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1 CONCEPT TEXT

Don’t feed the monster! is an exhibition asking critical questions about the impact of the fashion 
industry on the environment. The exhibition opens up a multi-faceted examination of this topic. 
The textile and fashion industry is one of the world’s largest – and globally one of the most pol-
luting. The exhibition examines the situation as it looks today. The works on display both engage 
and attempt to provoke change. The twelve participating designers and artists share their ideas, 
methods and alternative stories through visual narrative, specific design solutions, activism, inn-
ovative use of technology and resources and examination of cultural history. 

Most of us know that the fashion industry, and especially through the part of the industry which 
is called fast fashion drives steadily increasing consumption despite inhumane production con-
ditions and its serious negative impact on the environmental and climate. The climate crisis is 
acute, but when it comes to the consumption of fashion, we are heading in the wrong direction. 
We close our eyes and keep buying cheaper and in greater quantities. In the past 15 years, pro-
duction of fashion in the world has doubled and the average number of times an item is used 
before it is thrown way has fallen by 36% in the same period. [1] The actors in the global fashion 
industry commit to minimal initiatives. They talk about the problem and set out lofty ambitions 
without specifying how these are to be achieved. [2] The systems that lead to overproduction 
and consumption of easily accessible fashion impact heavily on the environment and natural 
resources. Rights to healthy working conditions and a fair wage are ignored, and the industry 
affects nature, individuals, demography and social development all over the world. Simply addres-
sing the symptoms by focusing on the circular economy and new technological solutions is far 
from adequate to reverse this trend.

Ethically speaking, the fashion and textile industry is a very problematic industry when it comes 
to overproduction, use of natural resources and labour. About 300 million people currently work 
in the industry – from the development of raw materials to the sale of the finished product. [3] 
Distances between market and producer are often enormous, and awareness and knowledge 
among producers and consumers is generally low. Drastic changes are needed in the way we 
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think about production and consumer culture. For several decades, fashion chains have worked 
with Corporate Social Responsibility (CSR). [4] These are self-imposed ethical guidelines, but they 
only constitute minimal steps towards a more responsible textile industry when what is needed 
is a quantum leap. 

How do we address this? Who is responsible? Who should take responsibility? Is the industry 
neither willing nor able to limit volumes, increase the quality of clothes and radically improve 
human dignity for all employees in the industry? Are consumers able to think differently when it 
comes to the social and practical meaning of fashion? Can change take place at all on the basis 
of established economic systems and ideas about capitalism, growth and linear resource utilisa-
tion? Is the only solution to stop producing textiles and clothing industrially? If so, how should 
that take place? And what would the consequences be?

These are questions examined by Galleri F 15 in Don’t feed the monster!. The invited contribu-
tions showcase different attitudes to the problem – through narratives about the industry’s 
production of myths and impact on the environment and how our relationship with fashion has 
changed. This ranges from necessity to utility to fashion becoming a communication tool that 
emphasises identity and establishes status, affiliation and values. The exhibition provides space 
for designers who work on the repair and recycling of existing textiles as well as radical activist 
and social projects and the examination of new technological solutions. We have also invited 
projects that enter into direct dialogue with visitors and question how we relate to the clothes 
we have and how much we know or are able to find out about how they are produced, what they 
are made of and the conditions under which they are made. A final category of project visuali-
ses time, the proximity to the earth, plants, animals and places in which textile production takes 
place. These practices stand in stark contrast to rapid mass production that is too widely distri-
buted and far away for us to be able to participate in it or understand how we can initiate mea-
ningful change.

The Curators,
Maria C. Havstam
Franz P. Schmidt

1 Ellen MacArthur Foundation, A new textiles economy: Redesigning fashion’s future, (2017, http://www.ellenmacarthurfoundation.org/publications). 

2 H&M have set themselves a target to be 100% circular by 2030 without knowing how this is to be realised, but they state that they want a goal that they can work 

towards. Sources: Fremtiden i våre hender, June 2018. Moteindustriens våte, grønne drøm.

3 Ellen MacArthur Foundation, A new textiles economy: Redesigning fashion’s future, (2017, http://www.ellenmacarthurfoundation.org/publications). 

4 Corporate social responsibility (CSR, also called corporate sustainability, sustainable business, corporate conscience, corporate citizenship or responsible business.
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2  EXHIBITION MAP
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3 PRESS PHOTOS

DON’T FEED THE MONSTER!
October 19, 2019 - January 22, 2020
Galleri F 15, Moss, Norway

Please notice the copyright!

These images are only to be used for press 
purposes promoting Don’t feed the monster! 
The images are not to be cropped.

Please send 2 original copies of your 
publication to the following address:
Punkt Ø Galleri F 15 og Momentum 
Postboks 1033 Jeløy, N-1510, Moss 
Tlf. 692 71 033 | so@punkto.no | www.punkto.no

By using the following images, the recipient 
agrees to the terms of usage. The reprodu-
ction of the images at a later point in time is 
only possible in agreement with the author, 
which needs to be stated in written form.

By reproducing these images, the terms of 
usage are automatically agreed upon. These 
images can be downloaded from:
https://bit.ly/2kdK9ly
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ANNEMOR SUNDBØ

1. 
Installation photo: Ånden i fillehaugen
Photo: Vegard Kleven
Courtesy of the artist
© Annemor Sundbø / Punkt Ø

2.
Installation photo: Ånden i fillehaugen
Photo: Vegard Kleven
Courtesy of the artist
© Annemor Sundbø / Punkt Ø

3.
Installation photo: Ånden i fillehaugen
Photo: Vegard Kleven
Courtesy of the artist
© Annemor Sundbø / Punkt Ø

4.
Installation photo: Ånden i fillehaugen
Photo: Vegard Kleven
Courtesy of the artist
© Annemor Sundbø / Punkt Ø

5.
Installation photo: Ånden i fillehaugen
Photo: Vegard Kleven
Courtesy of the artist
© Annemor Sundbø / Punkt Ø
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ATACAC

1.
Installation photo: Meetings in the Anthropocene
Photo: Vegard Kleven
Courtesy of the artist
© Atacac / Punkt Ø

2.
Installation photo: Meetings in the Anthropocene
Photo: Vegard Kleven
Courtesy of the artist
© Atacac / Punkt Ø

3.
From the Opening
Photo: Ingeborg Øien Thorsland
Courtesy of the artist
© Punkt Ø

4.
Avatar
Photo: Atacac 
Courtesy of the artist
© Atacac
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CAROLE FRANCES LUNG alter ego FRAU FIBER

1.
Installation photo: Motives, Migrations and Misapproriations
Photo: Vegard Kleven
Courtesy of the artist
© Carole Frances Lung / Punkt Ø

2. 
Installation photo: Motives, Migrations and Misapproriations
Photo: Vegard Kleven
Courtesy of the artist
© Carole Frances Lung / Punkt Ø

3.
Installation photo: Motives, Migrations and Misapproriations
Photo: Vegard Kleven
Courtesy of the artist
© Carole Frances Lung / Punkt Ø

4. 
Installation photo: Motives, Migrations and Misapproriations
Photo: Vegard Kleven
Courtesy of the artist
© Carole Frances Lung / Punkt Ø
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CELIA PYM

1.
Installation photo: Norwegian Sweater, 2010
Sweater – Annemor Sundbø’s rag pile, mended in white wool, 
90 cm x 130 cm
Photo: Vegard Kleven
Courtesy of the artist
© Celia Pym / Punkt Ø

2.
Installation photo: Norwegian Sweater, 2010
Sweater – Annemor Sundbø’s rag pile, mended in white wool, 
90 cm x 130 cm
Photo: Vegard Kleven
Courtesy of the artist
© Celia Pym / Punkt Ø

3.
Installation photo: Norwegian Sweater, 2010
Sweater – Annemor Sundbø’s rag pile, mended in white wool, 
90 cm x 130 cm
Photo: Vegard Kleven
Courtesy of the artist
© Celia Pym / Punkt Ø
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ELISA VAN JOOLEN

1.
Installation Photo: PORTAL MOSS
Foto: Vegard Kleven
Courtesy of the artist
© Elisa van Joolen / Punkt Ø

2. 
Workshop documentation PORTAL MOSS, Galleri F 15, Moss 2019
Courtesy of the artist
© Elisa van Joolen

3. 
Workshop documentation PORTAL MOSS, Galleri F 15, Moss 2019
Courtesy of the artist
© Elisa van Joolen

4. 
Workshop documentation PORTAL MOSS, Galleri F 15, Moss 2019
Courtesy of the artist
© Elisa van Joolen
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FIBERSHED

1.
Installation photo
Photo: Vegard Kleven
Courtesy of the artist
© Fibershed / Punkt Ø

2.
Installation photo
Photo: Vegard Kleven
Courtesy of the artist
© Fibershed / Punkt Ø

3.
Installation photo
Photo: Vegard Kleven
Courtesy of the artist
© Fibershed / Punkt Ø

4. 
Grow Your Jeans
Photo: Paige Green
Courtesy of the artist
© Fibershed

5. 
Indigo
From the Grow Your Jeans-project
Photo: Paige Green
Courtesy of the artist
© Paige Green / Fibershed

6.
Hemp For Liberty
From the Kentucky Cloth-project
Photo: D. Hedden
Courtesy of the artist
© D. Hedden / Fibershed
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HAiKw/

1.
From the opening: Are you looking for anything special?
Photo: Ingeborg Øien Thorsland
Courtesy of the artist
© HAiKw/ / Punkt Ø

2.
From the opening: Are you looking for anything special?
Photo: Ingeborg Øien Thorsland
Courtesy of the artist
© HAiKw/ / Punkt Ø

3.
From the opening: Are you looking for anything special?
Photo: Ingeborg Øien Thorsland
Courtesy of the artist
© HAiKw/ / Punkt Ø

4. 
Installation photo: Are you looking for anything special?
Photo: Vegard Kleven
Courtesy of the artist
© HAiKw/ / Punkt Ø
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PATI PASSERO

1.
Installation photo: Untitled
Photo: Vegard Kleven
Courtesy of the artist
© Pati Passero/Punkt Ø

2.
Installation photo: Untitled
Photo: Vegard Kleven
Courtesy of the artist
© Pati Passero/Punkt Ø

3.
Exhibition design: Don’t feed the monster!
Photo: Pati Passero
Courtesy of the artist
© Pati Passero/Punkt Ø

4.
Exhibition design: Don’t feed the monster!
Photo: Pati Passero
Courtesy of the artist
© Pati Passero/Punkt Ø
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RATIONAL DRESS SOCIETY

1. 
From the opening (Curators and employees): Jumpsuit
All dressed in jumpsuits from Rational Dress Society.
Photo: Ingeborg Øien Thorsland
Courtesy of the artist
© Rational Dress Society / Punkt Ø

2. 
From the opening (Curators and employees with RDS): Jumpsuit
All dressed in jumpsuits from Rational Dress Society.
Photo: Ingeborg Øien Thorsland
Courtesy of the artist
© Rational Dress Society / Punkt Ø

3.
From the opening (employees at Galleri F 15): Jumpsuit
All dressed in jumpsuits from Rational Dress Society.
Photo: Ingeborg Øien Thorsland
Courtesy of the artist
© Rational Dress Society / Punkt Ø

4.
Make your own Jumpsuit
Photo: Rational Dress Society
Courtesy of the artist
© Rational Dress Society

5.
Make your own Jumpsuit
Photo: Rational Dress Society
Courtesy of the artist
© Rational Dress Society
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SIRI JOHANSEN

1.
Installation photo: Waste Yarn Project
Photo: Vegard Kleven
Courtesy of the artist
© Siri Johansen / Punkt Ø

2.
Installation photo: Waste Yarn Project
Photo: Vegard Kleven
Courtesy of the artist
© Siri Johansen / Punkt Ø

3.
Installation photo: Waste Yarn Project
Photo: Vegard Kleven
Courtesy of the artist
© Siri Johansen / Punkt Ø

4.
Installation photo: Waste Yarn Project
Photo: Vegard Kleven
Courtesy of the artist
© Siri Johansen / Punkt Ø

5.
Installation photo: Waste Yarn Project
Photo: Vegard Kleven
Courtesy of the artist
© Siri Johansen / Punkt Ø
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TIM MITCHELL

1.
Installation photo: Welcome to Fashion Week + Clothing Recycled
Photo: Vegard Kleven
Courtesy of the artist
© Tim Mitchell / Punkt Ø

2.
Installation photo: Welcome to Fashion Week + Clothing Recycled
Photo: Vegard Kleven
Courtesy of the artist
© Tim Mitchell / Punkt Ø

3.
Installation photo: Welcome to Fashion Week + Clothing Recycled
Photo: Vegard Kleven
Courtesy of the artist
© Tim Mitchell / Punkt Ø

4.
Workers cutting up western clothing for shoddy processing, 
Panipat, India 2004
Photo: Tim Mitchell
Courtesy of the artist
© Tim Mitchell

5.
Karl Lagerfeld, Chanel, Paris, France 2004
Photo: Tim Mitchell
Courtesy of the artist
© Tim Mitchell
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TOM VAN DEIJNEN alter ego TOM OF HOLLAND

1.
Intsllation photo: Visible Mending Programme
Photo: Vegard Kleven
Courtesy of the artist
© Tom van Deijnen / Punkt Ø

2.
Intsllation photo: Visible Mending Programme
Photo: Vegard Kleven
Courtesy of the artist
© Tom van Deijnen / Punkt Ø

3.
Intsllation photo: Visible Mending Programme
Photo: Vegard Kleven
Courtesy of the artist
© Tom van Deijnen / Punkt Ø

4.
Intsllation photo: Visible Mending Programme
Photo: Vegard Kleven
Courtesy of the artist
© Tom van Deijnen / Punkt Ø
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THE RAGPILE SPIRIT
Torridal Tweed and Wool Factory, which is lo-
cated seven kilometers north of Kristiansand, 
was founded in the early 1950s in a time of 
shortages, but with an abundance of ragged 
wool clothing after the difficult post war years 
in Norway. What the factory did was to recycle 
woollen fibre into new yarn for tweed, wool 
blankets, plaids and into wool fillers for duvets, 
sleeping bags and mattresses. 

I bought the factory in 1983. This was the con-
dition that textile engineer Bernhard Konrad 
Bergersen, who was the previous owner, had 
for training me, something that led to new chal-
lenges involving machines that were almost a 
hundred years old and about 16 tons of wool 
fillers in the warehouse. The factory had two 

4 ARTIST BIOS

ANNEMOR SUNDBØ 
https://annemor.com/

Texo automatic looms and 12 semi-automatic 
looms. The spinning and treatment of woollen 
blankets, plaids and tweeds was carried out at 
the Sjølingstad Wool Factory in Mandal.

Customers came daily to the factory with 
wool fillers and used wool products. A certain 
kilo-based price was paid for the fillers which 
could be used as part payment for new goods. 
The garments were first scratched up into 
fibre in a wool tearing machine, a so-called 
‘wolf’, a drum with sharp spikes. The reusable 
wool – called ‘the shoddy’ – was then combed 
out on a carding machine.

Handling the creations of others in the form of 
knitted waste for recycling became a comple-
tely reverse way of creating new products. In 

Annemor Sundbø
Photo: Astrid Snipsøyr

© the artist
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the past, I used my own yarn for my creative 
work. Suddenly, other people’s wool products 
were fed into the ‘filler machine’, and all traces 
of the former use of the garments were era-
sed as they transformed into a grey fibre pulp. 
Patterns and knitting techniques were wiped 
out. 

Almost every day, I was faced with the impor-
tant task of choosing the kind of filler to con-
vert into fibre and the kind of garments that 
would have an impact on future knitwear his-
tory and therefore had to be preserved.
In my years at the factory, I have chosen a 
collection of ‘cultural treasures’ consisting of 
almost a ton of knitwear gathered from the 
everyday lives of ordinary people. This has be-
come a unique source from which I have been 
able to gain knowledge of textiles that I can 
share with others.

ANNEMOR SUNDBØ
Annemor Sundbø is a craft artist, textile desig-
ner and teacher of weaving and drawing at the 
National College for Handicraft and Design in 
Bergen and University College Oslo. She runs 
her practice in the village of Ose in Setesdal. 
Annemor has received government grants 
and has been awarded the King’s Merit Med-
al, Norwegian Folk Art and Craft Association 
Merit Medal 2004, Aust-Agder Country Culture 
Award 1999, Vest-Agder County Culture Award 
2017, Municipality of Bygland Culture Award 
2004, Municipality of Kristiansand Culture 
Award 2017, Hadeland Glassworks Honora-
ry Award 2017, Seljord Country Fair Honorary 
Award 2018 and the Southern Norway Litera-
ture Award 2006. Annemor is a member of The 
Norwegian Association for Arts and Crafts.
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ATACAC
http://atacac.com/

We spend more and more of our time within the 
virtual world, jumping back and forth with our 
true reality; all the while the two become more 
intertwined. Atacac has arose as the fashion 
studio that dresses you in both worlds. Since 
the beginning three years ago, Atacac has tur-
ned the fashion industry upside down with their 
digitised design method of creating clothing for 
moving bodies, while reimagining the rest of 
the process of presentation, selling and produ-
ction. By developing a business model where 
the clothes are order before production, it has 
accommodated the customer benefits from a 
lower cost due to no mark ups from overprodu-
ction or storage. As the garments are designed 
and produced in-house, the whole process has 
been drastically streamlined to take weeks in-
stead of years. Atacac wants to set the stan-
dard for digitising fashion and inspire change 
by showing the benefits available for all: from 

fashion companies, to consumers and most im-
portantly, for the planet.

ATACAC
Atacac is a Swedish based fashion studio foun-
ded by Rickard Lindqvist and Jimmy Herdberg. 
Atacac aims to redo the way to design, present, 
sell and produce garments.
Rickard Lindqvist is a fashion designer and re-
searcher. His research proposes new foundati-
ons, theories and methods for pattern cutting 
and stretches between blue-skies research and 
applied projects. Rickard was originally trained 
as a men’s tailor, in addition to studying fashion 
design at the Swedish School of Textiles from 
where he also holds a PhD in fashion design. 
Between 2007 and 2011 he ran the eponymo-
us Rickard Lindqvist fashion label. As a consul-
tant he has served clients such as Vivienne 
Westwood and Nudie Jeans.

Rickard Lindqvist and Jimmy Herdberg at the opening 
Photo: Ingeborg Øien Thorsland

© Punkt Ø / Galleri F 15
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Jimmy Herdberg is the founder of Kokokaka, a 
creative studio and producers of digital haute 
couture. He discovered the world of program-
ming when he was 12 years old and have sin-
ce then been obsessed by the power of the 
digital world. Since the beginning of the 21st 
century Jimmy and his creative team have 
explored the world between digital and fashion 
for clients such as Wrangler, Prada, Burberry, 
Louis Vuitton and Dolce & Gabbana, Vivienne 
Westwood and Nudie Jeans. 
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CAROLE FRANCES LUNG alter ego FRAU FIBER
https://fraufiber.wordpress.com/

FRAU FIBER HANDS-ON WORKSHOP
MOTIFS, MIGRATIONS AND MISAPPRORIATIONS

For Don`t feed the monster! Frau Fiber host a 
pop-up of The Institute 4 Labor Generosity Wor-
kers & Uniforms (ILGWU). You can support her 
campaign by attending this hands-on workshop 
and make your reproduction of a luxury gar-
ment* at a lower price point. 

*(Syrian Child´s coat from the collection of the 
Textile Museum in Washington DC).

CAROLE FRANCES LUNG
Carole Frances Lung (San Francisco CA, B. 
1966) is an artist, soft power activist, and Asso-
ciate Professor of Fashion Fiber and Materials, 
at California State University Los Angeles. As 
the biographer and archivist for her alter ego 
Frau Fiber, Carole activates a vocabulary of fas-
hion and textile production and consumption, 
crafting of one of a kind garments, installations, 

performances, and social sculpture, paying ho-
mage to labor, textile and apparel manufactu-
ring histories and contemporary production 
systems.

Her performances have been exhibited at hu-
man resources la ca, san jose quilt and textile 
museum sj ca, the elisabeth foundation ny ny, 
la municipal art gallery la ca, wingdall muse-
um at chaffee college, elsewhere collaborative 
greensboro nc, michener art museum doyel-
stown pa,craft in america study center la ca, 
jane addams hull house museum chicago il, 
craft and folk art museum la ca, center for craft 
creativity and design asheville nc, museum of 
contemporary craft portland or, and the ghetto 
biennale port au prince haiti. publications inclu-
de: kcet artbound, surface design journal, art in 
america, and art papers. she has been awarded: 
united states artists fellowship, kohler arts and 
industry residency, craft creativity and design 

Carole Frances Lung at the opening
Photo: Ingeborg Øien Thorsland

© Punkt Ø / Galleri F 15
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center grant, at the edge gallery 400 award 
and fred a. hillbruner artist book fellowship, 
and faculty fellow for the public good. droppe 
opplistingen her, men la den stå på hjemmesi-
den? carole curates and programs the institu-
te for labor generosity workers and uniforms, 
frau fiber’s headquarters and experimental 
factory in downtown long beach, ca.

FRAU FIBER 
Frau Fiber (Apolda Germany, B. 1966) is a 
textile superhero crafting spirited durational 
performances, using pedagogical, material 
and playful approaches to teach communiti-
es about the human cost of mass production 
and consumption. Many of these events take 
place at Frau Fiber’s store-front headquarters 
in downtown Long Beach, CA, the Institute 4 
Labor Generosity Workers & Uniforms (ILGWU).  
ILGWU campaigns to make transparent fast 
fashions appropriation of silhouettes and cul-
tural motifs. The motifs travel the globe, while 
the people of these countries like Syrian refu-
gees are not welcome to gross borders as they 

attempt to flee violence. Her legacy project is 
the Sewing Rebellion, a campaign to “STOP 
SHOPPING AND START SEWING!”. The Sewing 
Rebellion is the educational arm of the IGLWU, 
the Sewing Rebellion encourages participants 
to stop shopping and start sewing, exchanging 
their leisure time for personal production while 
honoring the labor behind the label. The Rebel-
lion empowers through skill-sharing, facilitates 
community building, and advocates for social 
change. The Rebellion connects participants 
to the history of “thrift and reuse circles” and 
“quilting bees”, organizing people to come to-
gether to share resources, talk politics, and 
promote change in the fashion and textile in-
dustry. 

Sewing Rebellions have been hosted in Chi-
cago, New York City, New Orleans, Denver, 
Sheboygan WI, Ames Iowa, San Francisco, Los 
Angeles, Long Beach CA, Asheville NC, Port-
land ME, Portland OR, London UK, and Weimar 
Germany. 



CELIA PYM
http://celiapym.com/

NORWEGIAN SWEATER
Sweater – Annemor Sundbø’s Ragpile collecti-
on, white wool darning, 90cm x 130cm, 2010

Annemor
I learnt about Annemor Sundbø and her Ragpile 
collection in 2007 from my friend Siri Johan-
sen. Siri showed me an image of a very worn 
and repaired sweater (shown here from Trea-
sures from the Ragpile, Sundbø). We both loved 
this sweater. I clearly remember being struck by 
its distorted form and how the original knitting 
pattern had dissolved so that there was only a 
trace of it left – like a quiet echo of the original.
I stuck a picture of this sweater into my 
sketchbook, pairing it with an image from Na-
tional Geographic magazine by Maggie Steber 
of two brain-slices – one a normal brain, the ot-
her showing the ravages of Alzheimer’s on the 
shape and structure of the brain. The compari-
son was a visual and emotional response – the 

texture of the brain with Alzheimer’s reminding 
me of the texture of the sweater. The images 
of the brain left an intense impression, a stark 
feeling of loss represented by the holes in the 
brain – and there was a similar feeling, for me, 
about Annemor’s sweater. 

The Visit 
In 2008, Siri invited me to visit her in Oslo and 
suggested we make a road trip to see Annemor 
in Ose. According to my notes the drive from 
Oslo and Ose took 5.5 hours and we stopped in 
Vestfossen to see the Art Laboratory. 
Siri and I stayed two nights and Annemor let 
us loose on the Ragpile stored in carefully or-
ganised boxes in her basement. She lit a fire 
and left us alone to look at fragments and full 
garments. On the second day, I showed Anne-
mor some images of repair that I’d done and 
later that day she produced this very damaged 
sweater and offered it to me to put back toget-

Celia Pym at the opening
Photo: Ingeborg Øien Thorsland

© Punkt Ø / Galleri F 15



28

her. Unlike previous repair jobs I’ve done, in this 
instance I’d no information at all about the ow-
ner of Annemor’s sweater. Instead I had to find 
clues in the material and the holes. Detective 
work which involved looking closely at the knit-
ting and feeling the surface to find changes. 
There are rust marks at the front – suggesting 
absent clasps, one arm is knit with purple inste-
ad of black – did the knitter run out of black or 
maybe that arm was bleached or became faded 
somehow?  Had it been damaged and reknit at 
a later date – and if so, how had it been dama-
ged? The cuffs on both arms showed much evi-
dence of repeated repair and around the holes 
the wool was felted suggesting that at some 
point it had got wet.
Repair

Back in London, I mended the sweater at Prick 
Your Finger, a yarn shop, gallery and school 
in Bethnal Green. I sat in a small comfortable 
armchair at the front of the shop mending. I’d 
mend during the day, ‘on display’ as it were – 
customers would ask what I was up to. Then 
we’d hang the sweater in the window in the 
evening for passersby to keep track of progress.

I chose to mend the sweater in white.  It looked 
like snow and scarring as the darning stitches 
and repair spread. At one point, once the swea-
ter was more or less stable and held together, 
I tried it on. But it didn’t feel cut for a woman’s 
body.

It took me almost three months to get the swe-
ater back together and made whole again. The 
initial comparison between the images of the 
damaged and normal brain slices and the swe-
ater in tatters stayed with me – partly, I think, 
because mending is difficult work and someti-
mes it’s impossible to fix the damage. Once da-
mage has happened, you’re working to come to 
terms with it, rather than to return it to what 
it was.

CELIA PYM
Celia Pym is an artist living and working in 
London. She has been exploring damage and 
repair in textiles since 2007 with extensive 
experience of repairing small everyday holes 
from small tears and worn-down cloth to more 
dramatic damage, like animal nesting, fire, wa-
ter and moth issues. Her interests are around 
the evidence of damage – and how through 
repair you look closely at where garments and 
cloth have got worn down and thin. In clothing 
this wearing is often to do with use and how 
the body moves. Celia says: “I like that darning 
is often small acts of care and paying attenti-
on to where things fray and wear out.”

Her work has been exhibited internationally, 
most recently in Subversive Stitch, TJ Boulting, 
London (2019), Kind Things, Curator’s Cube, 
Tokyo (2019), and I have sharp elbows, but my 
needle is sharper, TOAST, London (2019). In 
2018 she completed, Flying Gold Cape, a new 
work commissioned by the Nouveau Musée 
National de Monaco. For the commission she 
mended a heavily damaged cape from the Mu-
seum’s archive collection and took it on the 
road from Iceland to London via Monaco for 
people to wear and perform in. She was the re-
cipient of the Crafts Council’s Penland Fellows-
hip 2018 and will return to Penland School of 
Craft, North Carolina in 2019 to teach a sum-
mer workshop, MENDING.

Pym was shortlisted for the Women’s Hour 
Craft Prize, V&A Museum, London and touring 
(2017-2019) and the inaugural Loewe Craft 
Prize, COAM, Madrid, Chamber Gallery, NY and 
21_21 Gallery, Tokyo (2017).

Her work is held in collections of the Crafts Co-
uncil UK and Nouveau Musée National de Mo-
naco. She is a teacher and currently a visiting 
lecturer in Textiles at the Royal College of Art.
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ELISA VAN JOOLEN
http://www.elisavanjoolen.com
https://www.elisavanjoolen.com/7171445e-13cc-4548-b8f1-1a3a3cc554cf

PORTAL 005 (MOSS)
With PORTAL Elisa van Joolen investigates the 
emotional, social and economic value of clothing 
worn by people in Moss in a room-filling instal-
lation. The PORTAL pilot took place at IASPIS 
Stockholm in Autumn 2016 followed by editions 
in Rotterdam, Amsterdam and Arnhem. For eve-
ry edition visitors to each location are asked to 
take off a garment, make an outline of it with 
tape and answer a series of questions about 
their garment regarding its production (Where 
was it made?), materials (What is it made of?), 
ownership (Is it yours?) and value (How much 
did it cost? What is the emotional value?). This 
collected information culminates in a room fil-
ling installation creating a landscape of perso-
nal stories that connect to form a new fashion 
network.

ELISA VAN JOOLEN
Elisa van Joolen is an artist based in Amster-

dam. Her approach to clothing design is charac-
terised by strategies of intervention and recon-
figuration. Elisa’s projects often reflect specific 
social contexts and emphasise collaboration 
and participation. They expose relational aspe-
cts of clothing and subvert processes of value 
production.

Elisa’s work has been recognised with a Han 
Nefkens Award (2016), Fulbright Award (2010) 
and nominated for the Dutch Design Award 
(2013) and New Material Award (2014). She par-
ticipated in shows and exhibitions at Stedelijk 
Museum Amsterdam, Arnhem Fashion Biennial, 
Museum Boijmans van Beuningen in Rotterdam, 
New York Fashion Week, 5th Brazilian Design Bi-
ennial in Florianopolis, Museum fur Kunst und 
Gewerbe in Hamburg, OCAT Art Terminal in 
Shenzhen and West Bund Art Center in Shang-
hai.

Elisa van Joolen with Anouk Beckers at the opening
Photo: Ingeborg Øien Thorsland

© Punkt Ø / Galleri F 15
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Elisa holds a BA from the Gerrit Rietveld Acade-
my in Amsterdam (2006), MFA from Parsons in 
New York City (2012) and was artist in resident 
at Iaspis in Stockholm (2016). 

She is currently artist in residence at the Jan 
van Eyck Academy in Maastricht (2019/2020). 
Since 2016 she is advisor for the Design 
Committee Creative Industries Fund NL. She te-
aches at the Gerrit Rietveld Academy and is a 
visiting lecturer at ArtEZ University of the Arts.

In addition to running her own studio she is 
co-founder of Warehouse, a place for clothes in 
context in Amsterdam.
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FIBERSHED
https://www.fibershed.com/

The Fibershed project began in 2010 in with a 
commitment by its founder, Rebecca Burgess, 
to develop and wear a prototype wardrobe who-
se dyes, fibers and labor were sourced from a 
region no larger than 150 miles from the proje-
ct’s headquarters in San Geronimo, California. 
Burgess had no expected outcomes from the 
personal challenge other than to reduce her 
own ecological footprint and maybe inspire a 
few others.

Burgess teamed up with a talented group of 
farmers and artisans to build the wardrobe by 
hand, as manufacturing equipment had all been 
lost from the landscape more than 20 years 
ago. The goal was to illuminate that regionally 
grown fibers, natural dyes, and local talent was 
still in great enough existence to provide this 
most basic human necessity—our clothes.  Wit-

hin months, the project became a movement, 
and the word Fibershed and the working con-
cept behind it spread to regions across the 
globe. Burgess founded Fibershed’s 501c3 to 
address and educate the public on the environ-
mental, economic and social benefits of de-cen-
tralizing the textile supply chain.

Fibershed develops regional and regenerative 
fiber systems on behalf of independent wor-
king producers, by expanding opportunities to 
implement carbon farming, forming catalytic 
foundations to rebuild regional manufacturing, 
and through connecting end-users to farms and 
ranches through public education.

We envision the emergence of an international 
system of regional textile communities that en-
liven connection and ownership of ‘soil-to-soil’ 
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textile processes. These diverse textile cultures 
are designed to build soil carbon stocks on the 
working landscapes on which they depend, whi-
le directly enhancing the strength of regional 
economies. Both fiber and food systems now 
face a drastically changing climate, and must 
utilize the best of time-honored knowledge and 
available science for their long-term ability to 
thrive.

As each Fibershed community manages their 
resources to create permanent and lasting sys-
tems of production, these efforts to take full 
responsibility for a garment’s lifecycle will di-
minish pressure on highly polluted and ecolo-
gically undermined areas of the world. (China 
produces 52% of the world’s textiles. The in-
dustry is the third largest freshwater polluter 
in the country.) Future Fibershed communities 
will rely upon renewable energy powered mills 
that will exist in close proximity to where the 
fibers are grown. Through strategic grazing, 
conservation tillage, and a host of scientifical-
ly vetted soil carbon enhancing practices, our 
supply chains will create ‘climate beneficial’ 
clothing that will become the new standard in a 
world looking to rapidly mitigate the effects of 
climate change. We see a nourishing tradition 
emerging that connects the wearer to the local 
field where the clothes were grown, building a 
system that can last for countless generations 
into the future.

KENTUCKY CLOTH
Kentucky Cloth was grown in the fields of the 
Wendell Berry Farming Program and the pastu-
res of Paris and Richmond (Kentucky). The cloth 

is an expression of a land base that was once 
the United State’s leading producer of hemp—a 
crop that functioned as the mainstay until to-
bacco became prominent after the American 
Civil War.

Hemp has a rich history in Appalachia, and it 
grows well in the summer rain-fed fields, requ-
iring no synthetic chemical inputs. Historic fi-
gures show 5-12 tons of dried stalk could be 
harvested per acre, depending on conditions 
and soil types. Yet, according to a 1920’s United 
States Department of Agriculture report, harve-
sting and processing hemp was known as one 
of the ‘most difficult jobs in agriculture.’

The first edition of Kentucky Cloth serves as 
the beginning of the creative process and a tes-
tament to the iterative engineering of partners-
hips on the ground. The 40% hemp and 60% 
wool blend in the initial ‘textile recipe’ for the 
Kentucky Cloth Project is the result of dedica-
ted farmers, weavers, and processors from soil 
to cloth. (lighter colored/ creamy white textile)
The Wendell Berry Farming Program at St. Cat-
harine College grew the hemp for this cloth 
sample, consisting of 40% of the weight of the 
fabric. The stalks were grown on a one-acre re-
search plot that was created to determine the 
relationship between post-harvest field treat-
ments and soil health. 

The first hemp degumming (removing the lignin 
and pectin) experiments were conducted by 
BastCore, in a 20-gallon wool-scouring tub, the 
fiber was partially dried in a household dryer in 
mesh bags. The fiber was pulled apart by hand 
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into tufts and fed into a coarse spiked opener. 
Approximately 10 pounds of degummed fiber 
was recovered after opening, meaning the con-
version rate was approximately 2:1. 

Sheep farmer Kathy Meyer raised the wool that 
is 60% of this fiber blend. Her farm produces 
700 pounds of wool annually, which becomes 
available every March after the sheep are she-
ared. Kathy breeds a ewe flock with a Texel X 
Wool Breed (Cotswold, Wensleydale, Rambouil-
let). The wool breed ram is Border Leicester X 
CVM/Rambouillet. She takes great care in pro-
ducing a high-quality wool. 

The second edition of Kentucky Cloth was 
made from 35% hemp, 35% alpaca and 30% 
wool.  The alpaca fiber was sourced from Alvina 
Maynard, a rancher that lives in Richmond Ken-
tucky, the wool was sourced from Kathy Meyer 
in Paris Kentucky, and the hemp was sourced 
from HF farms in Eastern Kentucky.  HF farms 
farmed their hemp on mountaintops that were 
formally mined for coal.  These landscapes are 
known as mountain top removal sites, because 
the mountaintops were blown up with dynami-
te to remove the coal deposits.

The yarn for Kentucky Cloth was spun by Bruce 
Bennett and the textile was woven by Martha 
Richard of Boston, Kentucky.

GROW YOUR JEANS
During the one year 150-mile wardrobe challen-
ge that kicked-off the Fibershed movement in 
2011, one of the most missed garments in the 
home-grown challenge was jeans. The utilitari-

an workhorse clothing item was not an easily 
crafted garment and it drove the question of 
how could we grow our own jeans in our home 
region? The investigation promoted diving into 
indigo agricultural research, engaging a regional 
biodynamic cotton farmer, a local weaver, pat-
tern drafter and sewer. The denim we created 
was a truly place-based collaboration. Our pro-
totyping research included 18 pairs of pants. We 
are currently assessing the hurdles and develo-
ping the mechanisms to support a community 
driven denim jeans project that can scale.

Indigo is planted in late April to mid-May. The 
first harvest of the plant occurs in late June or 
early July when the crop is tall enough to prune. 
The second harvest occurs in late August, and 
then the plant is allowed to go to seed until the 
mid-fall. After each harvest the leafed stems 
are laid out to dry and with a watchful eye, they 
are gathered at just the right moment when the 
stems remain supple and the leaves are crispy 
dry. Piles of the dried leaves and stems are 
stomped (by human feet), the stems are rem-
oved and composted for nutrient cycling, and 
the leaves are saved until the end of the sea-
son. Once all the leaves have been collected, 
they are composted on a special composting 
floor made of stones, sand, rice hulls and clay. 
The pile is turned every 7 days for 100 days, the 
resulting composted leaf known as sukumo is 
then slowly fermented in water, using homem-
ade hardwood wood ash lye, and crushed lime. 
The fermentation can take 18 to 30 days. When 
the vat is ready the dyeing then begins. There 
are no metallic mordants used to achieve the 
color. It takes 9 to 10 months from the time of 
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planting to begin the dyeing process, there is 
great labor throughout the year required to ma-
nifest this form of blue.

The cotton is planted after the last frost, aro-
und mid-May. The seeds germinate within a 
week to 10 days, and the growing season be-
gins. This cotton crop is co-planted each year 
with a variety of other species like milo and teff 
and nitrogen fixers including black-eyed peas. 
The cotton is harvested in the late fall and sent 
down south for ginning (seed removal). Then it 
travels to research mills in North Carolina, whe-
re the fiber is combed into sliver and then spun 
into yarn.

The weaving of the denim fabric was done at 
TangleBlue, the studio of Leslie Terzian Markoff 
located on the Shipyard at Hunters Point, San 
Francisco. Leslie and her assistant Jessica Tei-
telbaum work on a Macombre floor loom—all 
human powered. We were able to avoid using 

fossil fuel-derived slashing agents and resins 
normally used to prevent breaks in yarn that is 
wound onto electric mechanical looms by wor-
king with Leslie’s hand- and foot-powered sys-
tem.

A message from pattern maker and sewer 
Daniel DiSanto: “I have been working on jean 
patterns for over 30 years. While sewing, I am 
inspired to try different stitching and constru-
ction features taken from historic denim. The 
jean ‘tells’ me how it should look, and I listen.”

This fabric is so unlike the hard denim from the 
factories that these jeans became a revisionist 
approach to traditional denim. The styles we 
chose and the amount of ease allowed in the 
fit we created for this softer fabric will elimina-
te preconceived notions of what denim ‘should’ 
look like, and create a welcomed new percepti-
on of what a traditional 5-pocket jean could look 
like if it is locally grown. No two pairs are alike.
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HAiKw/
https://www.haikwithus.com/

HAiKw/ (est. 2012) is a clothing label operating 
as a collaborative platform working in/on/with/
around clothing. Their name reflects their wor-
king method; the Norwegian word haik means to 
hitch hike. They invite an ever-changing cast of 
people to join their projects in an experimental 
approach to thematics. They have held artists 
residency at Rogaland Center for Contempora-
ry Art and Bergen Kunsthall Upstairs in Norway, 
made fashion shows in collaboration with Per-
formance Art Platform Trollkrem at Kunstnernes 
Hus in Oslo and Bergen Kunsthall, exhibited at 
Rod Bianco Gallery and Format Gallery as well 
as at Wiels Museum in Brussels. HAiKw/ is ba-
sed in Oslo and is run by Harald Lunde Helgesen 
and Ida Falck Øien.

Ida Falck Øien and Harald Lunde Helgesen at the opening
Photo: Ingeborg Øien Thorsland

© the artist
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ARE YOU LOOKING FOR ANYTHING SPECIAL?
HAiKw// Saga Bernadina Andersson / James 
Ferraro

Enter 
look
scan
listen
process
touch
get relief 
gather information
read
wear 
connect
play
sell
buy
achieve hedonic gratification 
achieve social gratification
ask
tell
sit
walk
stay 
sustain the attention
ignore distractions 
support the behaviour 
repeat exposure
leave
come again

Saga Bernadina Andersson M.Arch. graduated 
from the Royal Danish Academy of Fine Arts 
in Copenhagen and has worked and studied in 
Scandinavia and South America. Her main expe-
rience is with large scale urban projects, where 
she focuses on how architecture shapes our 
collective environments, as a unique product 
of economy, politics and history. Saga is based 
in Oslo, Norway, and is currently exhibiting the 
piece ’Death and Degrowth’ at the Oslo Archi-
tecture Triennale 2019, a collaboration with 
HAiK/w and Nabolagshager. 

James Ferraro is an American composer/musici-
an from New York based in Germany. His music, 
primarily studio albums, is known for exploring 
a variety of subjects that can be grouped un-
der the umbrella of post-9/11 world order theory. 
Ferraro began his career in the early 2000s as 
a member of the Californian drone/noise duo 
The Skaters with Spencer Clark, after which he 
began focusing on solo work under his name 
and a wide variety of aliases. Ferraro received 
wider recognition in 2011 when his polarizing 
dystopian classic Far Side Virtual was chosen 
as Album of the Year by The Wire. His music is 
known for uniquely expressing specific modern 
subjects, incorporating themes of 21st centu-
ry consumerism, cybernetics, emaciation, soci-
al experience, hyperreality, ecological disaster, 
and the collapse of civilization.
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PATI PASSERO
http://2018.designavgang.no/pati-passero

The works created for the exhibition are based 
on the blurry lines between assignment-based 
and autonomous work. Between what is defi-
ned as graphic art and what is defined as art. 
Based on the theme of the exhibition, Passe-
ro examines the way in which issues from the 
field of textiles can be translated into his own 
practice.

By working with both the generic and uncritical, 
he methodically explores the potential in cut-
ting back on resources as much as possible. 
This provides other opportunities in production 
and materials, such as physical paper and prin-
ting qualities. 

PATI PASSERO
Pati Passero is a visual designer working in the 

crossover between graphic design and art. His 
practice ranges from assignment-based proje-
cts in the cultural field to development of his 
own oeuvre. As a graphic designer, he works 
with repetition, seriality and production by 
exploring different printing techniques. He also 
examines the unique autonomous gesture.

Pati Passero installing his work at Galleri F 15
Photo: Ingeborg Øien Thorsland

© Punkt Ø / Galleri F 15
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RATIONAL DRESS SOCIETY
https://www.jumpsu.it/

JUMPSUIT is disseminated in two forms, as a 
premade garment and an open source pattern, 
available to download free of charge. Rooted in 
the visual language of denim and the history 
of workwear, JUMPSUIT imagines the possibi-
lity of an egalitarian garment, liberated from 
the signifiers of class, race and gender that in-
scribe our usual relation to clothes. JUMPSUIT 
accommodates 248 different body sizes, using 
non-gendered terminology. The design draws 
on histories of revolutionary fashion, from the 
Sans-culotte movement of the early 19th centu-
ry, to the Futurist TuTa of the 1910’s. 

JUMPSUIT accommodates a wide variety of 
body types while preserving a manufactured 
sameness among individual wearers, thus dra-
wing upon histories of feminist and utopian gar-
ment design. 

JUMPSUIT is a wearable garment, but it is also 
a conversation - a collective reimagining of our 
relationship to dress. To this end, the Rational 
Dress Society organizes lectures, performan-
ces, and make-your-own-JUMPSUIT workshops 
in order to facilitate public debate around qu-
estions of fashion, identity and consumption.

RATIONAL DRESS SOCIETY
The Rational Dress Society is a counter-fashion 
collective founded by Chicago-based designer 
Abigail Glaum-Lathbury and Los Angeles-based 
artist Maura Brewer. Together they produce 
JUMPSUIT, an open source, ungendered mono-
garment to replace all clothes in perpetuity.

Maura Brewer is a Los Angeles-based visual ar-
tist. She received her MFA from UC Irvine in 2011 
and was a 2014-2015 Whitney Independent Stu-

Maura Brewer and Abigail Glaum-Lathbury introducing JUMPSUIT at the opening
Photo: Ingeborg Øien Thorsland

© Punkt Ø / Galleri F 15
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dy Program fellow. Her videos and performan-
ces have been exhibited internationally. She 
teaches at ArtCenter College of Design.

Abigail Glaum-Lathbury is a Chicago-based 
designer and Assistant Professor of Fashion 
at the School of the Art Institute of Chica-
go. For the past ten years, she has produced 
ready-to-wear collections under her labels 
Elmidae and Abigail Glaum-Lathbury. She 
has participated in many juried markets and 
showrooms, selling her collections internati-
onally.
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SIRI JOHANSEN

WASTE YARN PROJECT
in the back of the factory there were mountains 
of boxes with left over yarn,
surplus from old production. each box hol-
ding different colours sorted by their material 
composition and technical information. sleeping 
yarns, waiting to be of use.
what if, with limited interference, this material 
was reimagined?
woken up again by a pragmatic system, into a 
new world with a new story.

no longer forgotten, no longer wasteyarn.
that’s what we set out to do. 

designing simple and comfortable shapes, a 
blank canvas for the individually hand made pie-
ces that embrace randomness and chance with 
infinite possibilities. celebrating the weird and 
perhaps slightly asymmetrical.

SIRI JOHANSEN
Siri Johansen is a Norwegian knitwear designer 
who lives and works in Paris. She completed an 
apprenticeship in tailoring in Oslo before moving 
to London to study fashion design. She gradua-

ted with a master’s degree in knitwear from the 
Royal College of Art in 2008. She then worked 
as a knitwear designer for British fashion ho-
use Burberry, where she designed men’s knit-
wear for three years. Later she joined Pringle 
of Scotland with its rich traditions where she 
was responsible for women’s and men’s knitwe-
ar under Alistair Carr. She was head-hunted to 
Paris to work for Kenzo in 2013 – initially with 
responsibility for men’s knitwear before taking 
over as head of knitwear in 2016.

Since she learnt to sow, Johansen has been 
interested in patching things together from 
remnants as this is both practical and environ-
mentally sustainable, but also interesting from 
a design perspective. When she saw Annemor 
Sundbø’s ragpile collection for the first time in 
2007, it became a great source of inspiration 
for how remnants of yarn could be used in the 
design process. In 2015, she spent a month at 
Josef and Anni Albers’ art residency in Sene-
gal, Thread, with film director Ivana Bobic. The-
re she developed an independent project which 
would become 

Siri Johansen
© the artist
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TIM MITCHELL
https://www.timmitchell.co.uk/

For Don´t feed the monster! Tim Mitchell brings 
together two bodies of photographic artwork, 
tracking the birth and death of our clothes: Wel-
come to Fashion Week (2002-2005) and Clot-
hing Recycled (2004-2005).

Welcome to Fashion Week was created when 
Mitchell was an uninvited artist-in-residence at 
Paris and Milan Fashion Weeks, having secured 
access-all-areas privileges to capture life back-
stage. Here, he provides us with an eyewitness 
account of how desire is created through an 
enormous spectacle involving multi-million-po-
und budgets. He reveals an invisible aspect of 
a highly visible phenomenon, but not the glossy 
bit that goes out into the world.

Clothing Recycled is presented in the exhibition 
through Tim Mitchell’s book Product*. Juxtapo-
sed and connected with Welcome to Fashion 
Week the two series trace the ‘origin-myths’ 
of fashion at Paris and Milan‘s Fashion Weeks‘, 

through to tracking thousands of garments emi-
grating from the UK to the Indian subcontinent, 
to be broken down and finally recycled. Fashi-
on week and textile recycling are two ends of 
the same story. Juxtaposed the two series are 
counterparts or siblings, closely related as the 
two ends of one process, one story, one way 
of being. One is glossy and ethereal, and does 
not really exist, the other is enormous, dusty 
and creates its own waste and social justice 
issues and is the unavoidable consequence of 
manufactured demand and people collectively 
pursuing a particular course of action.

*Product/Tim Mitchell, KERBER publicati-
ons,2019. Published to accompany the exhibiti-
on: Tim Mitchell Product 31 August – 9 Novem-
ber 2019 Northern Gallery for Contemporary 
Art. For Don`t feed the monster! a selected 
number of spreads are included, juxtapose and 
connecting Welcome to Fashion Week and Clot-
hing Recycled.

Tim Mitchell at the opening 
Photo: Ingeborg Øien Thorsland

© Punkt Ø / Galleri F 15
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Tim Mitchells Clothing Recycled photographic 
art works are created with the anthropologist 
Dr Lucy Norris. For Don`t feed the monster! Dr 
Norris contributes with an essay for the exhibi-
tion pamphlet.

TIM MITCHELL
For twenty years Tim Mitchell has studied the 
world of objects in contemporary life, asking 
‘How do we live now and what do we value?’ 
His output includes bodies of work about our 
current energy transition and the oldest wor-
king factory in the world; about the mechanics 
and mythology of the Paris and Milan fashion 
weeks; about the process of recycling both 
clothes and ships globally; and about the ebb 
and flow of economic fortunes in Greece. Of-
ten collaborating with leading academic rese-
archers and investigators, Mitchell asks what a 
sustainable, ethical model of production might 
look like. He examines the process by which 
value is created or lost through the birth and 

death of commodities in the form of products, 
luxury and heritage — from their promotion to 
production, and distribution to destruction. For 
Mitchell, people, places and objects — along 
with their transformation — hold the eviden-
ce of our changing value systems in the twen-
ty-first century.

In conjunction with his photographic work, he 
has pursued a practice as an educator, working 
with schools, universities and the wider public 
to examine how  we see the future and humans’ 
place in it.

Educated at Chelsea College of Art, he has sub-
sequently staged major exhibitions at Northern 
Gallery for Contemporary Art, National Glass 
Centre, Horniman Museum, Museum of Arts and 
Crafts Hamburg, Cambridge Sustainability Resi-
dency and PhotoEast.
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TOM VAN DEIJNEN alter ego TOM OF HOLLAND
https://tomofholland.com/

Tom van Deijnen has always been interested in 
making clothes last, and over the last few years 
he has become more and more interested in is-
sues in fast fashion production, which has my-
riad problems. Mending your clothes is a disrup-
tive practice that goes against the grain of the 
fast fashion cycle. Through his Visible Mending 
Programme, he provides repair inspiration and 
share and provide repair skills in an attempt to 
break this cycle. He advocates for mending to 
become normal again and strives to achieve his 
goal by making mends beautifully visible.

Mending as activism and mending as a skill has 
many parallels for Tom van Deijnen, one aspe-
ct of which he particularly wants to highlight 
in this exhibition: the need for knowledge. -In 
order to have agency as an activist, it is impor-
tant to be informed about the issues you are 
worried about. When repairing, it is important 
to understand what does and doesn’t work, he 
proclaims

In the past it was normal to repair clothes: they 
were expensive to purchase, and people had 
very few items in their wardrobes compared 
to today. Nowadays it has become acceptable 
to replace or discard worn out clothes, even if 
they are easy to fix. He wants people to rethink 
their attitudes towards this wasteful habit, by 
presenting fast fashion industry facts.

When people do get clothes repaired, they of-
ten want this to be as invisible as possible, so 
that worn-out items “as new.” Invisible repairs 
require in-depth knowledge of materials and 
techniques and disrupting this practice by ma-
king repairs stand out instead, allowing for a 
reappreciation of the mended garment.

TOM VAN DEIJNEN
Tom van Deijnen is a self-taught textiles practi-
tioner from The Netherlands, who now lives in 
Brighton, UK. Ever since he was a child, Tom 
has engaged in a number of textile-related 

Tom van Deijnen at the opening
Photo: Ingeborg Øien Thorsland

© Punkt Ø/Galleri F 15
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crafts, amongst others knitting, sewing, em-
broidery and spinning. He has always had an 
interest in fashion and style and has repaired 
clothes throughout his life. A renewed interest 
in hand-knitting as an adult raised his aware-
ness of the personal meaning behind garments 
and his relationship with the clothes he wears. 
Meeting Sarah Corbett, founder of the Crafti-
vist Collective, has helped shape Tom’s appro-
ach to dealing with issues in the fast fashion 
industry, by taking a more thoughtful and per-
sonal approach as a maker and mender. Tom 
started the Visible Mending Programme in 2011 
under the moniker Tom of Holland, in which he 
provides mending and repair inspiration, skills 
and services to people. 

Learning traditional repair techniques from old 
sewing manuals and studying antique darning 
samplers has led to an interest in stitching te-
chniques in tailoring. In 2017 Tom spent a me-
morable day with a “finisher” at Gieves & Haw-
kes, a well-known Savile Row tailor, to become 

more proficient in hand-stitching. As a result, 
Tom now exclusively repairs by hand and is 
now moving towards sewing clothes entirely by 
hand as well.

Tom’s craft practice is slow, allowing him to 
gain a deep understanding of material qualiti-
es and the traditional techniques that he uses, 
and one in which creating and mending textile 
objects are in constant conversation with each 
other.
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MARIA C HAVSTAM
Maria C. Havstam is the head of the arts 
department at Punkt Ø-Galleri F 15 and Mo-
mentum. She is has a master’s degree in Art 
and Cultural Studies from the University of 
South-Eastern Norway where she has also 
worked as a tutor. Maria has wide-ranging 
experience in curating and has worked in a 
number art institutions in Norway.

FRANZ P. SCHMIDT
Franz P. Schmidt is a men’s tailor and textile 
artist based in Oslo, Norway. He divides his 
time between working in his studio and te-
aching at the Oslo National Academy of the 
Arts (KHiO). For many years the history of the 
Norwegian textile industry has been his main 
subject. His explorations in this field take the 
shape of installations consisting of woven 
fabrics, archive materials, documentation from 
industrial sites and work processes – and clot-
hes created from the materials he weaves and 
dyes. He develops his work using an adapted 
anthropological method through participation, 
collaboration and production over an extended 
period of time.

In 2018, Schmidt completed the PhD resear-
ch project titled Weaving Fabrics for Suits at 
KHiO. Developing the project, he moved bet-
ween an autobiographical exploration of his 
attraction to textiles and clothes – an attracti-
on he has felt since childhood – and an investi-
gation of the weaving mills, tools and working 
communities that produce textiles in Norway. 
He is currently in a process of examining the 
experience he has gained from the textile 
industry in the light of the present situation of 
climate change and critical theory on econo-
mics and forces of production.

4 CURATOR BIOS

The Curators Maria C. Havstam og Franz P. Schmidt at the opening 
Both dressed in jumpsuits by Rational Dress Society.

Photo: Ingeborg Øien Thorsland
© Punkt Ø / Galleri F 15


