of Saturn, the translator Geir Pollen, who is also an author, writes
about the difference between texts that investigate a specific biography,
a particular first person, /, and texts that explore what an / might be. |
have had a difficult relationship to my own history, my person and my
expression, and have not been able to tell my own story in my work. For
this reason, | react to the quote. My evasion was not a conscious strat-
egy, or method of defining what | wanted to be part of my work.

As a child, | lost myself, my true needs and feelings. And | distanced
myself from my own actions. | lost myself because | had to become
something different to exist. My childhood and youth were defined by a
deep loneliness — bodily and emotionally. Part of this is about my sexu-
ality, about being queer. As a child, | realised that | was different, without
understanding why. But | knew that it was not different in a good way.
My basic feelings are anger, fear and sorrow, based on experiences of
worthlessness and shame. And of being on the outside. | have tried to
return, to be a part of something - the family, a social network, a work
community, the masculine. | have searched for belonging.

When | applied for the programme, | had a vague idea of a need to

look at the emotional connection | had to my search for belonging. The
process has been about securing a foundation to truly be able to place
myself within my own history, among objects, places and people - to cre-
ate understanding, knowledge and lasting connections. Both placing my
work within the framework of a research programme, and eventually also
being in the final phase of a seven-year relationship, were overwhelming
processes that in their complexity demanded that | stood my ground,
opened up to, embraced and put into use the full spectrum of feelings.
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Our own body is in the world as the heart is in the organism: it keeps
the visible spectacle constantly alive, it breathes life into it and sus-
tains it inwardly, and with it forms a system.

Maurice Merleau-Ponty 61

Touch is the sensory mode that integrates our experience of the
world with that of ourselves. Even visual perceptions are fused and
integrated into the haptic continuum of the self; my body remembers
who | am, and where | am located in the world. My body is truly the
navel of my world, not in the sense of the viewing point of the central
perspective, but as the very locus of reference, memory, imagination
and integration.

Juhani Pallasmaa 62

The term transitional object was coined in 1951 by D.W. Winnicott as
“a designation for any material to which an infant attributes a spe-
cial value and by means of which the child is able to make the neces-
sary shift from the earliest oral relationship with mother to genuine
object-relationships.”

Colleen Goddard 63

Cloth, that as any child knows, is specific. Once, when | was looking
after Anna, a friend’s child, | attempted to “replace” her lost com-
forter with a piece of cloth that looked exactly like it. She, of course,
knew immediately that it was a fraud, and | still remember the look
of distrust and disgust of my betrayal. The comforter, however much
it stands in for absences and loss, remains irrevocably itself even as
it is transformed by touch and lips and teeth.

Peter Stallybrass 64

61. Quoted in Juhani Pallasmaa, The Eyes of the Skin: Architecture and
the Senses, John Wiley & Sons, Chichester, 2005, p. 40.

62. Ibid., p. 11.

63. https://www.psychologytoday.com/blog/the-guest-room/201407/
more-just-teddy-bears

64. Peter Stallybrass, ‘Worn Worlds’, in Jessica Hemmings (ed.), The

Textile Reader, Berg, London and New York, 2012, p. 70.
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5.2. Body

Body touching textile. The situations where the textile is touched. At
work. Through wearing a garment. It explains an attraction, an orien-
tation towards the physical, the tactile. It is also about actions. The
responses that require mobility, lightness, quickness, to create distance
or proximity. There is a persistence in this. In time and extent, perhaps
also in volume. It can appear as a desperation. The basic motivation is
established as the search for belonging.

How deep is the desire for being touched? It is the same dynamic. A
longing for intimacy. Entire skin, entire body. Smell, moisture, heat.
Proximity and danger. The body of the other can withdraw and leave
me alone.

Rejection created silenced isolation. Physically and mentally. At times
paralysis. Skin contact and physical proximity as fundamentally unsafe.

| compensate through developing the body. Consciously and uncon-
sciously. Muscles continuously tense to surround the heart, to guard the
heart. A body shaped to be ready for escape. Light, moving with ease. A
body also shaped by longing.

The textile as a hand reaching out. As an intermediary. From my body
to the bodies of others, from my hands, as a weaver and dyer. And to
my body through my desire to touch. Force and counterforce. At times
unwillingness, other times with affinity and the need to become one.
When | wear the suit, the garment and | create something together, two
defined shapes meeting. Heaviness, resistance creating form and direc-
tion. The beige cashmere sweater | wear is entirely different. It moves
under the skin. It dissolves. No restrictions. Except that | am afraid to
damage it.

The touch of a fabric is a substitute for intimacy with someone else. |
missed this intimacy as a child to such an extent that | think | might
have transferred the need for skin contact to a sensitivity to the mate-
rials my body was surrounded by. | weave using only natural materials,
especially wool and silk, both protein fibres. There is a warmth in animal
fibres. In wool, a greasy, heavy resonance. The experience of wool and
silk is more like an idea than something | consciously relate to when |
am, in one way or another, in touch with these materials. It is like being
aware that there is, perhaps on a primal level, a significant memory at-
tached to this that resists being made conscious.

| can remember materials of the opposite qualities. Plastic, chrome-
plated metal. The terrible synthetic turtleneck sweaters | had to wear.
The raingear that was stiff, tight and difficult.
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THE BLUE SUIT
Oslo, 12 November 2016

The suit is here now. It has been for a while. Right now, it hangs on the
rack in the room where | live, in between my other clothes. A colourful
striped waistcoat on its left side, a shirt in purple, blue and black silk
on the right. The waistcoat was a gift from Tilda. She bought it at a
costume sale at Stadsteatern in Stockholm. | have worn it only once,
when | celebrated midsummer’s eve with Tilda, Liv and their friends in
Soéderkdping. The silk shirt is from one of the first HAiKw/ collections.
Now, when | am wearing it, it makes me disappear.

The suit is here for it to be in a safe place. Not because | intend to use
it. It is among my other clothes, but it is very much something else. |
know almost everything about it. | have spent months over a period of
three years producing the fabric it is made from.

| needed this experience of having a suit made for me. | needed the
experience of wearing a suit made of this fabric.

And now it represents too much. As an object, it is too present, linked
to too many stories, people, places, memories. | think | knew this would
happen, and | have nothing against it being something else. Something
other than a garment. | will probably never wear it in a social setting. But
| can talk about it. And write about it.



5.3. Suit

It was necessary to produce the blue suit. | needed the experience. The
classic design and the navy woollen fabric make it appear neutral. It is a
standard suit. | could, through other choices, have made the fabric and
the garment much more personal. But | was not interested. | needed the
generic quality.

The physical experience of wearing the blue suit is complex. If | ani-
mate the suit jacket, | would say that it has both a will and a strength,
through the heavy quality of the wool and the layers of linings. Through
the precision in the patternmaking and the cut, it enfolds my body. In

a good way. As an embrace. It is supportive. But I’'m not sure if | can
accept what it offers.

| have never worn a suit with pleasure. Not even when | went to tailor-
ing school. | have been unsure whether a suit could ever represent me,
or express something | have the need to say. It is alienating more than
anything else. How did | end up in this situation? With such a compli-
cated relationship to the garment | went to school for three years to
learn how to make, and to which | have obviously attached both hopes
and dreams?

| believe | thought that at some stage | would live a life that would
require a suit. It represented a longing for a life | thought | wanted.
Stability, persistence, perhaps even masculinity. | do not need it any-
more. | have never really needed it. Now | live a life that does not require
a suit.

For it to say what it has the potential to say, the blue suit must be in a
context where the story is told, where | tell it. It is about identity, knowl-
edge and power. The exploration | have carried out, of the fabric, of the
production and the experience of wearing the garment develops still, as
part of a conversation. The blue suit is a continuation of the story of the
727 fabric, the worker’s Sunday suit, wedding suit, funeral suit. The value
of knowledge, the understanding of quality and perspectives on life
cycles come into sight.
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NG har jeg holdt pd med detta siden fire-og-nitti. For det forste sé

ser du det med augom, for det andre sd kjenner du det med fingrom.

Per-Ivar Halvorsrud 65

Now | have been doing this since 1994. First, you see it with your
eyes, then you feel it with your fingers.

Per-lvar Halvorsrud 65 (my translation)

Beyond the hand holding this book that I’'m reading, | see another
hand lying idle and slightly out of focus — my extra hand.

The Hand, Lydia Davis 66

65. Oral source - from a conversation with textile mechanic Per-lvar Halvorsrud,
on locating mistakes when changing warps in the loom at Gudbrandsdalens
Woollen Mill, 2014.

66. Quoted in Gunnhild @yehaug, Miniatyrlesingar, Kolon Forlag, Oslo, 2017,

p. 40.
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5.4. Work

When | was at my best at Sjglingstad, | could have three procedures
going on at the same time. The timing and development of one pro-
cess was present in my body when | was in another. When | immersed
myself in the work in this way | knew when | had to move between the
machines.

Repetition and movement being remembered. It is healthy. It makes
sense. It satisfies a fundamental need | have. Hard, heavy and concen-
trated work in the workshop. The body remembers. Rhythm, repetition,
weight, noise, smell. Vigilance and alertness with tension in muscles
when | did not trust the machine. Flow. Energy. Movements around and
with the machines. Spaces, staircases, doors, the complex rhythm when
several processes become one.

When | returned to Sjglingstad in 2009 after seven years, | worked on
the same processes again. | felt how strongly the physical surroundings,
the machines and the procedures were imprinted in me. When | was
decatising, my body guided me from place to place around the machine.
Without me remembering why, it wanted to go left, and | found myself
in front of the crane that opened for the steam supply. Just the one |
needed. And so on. The experience confirmed the connection to the
place. To the work.

One of the heaviest procedures at Sjglingstad is to move a length of
fabric from the dye bath onto a trolley and then to pack it in the cen-
trifuge. It could be 40 metres, of wet, heavy, hot, thick cloth. After long
days dyeing, | was physically tired. | became strong when working at the
factory. The resistance triggered me.
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THE TEXTILE SAMPLE BOOK
Testico, 6 February 2014

The first time | visited the archive at Sjglingstad, | had been working at
the mill for some time. | was instructed to enter the room quickly and
close the door behind me to prevent moths from following. It was quite
a cramped and chaotic space.

Many of the sample books were organised in cardboard boxes, while
others were left in unstable piles on the floor. Folded textiles, several
jacquard blankets, some knitted sweaters. Adjusting to the light and
the temperature, searching for a point of entry to the stored material,
| realised intuitively that | had come across objects that had qualities
that resonated profoundly with who | was at the time, and with what |
was looking for. Exploring this material created a framework that later
intensified my values, aspirations, skills and knowledge.

The small folders with sales samples were produced to present the mill’s
products to the customers. They document decades of production of
woollen fabrics for clothing and create connections, bridging places,
times, people, tools and methods.

| am holding a small piece of fabric in my hand. It continues at another
time somewhere else.

| go through all the books. Methodically. Some samples inspire me to
work. They are beautiful, rough and honest. | want to reproduce these
fabrics, and wear garments made from them. They challenge me, and at
the same time they create a longing. | leave the archive with a selection
of sample books as souvenirs, suggestions and starting points.

The samples suggest a response.

| perform a technical analysis. | define the construction and test the
yarn. The density and the surface give information on the settings of
the loom and the methods of finishing. | approach the colours through
experiments in the dyeing workshop. | make selections with the inten-
tion to recreate the fabrics using the equipment in the mill as it is today.
The machinery is old, some of the knowledge has been lost, and parts
of the process are missing.

Some qualities are possible to recreate; others are not. The new fabrics
are similar, not copies.






We are a long way from a situation in which the authorship of art is
apportioned out to all parties involved in the making of a work, with
each credited in the manner of a Hollywood film. (Some artists do
credit their fabricators, but this remains a personal choice, not an

expectation.)

Glenn Adamson and Julia Bryan-Wilson 67

6. Glenn Adamson and Julia Bryan-Wilson, Art in the Making,
Thames & Hudson, London, 2016, p. 172.
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5.5. Production

| enter production through the fabric, the craft, my body and my story,
not through the economic, social and political conditions connected

to it. What | produce is part of the exploration of the sites where pro-
duction takes place, and of the textile itself. | explore how things are
made, who made them, based on what knowledge and in what tradi-
tion. Experiencing and reaching an understanding of an object through
reproducing it as accurately as possible is a method that for me creates
intimacy. It can be called a reconstruction, reproduction or copy.

When | analyse a textile from the archive at Sjglingstad, | connect to
both the history of the mill and the knowledge acquired through gen-
erations. | give it value through my presence and participation. What to
many artists, designers and makers is subordinate, or even something
to hide, is for me precisely what | want to shed light on. The material
outcome of production interests me as part of a process. | am part of
the value chain, and what the value chain consists of is part of what |
explore and expose.

Production is a place to meet. Finding solutions to problems together,
and developing a sensible division of tasks and labour. Dynamics.
Support and encouragement. Respecting that everyone has sought
depth of knowledge in her or his field. For interaction, we depend on a
will for solidarity and the opportunity it creates for recognition. In order
to understand each other. Get better together.

In the exhibition at OK, all documentation from the work processes
was available. Revealing everything that production involves shows how
complex it is to produce the things we surround ourselves with and
often take for granted. An awareness of this is necessary to appreciate
the value of both work and knowledge, and to develop the ability to
recognise quality.
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THE MILL
Grendehuset, Sjglingstad Woollen Mill, 17 November 2011

| slept for 11 hours, and the sound of a loom woke me up at a quarter
past eight. Gunnveig had started working. | stayed in my sleeping bag
for some time listening. Someone else came to work, probably Oliver. |
had breakfast and wrote the log from day one. | had a lot of coffee. It
was half past nine before | finished. | left Grendehuset and went into the
mill. For a moment, | didn’t know where to start, where to go.

| got my camera, notebook and bag, and headed for the archive without
meeting anyone. | made space, fetched a chair and sat down. After a
while | started taking pictures of jacquard blankets. | spent three hours
in the archive. It was chilly, humid and airtight. When I left the room, |
was heavy-headed. Judith had a workshop with children from a kinder-
garten; we briefly said hello.

| went to have lunch - quite a long break - eating and reading the paper.
| put on my windbreaker, took my camera and went outside to take
pictures. | crossed the bridge and took some photos of the mill from up
the hill. Nice angle. | decided to go for a walk, going up the road towards
Romedal. | took pictures of the dam, the stream and the lake, before
heading back to the mill. Paul was the only one still at work.

| made dinner. Same as day one. | started working on revising the project
description - | will be sending a new text to Gerd on Monday. Found new
headlines. Felt like | was on the right track. Kept on going until 10. | ar-
ranged my bed at 10.30, listening to Mark Hollis. Turned the music off, but
couldn’t sleep. Kept on thinking about work, making plans for the next
day, other stuff. Some things were useful. | stayed awake for a long time.



As such, his project [Weaving Fabrics for Suits] is not an immobile
solitary monument but closer to a mobile, living network. All threads
are connected with each other while leading to other people, places
and pieces of fabric.

Jennifer Allen 68

As the years went by, and | made myself into an architect and ur-
banist, | began to understand that objects, narratives, memories, and
space are woven into a complex, expanding web - each fragment of
which gives meaning to all the others. For me it was a web that grew
from a quiet, isolated place on the banks of the Wimmera River.

William J. Mitchell 68

68. Jennifer Allen, ‘Breathing History’, catalogue text in Weaving Fabrics for
Suits, Franz Petter Schmidt, Oslo, 2015, no page numbers.
69. William J. Mitchell, “The Melbourne Train’, in Sherry Turkle (ed.), Evocative

Objects: Things We Think With, The MIT Press, Cambridge, 2007, p. 150.
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5.6. Monument

The village is a quiet place in nature. Living at Sjelingstad, | felt a strong
belonging. Routine, long days, immersive processes. Personal needs

and professional needs merged. For a while. Before | moved on. The
experience remains in my body. It is an emotional and physical base. |
can at any time evoke memories of the materials, colours, sounds and
smells at the mill. The people, the buildings, the dynamics of the place.
Sjelingstad is part of me, a source, defining the experience of exploring
other places, histories and situations.

| needed the void, the potential of loss when something is forgotten, to
create space for me, for my activity in relation to sites and histories. |
am drawn to the storage rooms no one has entered for ages, the dark
basements and attics. The abandoned parts of the building.

Sellgren represents grief, the state of being powerless and vulnerable. |
collected objects from Sellgren because | made the history of the mill
my own. The experience | had from Sjglingstad made me look at it as if
it were my values that were not respected. It was disturbing to observe
how the legacy of this proud company, representing stability, quality and
knowledge, was handled. Between the times | was there, the buildings,
remaining machines and objects became more and more derelict, lost.
The decay evolved rapidly. Dust, the smell of mildew. Cold and humid.

Allen writes in her catalogue text that my work is not a memento mori,
but rather relates to continued activity, continued movement, continued
work.70 At Sellgren, | helped to take care of objects that would other-
wise have been thrown away, seeing them become part of a museum
collection. In Tingvoll, textile production continues at Krivi. Perhaps this
is the truest memorial of the story of Sellgren? The knowledge that
survives, and is managed on-site where activity continues as part of a
dynamic and forward-thinking weaving mill.

GU at Lillehammer represents a continuation of traditions through
development and growth, and has become a model for environmentally
friendly and quality local production. The centralised operation ensures
the shortest possible distance between labour, design, production and
consumer. This is a transparent setup that makes all parts of the chain
responsible. Management, capital, the entire production line and all
necessary knowledge exist in one place, in one city. This has become the
most important competitive advantage for GU, and an asset in mar-
keting. Production at the factory was, for a long time, out of step with
industrial development in Norway, an anachronism. Today it is an exam-
ple, for this type of production, of the most modern and future-oriented
operation it is possible to imagine.

70. Jennifer Allen, ‘Breathing History’, catalogue text in Weaving Fabrics for Suits.
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To love the wrong kind of objects is to be queer (as is perhaps an
over attachment to objects in the first place), and the impulse to col-
lect them is often motivated by a desire to create alternative histo-
ries and genealogies of queer lives.

Ann Cvetkovich™

When objects are animated by feelings, they may demand alternative
or experimental archival practices. Artists have thus been important
curators of queer archives because they have a knack not only for
valuing objects that others do not, but also for exhibiting them in
ways that can capture both their felt value and their historical value
(and make claims for felt value as historical value).

Ann Cvetkovich 72

I would say that the moment an object appears in a narrative, it is
charged with a special force and becomes like a pole of a magnetic
field, a knot in the network of invisible relationships.

Italo Calvino73

1. Ann Cvetkovich, ‘Photographing Objects: Art as Queer Archival Practice’, in
Mathias Danbolt, Jane Rowley and Louise Wolthers (eds.), Lost and Found:
Queerying the Archive, Nikolaj Kunsthal, Copenhagen, 2009, p. 54.

T2. Ibid., p. 57.

73. Italo Calvino, Six Memos for the Next Millennium, Penguin Classics,
London, 2009, p. 33.

69



5.7. Collection

The objects that are part of my work and my life represent emotions,
stories and memories that confirm my identity. The one | have chosen.
The starting point for collecting was shame about being different. The
solution was to create an alternative story. My alternative. The object
fills the void. There is a pride in this.

| bought a piece of jewellery by the Norwegian artist Nanna Melland a
few months ago. It is a large old-fashioned key that has been modified
and plated in gold, hanging on a heavy iron chain. This object, the key, is
between inside and outside. Outside the body, inside the body, at home
and somewhere else, a work of art to display on a wall and a piece of
jewellery to wear. It works well for a person residing on the threshold.

| collect clothing. My wardrobe consists of objects that represent feel-
ings, states of mind, needs and desires. They are tools. In my life cloth-
ing is easier to deal with than objects that are associated with interiors,
or being at home. Even so, | have all my clothes hanging visibly on a rack
in the middle of the room where | live. When they are not on my body
they become part of the interior.

During my time in the fellowship programme, my home has become
more and more like the places where | have worked — dominated by
objects | have rescued from industrial sites. | live in one of my own
installations.
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THE LAURDAL LOOM
Sjelingstad, 24 September - 6 November 2014

The loom was in bits and pieces. It had been moved between several
locations, and not used since 1948.

What are Gunnveig and Einar thinking about the project? We have been
working together here at the mill on and off for three years. | think they
are still as patient as | am.

We are recreating the 727 fabric, a classic quality textile for suits and
uniforms. It was the best-selling article from Sjglingstad in the 1950s. It
is not special in any way, but rather plain. It is the kind of fabric used for
suits that were meant to last for decades, perhaps a lifetime.

Assembling, adjusting, mending.

The loom is hitting hard from the left side, softer from the right. From
time to time it loses its power altogether.

It is a challenge.
Unpredictable.
Not rhythmical.

When we worked together at Sjglingstad in May this year we reached

a turning point. We went through a series of profound adjustments

with one of the other looms in the workshop as a model. We discovered
that there were significant, but almost hidden, differences between the
looms. The Laurdal loom started to perform better. Still unbalanced, but
we started believing in it.

Yesterday morning | expressed how pleased | was that the loom worked
all right. A couple of hours later two machine parts lost connection,
and the shuttle got stuck in the shed and tore the fabric. Einar went

to Sermek and had a new bolt made for the parts that troubled us. The
new bolt made it possible to tighten the connection precisely.

Weaving, body tense, alert, waiting for a sound or movement that
signals something is about to go wrong. Gradually relaxing. Now, in
November, the Laurdal loom delivers metres of fabric without faults.
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By and large, the art of the twentieth century, like so many post-con-
ceptual practices today, operated at a reduced scale; art was prac-
ticed as both other than, and smaller than, whatever reality it set out
to map. In his 1893 story, Sylvie and Bruno Concluded, Lewis Carroll
tells of an impromptu conversation between the narrator and an out-
landish, even otherworldly character called ‘Mein Herr,’ regarding the
largest scale of map ‘that would be really useful.’

“We very soon got to six yards to the mile. Then we tried a hundred
yards to the mile. And then came the grandest idea of all! We actu-
ally made a map of the country, on the scale of a mile to the mile!
(...) It has never been spread out, yet (...) the farmers objected: they
said it would cover the whole country, and shut out the sunlight! So
now we use the country itself, as its own map, and | assure you it
does nearly as well”.

Stephen Wright 7

4. Stephen Wright, Toward a Lexicon of Usership, Van Abbemuseum,
Eindhoven, 2013, p. 3.
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5.8. Scale

During the last week of the exhibition at OK, Hultman and | arranged

an artist talk in the gallery with art historian Jorunn Veiteberg. We
installed ourselves in the third room. It was a large and complex audi-
ence. Colleagues from the fields of design, visual arts and crafts, stu-
dents, supervisors, HAiKw/, friends, family, and almost the entire staff at
Sjelingstad. They had planned a trip to Oslo around this conversation.

The audience represented the diversity of the various explorations |
have performed, and the diversity of roles. | tried during the talk to
bridge the processes that have taken place at different sites with dif-
ferent people. In respect for everyone present, | wanted to acknowledge
the depth of the experiences developed in the different contexts. | re-
peatedly turned to individuals and groups in the audience and said, “As
you know...”, with the awareness that | was talking about things | shared
only with some, realising that they could not be shared with others.
Roles and experiences change when conversation, reflection and phys-
ical material move between places and moments in time. Transformed,
scaled down, becoming representations.

Where is the centre of gravity in my practice? Is it to create installa-
tions to be displayed in an exhibition space? Or is it the participation in
the context where production takes place, part of the development of
knowledge and experience? The exhibition and the artwork are a con-
tinuation of the experiment, the exploration, a part of it. It is not a final
statement, not a result. Change in scale? The installation in the gallery
as representation? No, not really. Because | do not regard the exhibition
as an answer, but as part of the question.

During my period as a fellow, | have explored the diversity of my prac-
tice, and not just how it looks today, but how it has always been. | have
travelled, and | have settled at the places where | have worked. This

is about an obvious need for being in contexts that are outside a stu-
dio-based practice. The dividing lines between what | have defined as
part of my practice and what | regarded as something else have dis-
solved over time. The experience from Sjglingstad was that the work
gave me a connection with something outside of me, in an industrial or
commercial context. | come to life when | am in production. The con-
nection over time to the place of production opens my practice. So does
the relocation of the material, and of course the social aspect, taking
part in long-term collaborations.
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5.9. Risk

When | started in the programme, | did not have a conscious under-
standing of roles. | strived for confirmation of belonging and intimacy.
| resisted placing myself on the outside as an observer, in fear of ob-
jectifying situations | wanted and needed be a part of. This explains
my unwillingness to investigate the consequences of changing roles. It
threatened the security | thought | had found.

On the other hand, | have a recurring need to confront my own practice,
material and position to develop my work further. The person who edits
and selects takes on an authoritative role, a position of power - towards
people, objects and places. Am | afraid to acknowledge how willing | am
to manipulate a situation to achieve what | want? To tell the story | want?

The ideology behind HAiKw/ challenges and expands the framework for
what a clothing brand can be, at least in a Norwegian context. It made
sense to connect my work to them. We share values, interests and the
experience of developing practices that are in between established dis-
ciplines. The collaboration was inspiring and clarified the value of my ex-
ploration in a wider context, ensuring that the space | am in is expanding.
At the same time, through the resistance and friction the collaboration
also created, it shed light on what | need to question in my own practice
to develop it further, and which elements | do not want to change.

Initially it was challenging to bring HAiKw/ to Sjglingstad. Changing my
position and exposing this place that is almost sacred to me to some-
thing unknown, such as this collaboration with the three professional
designers of HAiKw/, was overwhelming. It eventually resulted in a nec-
essary definition of roles and positions that made me understand more
about my relationship to Sjglingstad, adding more complexity and depth
to the experience.

HAiKw/ was involved in an exploration of the concept of healing when
we started our collaboration. | think HAiKw/ saw the link between their
work and mine a long time before | became aware of it - the healing of
history, machines, bodies and emotions. My collaboration with HAiKw/
continues, including development of new materials at Sjglingstad.
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5.10. Images

| needed the context for presenting the outcome of my work to be a
quiet place for exploration, with a balance between the energy of the
elements on display - objects, textiles and documentation material.

To me, a video projection has a strong presence, in an exhibition space
and in memory. | decided early on to document the processes and
places through photography. | take photographs, but | am not good at it.
Documentation of a process is one thing, of places and objects, some-
thing else.

The way | produce, | am immersed in the process, and not really able to
step out of the situation to document it. When | take photographs, it

is often quickly and with resistance. | can find myself in the middle of
something that needs my full attention that | know | should be docu-
menting. Several parts of the processes were not documented. | have
few photos from the dyeing at Sjglingstad because it is a humid, hot and
intense process, and difficult to leave.

Harald Lunde Helgesen of HAiKw/ documented the process when we
were in production in November 2013, Méarta Thisner photographed at
Sjglingstad in the summer of 2014, and Fin Serck-Hanssen worked with
me at GU, as well as documenting the workshop at Prindsen.

At GU, Serck-Hanssen and | explored the site together. | chose what

| needed to have images of, what had caught my eye during the time

| worked at the factory. He defined the angles and all the technical
elements. | believe that we see in a similar way, so it was quite easy to
reach an agreement. We did not edit, did not move things around, and
the light was used as it was. He also took the portraits of staff members
| had interviewed at GU. He found presence, pride and warmth in these
people. Those who had resisted having their photos taken were initially
surprised, then happy, to see what the pictures showed.

My own pictures from Sjglingstad are rough. They are snapshots. Did

| recognise Sjglingstad in Thisner’s pictures? They were beautiful, and
sometimes they showed something | understood that she thought was
funny or strange. | did not have the same relationship to what was in the
photographs as her. It was also something about strength, or power. Her
images are fragile and light, of things | related to as raw, heavy and dirty.
She worked for the most part alone, without dialogue with me during
the time she was at the mill.

In the beginning, | did not use her pictures because the distance was
too disturbing. But over time they have grown on me, and many of them
have now become important parts of my presentations of Sjglingstad.
Is it possible that her photos are closer to the idea | have of the place
when | am not there physically? Like a memory or an image from a
dream? This is a very good quality.
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5.11. Weaving Fabrics for Suits

In the application for the fellowship programme, | proposed that the
artistic work could be presented as an exhibition in a gallery and a pub-
lication. During the programme | considered other options, but this did
not change what | ended up presenting - an exhibition and a publication.

| have considered whether | could have defined part of the work | did at
Sjelingstad, in the weaving workshop, as a performance or happening -
opening up the situation for the participation of an audience. Could the
same have been done at GU, or in the ruins of Sellgren in Tingvoll? The
conversation with politicians, including the mayor of Tingvoll municipal-
ity, about the legacy of the textile industry was conducted in a closed
meeting room. It could have been made public.

These were situations that took place, but without an audience, and
without a framework that objectified or changed the understanding

of what was happening. Being absorbed by the process is necessary.

| do not want to move between different modes in the places | have
long-term relationships with. | know that | am not part of the staff at
Sjelingstad, and | know that my coming and going during the fellowship
created distance, but after all, this a defined role in itself, that | have
built up over 20 years. My presence in production in the moment is my
raw material. Through retrospective selection and reflection, | explore
the material further - in text, in exhibitions, in conversations elsewhere.

For a while, | considered producing a book and not an exhibition. There
is a connection between the image material, site studies and texts |
worked with and the book as a format — a connection between intimacy,
time and concentration. | left the idea behind because | needed a con-
text that would allow for a physical engagement with the collected ob-
jects from the sites where | had worked and those that were produced.

To bring material into a gallery space is an opportunity for reflection.
The exhibition created dialogue, between me and the material during
installation, and later with visitors to the gallery. | wanted to expose
the vulnerability of the material, that which is not clearly structured or
defined. The exhibition reflects the process of exploring the material,
part of an ongoing process of valuation, raising questions about what is
worth investigating.
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6. Prindsen

For almost three years, | have been working at the historic weaving mill
at Prinds Christian Augusts Minde, Prindsen, in central Oslo. It is a large
workshop with six older industrial looms, a sectional warp beam and two
winding machines. The building and the inventory in the weaving work-
shop have been protected as part of a preservation plan for Prindsen
since 2009.75

Prindsen was established in 1809 as an institution for convicts, the
homeless and people with mental disorders. It opened in 1819 after a
long planning period.76 It was a closed facility and the inmates were
prisoners, often held there without court orders. To improve the social
situation of the institution and to exploit available labour, a factory was
built with production workshops, completed in 1833.77 At Prindsen,
everyone was put to work, regardless of their condition. Towards the
street there was a shop that sold products made at the institution. In
addition to the weaving workshop there were carpentry, shoemaking and
rope-making workshops, a steam kitchen, laundry facilities and a quarry.
Every workshop had managers employed with responsibility for produc-
tion. Being imprisoned at Prindsen was not considered part of a process
of improving people’s state or position, nor did their work experience
facilitate employment outside the institution.

The 2009 protection order from the Directorate for Cultural Heritage
describes the activity of Prindsen in the 1900s as follows: By the late
1800s, Christiania Kommunale Sindssygeasy! [Christiania Municipality
Asylum] was the country’s second largest after Gaustad. The men’s
department of the asylum moved in 1905 and the women’s depart-
ment in 1908 to Dikemark [a new institution quite far outside of the
city]. Kristiania Tvangsarbeidsanstalt [a penal labour institution] was
closed in 1915, and 174 male convicts were transferred to the new
institution Opstad at Jaeren. However, the institution in Storgata con-
tinued with related activities. In Mangelsgdrden [part of the property],
Fattigvesenet [a municipal agency supporting the poor] established a
home for elderly people, and later various social functions run by the
municipality.78

Prindsen is today managed by a municipal department called
Omsorgsbygg. There are still people living on the property in social
housing, although Prindsen is changing rapidly, with designers, artists
and musicians establishing themselves in the various buildings on the
site. The daily operations in the weaving workshop were closed in the
1970s, but were sporadically in use until the late 1990s.

Prindsen is the only place in the Oslo area where it is possible to see a
larger selection of machines used in the textile industry, the backbone
of industrial activity in Christiania in the latter half of the 19th century.
I am working on restoring one of the looms for demonstration. Two

of the looms are of the same construction as the ones at Sjglingstad
Woollen Mill, but newer. They are from 1951, and manufactured by Texo
in Norrkdping, Sweden. The local Directorate for Cultural Heritage,
Byantikvaren, allows the looms to be used. Still, at Prindsen, the loom
will mainly be for educational purposes. Larger quantities, or more com-
plex qualities | will produce elsewhere.
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The workshop at Prindsen is a place for developing conversations, with
students, colleagues and the general public. | am collaborating with
the Oslo Museum, Arbeidermuseet, the Oslo City Archives and the
Norwegian Museum of Science and Technology on activating the space.

My presence in the weaving workshop at Prindsen allows for an explora-
tion of the social history of the institution, aspects of penal labour, the
treatment of people on the margins of society, social distress, mental
disorders and degradation. | read the novel The Thief’s Journal by Jean
Genet in my late teens. It is an autobiographical description of Genet’s
experiences as he wanders through the roughest areas of central
European cities in the 1930s, participating in various subcultures along
the way. He is gay, a beggar, a prostitute, a thief and in motion. Genet
often describes the fabrics and clothes worn by the characters in great
detail. The first sentences of the book are: Convicts’ garb is striped
pink and white. Though it was at my heart’s bidding that | chose the
universe wherein | delight, | at least have the power of finding therein
the many meanings | wish to find: there is a close relationship be-
tween flowers and convicts.®

| have seen Prindsen as both a commitment and a necessity. Based on
the development of my work, and the clarification of the fundamental
aspects of my practice, | am continuously expanding my thinking on
how to relate to Prindsen - as a place where my work can continue,
from where | can think, act and participate.

75. Lars Erik Eibak Bru and Linda Veiby, Vernevedtak Prinds Christian Augusts
Minde, Riksantikvaren, Oslo, 2009.

76. Sigurd Grieg, Norsk Tekstil, vol. 1, Norske Tekstilfabrikers Hovedforening,
Oslo, 1948, p. 191.

TT. Wenche Blomberg, Prinds Christian Augusts Minde - historie og visjoner
om de fattiges kvartal, Prindsens venner, Oslo, 2006, p. 9.

78. Vernevedtak Prinds Christian Augusts Minde, p. 10.

79. Jean Genet, The Thief’s Journal, Grove Press, New York, 1964, p. 7.

80



ill. 21



7. Acknowledgements

First supervisor: Gerd Tinglum. Second supervisors: Theodor Barth and Anne Knutsen.
Text supervisor: Jessica Hemmings. All employees in the fellowship programme, and
participants in seminars and the programme’s spring and autumn forums.

Key People:

Jennifer Allen

Ellen Katrine Aslaksen
Marianne Hultman
Trond Lossius

Arnfinn H. Midtbgen
Jorn Mortensen

Hans Hamid Rasmussen
Sonja Helen Wiik

Maria Aasprang

Anne Line Abotnes
Birgitte Appelong
Ingunn Bakke

Anne Line Bakken
Brynjar Abel Bandlien
Helle Bergan

Eva Basile

Anita Bjérklund

Pia Bjgrnstad
Rolf-Steinar Borch
Annelise Bothner-By
Hege Bratsberg

Else Braut

Owe Brekkum

Randi Martine Brockmann
lan Brown

Liv Bugge

Mathias Danbolt

Kari Dyrdal

Per Gunnar Eeg-Tverbakk
Lars Engneaes

Ingvild Espelien

Hilde Fauskerud

Ellen Foss

Ivar Furulund

Viktor Gautvik

Bjarne Gjerstad

Ellen Grieg

Ivar Grydeland

Ingrid Eriksen Hagen
Per-lvar Halvorsrud
Christina Leithe Hansen
Paul K. Hasund

Arve Haugen

Tor Erik Havn
Marianne Heier

Harald Lunde Helgesen

Gunnveig S. Helland
Karen Herbaugh
Katrine Kgster Holst
Cecilie Tyri Holt
Marius Holth

Helge Hovland

Vidar lversen
Lisbeth Jacobsen
Liv Jensen

Age Jenssveen

Ivar Magne Johannesen
Signe Johannessen
Bjgrn Mikael Johnsen
Caroline Juterud
Ane Thon Knutsen
Ann Britt Kolloen
Kirsti Krekling

Einar Kristensen
Christina Leitner
Vidar Lilleespe
Kristin Lillelien
Marit Linberg

Edith Lundebrekke
Bjern Lundgard

Arna Kristine Lund-Johnsen

Eline McGeorge
Caroline Malmstrém
Kendra Marks

Tuva Bryn Midtbgen
Yngve Muri

@yvind Myhr

Beate Myrvold

Kim Nguyen

Judith Seland Nilsen
Ragnhild Nordhagen
Ingfrid Breie Nyhus
Marianne Nystad
Daniel Olsson

Yuka Oyama

Gry Pettersbakken
Jon Pettersen

Tone Rasch
Eva-Cecilie Richardsen
Hanne Riege

Robert Rossel

Gro Rgde

Audbjgrn Rgnning
Frode Rgnning

Erik Rgren

Merete Rgstad
Olga Schmedling
Astrid Schmidt

Jan Schmidt

Tone Schmidt
Brynhild Kristine Seim
Amalie Marie Selvik
Fin Serck-Hanssen
Nina Skarra

Cecilie Skeide

Tove Berit Sollien
Rosie Spencer
Mike Sperlinger
Gjertrud Steinsvag
Kari Steihaug

Siv So Hee Steinaa
Jakub Straka

Anne Mette Strandlgkken
Jon lvar Stremmen
Liv Stubstad

Siv Stgldal

Frode Svarstad
Ragnvald Svarstad
Kristian Lans Syvertsen
Birgitte Sgrensen
Sylvi Sgrensen
@yvind Serfjord
Marta Thisner
Linda Thu

Jonas Topooco
Oliver Torkelsen
Jorunn Traedal
Janeke Meyer Utne
Jorunn Veiteberg
Ida Falck @ien
Rune @idvin

Liv Guri @strem

82



8. Bibliography

Adamson, Glenn and Bryan-Wilson, Julia,
Art in the Making, Thames & Hudson,
London, 2016

Allen, Jennifer, ‘Breathing History’, cata-
logue text in Weaving Fabrics for Suits,
Franz Petter Schmidt, Oslo, 2015

Beckert, Sven, Empire of Cotton: A Global
History, Vintage, New York, 2014

Bru, Lars Erik Eibak and Veiby, Linda,
Vernevedtak Prinds Christian Augusts
Minde, Riksantikvaren, Oslo, 2009

Bruland, Kristine, British Technology

and European Industrialization: The
Norwegian Textile Industry in the Mid-
Nineteenth century, Cambridge University
Press, New York, 1989

Blomberg, Wenche, Prinds Christian
Augusts Minde - historie og visjoner om
de fattiges kvartal, Prindsens venner, Oslo,
2006

Calvino, Italo, Six Memos for the Next
Millennium, Penguin Classics, London,
2009

Cvetkovich, Ann, ‘Photographing Objects:
Art as Queer Archival Practice’, in Mathias
Danbolt,

Jane Rowley and Louise Wolthers (eds.),
Lost and Found: Queerying the Archive,
Nikolaj Kunsthal, Copenhagen, 2009

Genet, Jean, The Thief’s Journal, Grove
Press, New York, 1964

Grieg, Sigurd, Norsk Tekstil, vol. 1, Norske
Tekstilfabrikers Hovedforening, Oslo, 1948

Haugerud, Dag Johan, Enkle atonale styk-
ker for barn, Forlaget Oktober, Oslo, 2016

Hyde, Lewis, Trickster Makes This World:
How Disruptive Imagination Creates
Culture, Canongate Books, Edinburgh, 2017

Louis, Edouard, Voldens historie,
Aschehoug, Oslo, 2016

Mitchell, William J., “The Melbourne Train’,
in Sherry Turkle (ed.), Evocative Objects:
Things We Think With, The MIT Press,
Cambridge, 2007

Nelson, Maggie, Bluets, Wave Books,
Seattle and New York, 2009

@yehaug, Gunnhild, Miniatyrlesingar, Kolon
Forlag, Oslo, 2017

Pallasmaa, Juhani, The Eyes of the Skin:
Architecture and the Senses, John Wiley &
Sons, Chichester, 2005

Pollen, Geir, ‘Sebalds ringer’, foreword in the
Norwegian edition of W.G. Sebald, Saturns
Ringer, Gyldendal Forlag, Oslo, 2014

Ramberg, Knut, Hundre ar i ull:
Gudbrandsdalens Uldvarefabrik AS 1887-
1987, Gudbrandsdalens Uldvarefabrik,
Lillehammer, 1987

Raustel, Bard, @vede piger og dygtige
meend: mennesker, teknologi og kunnskap
ved Sjglingstad Uldvarefabrik 1893-1920,
Department of Archaeology, Conservation
and History, University of Oslo, 2004

Rolland, Arnstein, A/S Tingvoll
Ullvarefabrikk Sellgrens Veveri

AS: Tilsammen 100 dr. 1898-1998,
Jubileumskomiteen for 100 ars tekstilindus-
tri i Tingvoll (Jubilee Committee, 100 Years
of Textile Industry in Tingvoll), 1998.

Salomonsen, Kirsten Ruud,
‘Kunsthandverket er den naturlige bru mel-
lom kunst og produksjon’, in Lars Marck
Finborud and Milena Hoegsberg (eds.),
Bauhaus pé Norsk, Orfeus Publishing/
Henie Onstad Kunstsenter, Beerum, 2014

Sander, Gunther (ed.), August Sander:
Citizens of the Twentieth Century, The
MIT Press, Cambridge, 1993

83



Sebald, W.G., The Rings of Saturn, New
Directions, New York, 2016

Sellgren, Axel, En trad gjennom 50 ar ...
Sellgrens Veveri A/S 1926-1976, Sellgrens
Veveri A/S, Trondheim, 1976

Skaar, Magnus, Sjelingstad Uldvarefabrik
1894 til 1994, Sjglingstad Uldvarefabrik,
Mandal, 1996

Serensen, Birgitte, Det sviver bra pd
Sjelingstad. @konomiske og sosiale utfor-
dringer ved AS Sjoglingstad Uldvarefabrik
1920-1940, Historical Institute, University
of Bergen, 2006

Stallybrass, Peter, “‘Worn Worlds’, in Jessica
Hemmings (ed.), The Textile Reader, Berg,
London and New York, 2012

Tanizaki, Junichiro, In Praise of Shadows,
Vintage, London, 2001

Thorsager, Carl Frederik, in his chapter ‘De
siste ti ar’, in Magnus Skaar, Sjelingstad
Uldvarefabrik 1894 til 1994, Sjglingstad
Uldvarefabrik, Mandal, 1996

Vassenden, Eirik, Hva er kritisk refleksjon?,
Artistic Research Fellowship Programme,
Bergen, 2013

Wright, Stephen, Toward a Lexicon of
Usership, Van Abbemuseum, Eindhoven,
2013

84



Illustrations

1. First visit to Sjglingstad with HAIK. 13. Scanned documents and weave pat-
Photo: Ida Falck @ien terns from production process of Til
2. Sellgren Gudbrandsdalens Uldvarefabrik
3. The stream at Sjglingstad. 14. From Weaving Fabrics for Suits
Photo Méarta Thisner at OK.
4. Scann from notebook Photo: Christina Leithe Hansen
5.  Weaving 727 at Sjelingstad. 15. Seligren
Photo Marta Thisner 16. From Weaving Fabrics for Suits
6. Detail form weaving workshop at OK.
at Sjglingstad. Photo: Christina Leithe Hansen
Photo Marta Thisner 17. Textile sample books at Sjglingstad.
7.  Sjelingstad Woollen Mill Photo Mérta Thisner
8.  Stian Vadne and Birger Rglland in the 18. Gudbrandsdalens Woollen Mill.
dyeing workshop at Sjglingstad. 1930s Photo: Fin Serck-Hanssen
9. Scanned documents from production 19. The loom used for the 727 production.
process of 727 Sjglingstad
10. Seligren 20. Detail of original 727 fabric.
1. HAIK w/. Textile prodused at Krivi. Photo Marta Thisner
Photo: Marte Elise Stamrud 21. Prinds Christian Augusts Minde.
12. Gudbrandsdalens Woollen Mill. Photo: Fin Serck-Hanssen
Jacquard looms.
Photo: Fin Serck-Hanssen
KUNSTH@GSKOLEN | 0SLO I
0SLO NATIONAL ACADEMY OF THE ARTS

Artistic Research

A

Norwegian

4

Programme

Graphic design: lan Brown
Copyeditor: Rosie Spencer

www.franzschmidt.no



