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1.2 ABSTRACT
SCALE UP! is an exploration in hand-printed surface patterns in relation to scale. The aim
is to make hand-printed large-scale surface patterns, by challenging the limitations of the
printing screen, the fabric width and the circle as a shape; with the circle as a pattern and
structure to visualise it, by colours and bleed-through. The project is based in an interest
in working large-scale, in the area of screen printing. We often see printed full-width
fabrics where the repeat fills the whole width. However, a possibility to take it one step
further and not be limited by the width of the fabric or the size of the printing screen was
seen. Why be satisfied with the size of a full-width pattern and see the printing screen as a
frame to keep within? The striving to challenge the size of the printing screen and the
fabric width were the basis of the project. The result is one piece ~4,2 x 4,8 m big
consisting of six hand-printed cloths.

1.3 KEY WORDS
Textile design
Hand-printing
Large-scale
Pattern
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2.1 INTRODUCTION TO THE FIELD
The formulated definition of “pattern” could be described as repetition, rhythm, symmetry and dimension. A
pattern is composed by regularly repetitions of a unit. One unit is the repeat and the repeated unit becomes
the pattern. A pattern is a two-dimensional decoration and the repetition can be endless and in any scale. It
is the repetition that makes the pattern. Through experimentations with symmetry and rhythm you can get
different patterns with the same unit (Kraft 2014).
Scale
Based on a research about pattern and scale Tonje Kristensen Johnstone discovers that after a certain scale,
when up scaling, the expression of the pattern changes from a repeated pattern into a form. It is a
relationship between the scale of the pattern and the object that it is placed on, if the repeat is too big it will
not be perceived as a pattern. Her design examples show that the scale of the pattern has a big part of the
experience and influences the expression of the pattern (fig. 1). Other things that affect the scale and the
appearance of the pattern are such aspects as style, colour choices, texture and repeat methods. Kristensen
Johnstone concludes that the use of scale when designing patterns may function as a tool or method to
investigate the relationship between pattern and scale (Kristensen Johnstone 2014).

Figure 1. Tonje Kristensen Johnstone, The mannequin project, 2014.

As Solnit quote Klein (Solnit 2005), “anyone who paints space must actually go into space to paint, but he
must get there without any faking”. A quote that describes the value behind the project “SCALE UP!”. There
are shortcuts to take when designing something large-scale, by using scale models and digitalisation, but for
it to feel real and genuine it is important to work in the actual space, in this case the scale.
A good example of an artist who works in large scale is Niki de Saint Phalle (fig. 2), with large-scale female
sculptures painted with bright colours. When taking a recognizable object, in this case a body that we are
used to see in a certain size, the scale becomes much more obvious. She is also not afraid to exaggerate and
distort the forms, which allows the viewer to use their imagination (Saint Phalle 2016). Another artist who is
not limited of the size is Robert Proch (fig. 3), covering facades with his paintings and let them continue
outside the frame. Proch´s paintings are detailed but still quite abstract, he also works well with depth and
movement in his motifs which makes the buildings become alive (Proch 2015).
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Figure 2. Niki de Saint Phalle, HON, 1966.

Figure 3. Robert Proch, Selective memory, 2015.

The blue circle
According to Johannes Itten form is colour, without colour there is no form. Itten investigated analogies
between the basic geometrical forms and colours. He concluded that the circle is blue and represents
uniformity, infinite and peacefulness (Withford 1984). The blue colour symbolizes the distant and regardless
how close it is, it is always about distance (Solnit 2006). If a blue shape is viewed on a white background, the
white colour helps the blue to get an effect of darkness and depth. If the blue have a black background, the
blue takes a brilliant character, with deep luminescence of hue (Itten & Birren 2001).
“...the circle is related to the divine: a simple circle has since ancient times represented eternity, since it has
no beginning and no end” Bruno Munari starts his book The circle (Munari 2012). Munari also states that the
circle is unstable because of its infinite numbers of sides (Munari 2008). The circle is the most timeless
shape; a symbolic of earth, movement and activity. The circle’s balance is elusive and an icon of the
continuities of life (Murray & Winteringham 2015). To get an interesting effect of the circle it can with
advantages be divided into parts that are slight displaced, but the original shape should remain recognisable
(Wong 1993).
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2.2 MOTIVE AND IDEA DISCUSSION
The project started in an interest in working in large scale, with big and uncomfortable tools.
The concept aims to challenge the limitations of the creator; to handle something that is bigger
than you and to step out of you comfort zone, to not be limited by the size while creating; let the
object take place outside the given frames that we are used to. There are three key points in the
project; scale, circle and blue. The scale has been the achievement and the circle and the colour
blue have been the method. In the search to create something large-scale blue was chosen as a
suitable colour for the purpose. The circle is the motif and the colour blue visualises its scale.
We often see printed full-width fabrics where the repeat fills the whole width. However, a
possibility to take it one step further and not be limited by the width of the fabric or the size of
the printing screen was seen.
Someone who takes advantages of the fabric width is Marimekko. An example of utilising the
full width of the fabric for one repeat, in this case one shape, is the pattern Fokus (Marimekko
2016) (fig. 4). The designer Carl Johan De Geer uses a technique in his patterns to give an
illusion of something large-scale, by letting the repeat “hook” into each other in a way so that
the pattern grows in multiple directions (fig. 5). The pattern appears bigger than what it is
(Svensson 1984). In contrast to these the question has been why be satisfied with the size of a
full-width pattern and see the printing screen as a frame to keep within? The strive to challenge
the size of the printing screen and the fabric width were the source of the project.

Figure 4. Marimekko, Fokus, 1999. Figure 5. Carl Johan de Geer, Ledtrådar, 2014.
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2.3 AIM
The aim of the project is to make a hand-printed large-scale surface pattern, by
challenging the limitations of the printing screens, the fabric width and the circle
as a shape.
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3.1 DESIGN METHOD & DESIGN OF EXPERIMENTS
In this project the experience of scale has been the key and the method has been to sketch directly in a large
scale and look at it from a personal perspective. How does it feel, does it feel big? Hands-on design as
Koskinen would say (Koskinen 2011). Paint – evaluate, is it big? – Paint bigger.
A good example of a design method to apply in this project is Jones (1992) way of seeing the process.
According to Jones the design process can be divided into three parts: divergence, transformation and
convergence. The three different parts can be described as “breaking down the problem into pieces”,
“putting the pieces together in a new way” and “testing to discover the consequences of putting the new
arrangement into practice”. The problem in this case can be seen as the circle – break it down and do
something else with it than just a dot. Put the pieces together in a new way – explore the shape of the circle
and try to get something new. Put the arrangement into practice – the scale; how big can it be and how will
the experience be?
The printing method been used in this project is quite difficult to control; everything depends on in which
order the pigments are placed in the printing screen and the amount of pressure on the squeegee. Even if
you control these things you still do not know for sure how the print will be and every print will be unique.
During the project the field of use has never been considered, not either sustainability or other aspects as
fire resistance. It was only an exploration in expression.
The structure for the work has been following:
- Analysis of pre-study – get a perception of large-scale
- Research – how have others tackled the subject
- Sketch in larger scale than during the pre-study
- Pattern exploration – motif, structures and colours
- Hands-on design in the printing screen
- Material exploration
- Evaluation of the design process
- Development
- Production

Pre-study
This degree work is based on the pre-study where large-scale patterns were investigated in a spatial context
through experiments (fig. 6). The project started in an interest in working large-scale, with big and
uncomfortable tools. A possibility to challenge the already existing full-width patterns was seen. Why be
satisfied with the size of a full-width pattern and see the printing screen as a frame to keep within? The
striving to challenge the size of the printing screen and the fabric width were the basis of the project.
Sketches were done during the pre-study to explore scale, to see how big “large-scale” is. Big brushes and
brooms were used to apply paint on big pieces of paper to get a feeling of something big, which means
something that is dominant, unmanageable and catches your attention. An important aspect was to sketch
directly in large scale with tools as big as possible to get a directly perception of scale. However, a scale
model has been used to try out basic things as the experience of size in colours, positions and compositions.
The conclusion was that the object felt bigger in a blue colour and it is more important to work with the
height than the width to get a big expression.
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The circle was chosen as shape to work with during the experimentation, an interesting aspect was the fact
that the circle could be connected to Munari (2012) where the circle represents eternity, movement and
instability. This connection goes well in hand with the key words based on scale from an early stage of the
pre-study. These were unexpectedly, unaccustomed, incomprehensibility, infinite, impossible, stable?,
trustworthy? and comfort zone.
An evaluation of the experiments and sketches from the pre-study was done and new key words, qualities
that were pinned out working with large-scale, came up. These were scale, movement, depth and contrasts.

Figure 6. Pre-study, sketches in scale model and in large-scale.
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3.2 DEVELOPMENT & DESIGN RATIONALE
The Circle
The decision to use the circle as shape was made; based on the qualities that the circle represents it became
a suitable shape to work with in this project. The challenge has become to do something else with the circle
than just a dot, to push the boundaries of the obvious shape of the circle.

Structure
To sketch on large-scale patterns and structures big brushes and broom were used to apply paint on big
pieces of paper, with the key words movement, contrasts and depth in mind while painting. The reason to
directly paint in large-scale was to get a perception of the scale (fig. 7-9). The technique used in the first ones
(fig. 7-8) creates a depth; a feeling of levels because of the contrasts between the black and white. It creates
new shapes in the spaces between the brushstrokes. The third one (fig. 9) is more static but still has a sort of
movement. Then applied the structures into the circle to see how they work with the shape (fig. 10-12). The
first one (fig. 10) loses some of the shape but the movement continues outside the frame, the other two (fig.
11-12) on the other hand stretches the frame of the circle. Adding blue to the black paint gave a feeling of
depth (fig. 12). Something like the black and blue sketch (fig. 12) was to strive for in the printing to match
with the key words.

Figure 7. Movement. 3 x 2 m.

Figure 8. Bigger brush. 2 x 2 m.
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Figure 9. Other directions. 2 x 2 m.

Figure 10. In a circle.

Figure 11.

Figure 12. Add blue.

The thought from the beginning was to fill the circle with a pattern but it was soon realised that the circle
itself was the pattern and it is more relevant to work with structures that visualises the circle´s shape.
Therefore a test print with the biggest printing screen was made, to see what kind of structures could be
made directly in the screen. A half circle was made in the printing screen to have something to start with. By
mixing pigments in the screen the different colours together created a pattern or structure. The pigments
were mixed together when the squeegee dragged them through the screen and a surface of colour shadings
was created (fig. 13). Using this technique a multiple coloured surface can be made without using multiple
screens, an efficient way of utilising the screen.
A discovery was the structure that was generated by the bleed of the pigment colour on the backside of the
fabric. This printing technique, mixing colours directly in the screen, in combination with the density of the
fabric gave a bonus structure of the backside, something that could be taken advantage of (fig. 14). By using
the backside of the fabric also as a front gives the fabric more than just one expression. One could print on
both sides of the fabric to get the two different expressions on the same side; one part of the pattern is
printed on the front of the fabric and the other part on the backside.
During the test print sheets in a mix with polyester and cotton has been used, it turn out that they had the
perfect combination of material and density to get enough of bleed-through. Too little bleed will give no
effect and too much will give no difference between the front and the backside, so the fabric cannot be too
dense or too sparse.
It has been a struggle to find a fabric to replace the sheet, because suspicions were on a bigger result than
the size of a sheet, 2,5 meters. Different qualities have been test printed but the fabrics were either too dense
for the pigment to bleed through the material or to sparse; the structure is not visible if the fabric is to
transparent (fig. 15-16).
At the end it appeared that the sheets were the only alternative for this expression. The other fabrics that
have been test printed on have been either too dense or too sparse. Because of the possibility to use the
bleed-through was seen as a quality that could be an enhancing part of the project the decision to use the
sheets as material was made.
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Figure 13. Test print. By putting several colours in the screen one screen can give a multiple coloured print.
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Figure 14. The backside. The structure that generates from the bleed through.
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Figure 15. The backside of the print on different materials with different density.
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Figure 16. The front versus the backside of the print on different materials with different density. None of
the fabrics gave the same type of bleed through as the material in the first test prints (fig. 14).
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Challenge the Circle
To challenge the circle and to do something else than the obvious shape of a circle a method was to cut it into
pieces and rearrange the parts. The different structures that were painted earlier were more or less suitable
for the purpose, too much white in the painting made the shapes unclear and it becomes messy. A more
compact painting made the shapes more obvious and to still be able to picture a circle in the rearrange was
intriguing; it pushes the boundaries, is it still a circle, when does it become something else or is it always a
circle? (fig. 17-18).

Figure 17.
Split the circle; prevents movement and it is still an obvious circle.
Rearrange; a new movement appears and also a new shape, but you can still imagine what the pieces comes
from.
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X
Figure 18.
The straighter and more compact structure was seen as more suitable because in the other one the shapes of
the parts disappear.
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Different rearrangements have been done to find out a good combination between pushing the boundaries
of the circle’s primary shape but still be able to imagine the circle (fig. 19).

X
Figure 19.
The bottom left was seen as a good example of being something else than the obvious shape of a circle but
still has a connection to the primary shape.
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Add blue
The colour blue is connected to the circle according to Itten and represents uniformity and infinity. Blue also
always has a depth regardless the distance, mean Klein. These qualities have a connection to the earlier key
words, therefore blue was chosen as base colour in the pattern.
By mixing black and blue pigment with extender (colourless) in the screen (fig. 13) one can get several
shades of blue, from light (extender) to dark (black). If a wider spectra of a colour is used a bigger depth in
the print will be achieved. As a compliment a mixture of black and white pigment colour (fig. 20) have also
been chosen to get a fading of the colour range in the big picture when seen the pattern from distance. If
mixing blue and black parts with black and white parts the effect will be contrasts and shadings between the
parts themselves in the divided circle (fig. 21-22). By controlling the different amount of pigments one can
also get brighter or darker parts than the others.

Figure 20.
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Figure 21. Black and blue print, black and white print and the backside of a black and blue print.

Figure 22. Sketches on different colour arrangements.
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The Scale
The challenge is the limited size of the printing screen. The biggest screen available at the school prints 150 x
100 centimetres (fig. 23) and the amount are six screens. To utilise the size of the printing screen, to get a
circle as big as possible, the circle was divided into twelve parts– the base in a rectangle, about 133 x 100
centimetres. The twelve parts can be split into six screens (fig. 24). By maximising the screen the circle can
be up to 4 x 4 meters big. The circle, the pattern, requires totally three pieces á ~150 centimetres full-width
fabrics to cover up one repeat (fig. 25), or six sheets.

Figure 23. The biggest printing screen.
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Figure 24. The printing screens.

Figure 25.
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4.1 RESULT
The circle is separated and the parts rearranged to push the boundaries of a circle, the different parts of the
pattern are printed either with black and blue or black and white pigments. The printing technique creates a
structure in the pattern, at the same time another structure on the backside of the fabric becomes visible. To
combine these the fabric is printed on both sides; some parts printed on the front and the remaining parts
on the backside, that effect will give contrasts and shadings between the parts which will contribute to a
depth in the whole picture. The sheets have been chosen as material for its permeability, one sheet is 140
centimetres wide and about 240 centimetres long, therefore the result is one piece ~420 x 480 centimetres
big consisting of totally six sheets printed with two parts of the pattern, one on each side of the cloth. The
black and blue parts and the black and white parts have been arranged to get harmony and contrasts (fig.
26-29).

Figure 26. Sketch on the colour arrangement.

Figure 27.
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Figure 28. The part to the left is printed on the back side and the part to the right is printed on the front of
the sheet.

Figure 29.
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4.2 PRESENTATION
The piece presented here is an example on how one can expand the limitations of the size in the hand
printing technique (fig. 30). The cloths are hung to create a coherent unit, the sheets represents full-width
fabrics therefore the natural disruption that appears between the cloths that would have been if full-width
fabrics have been used. The disruption that becomes horizontal is hard to avoid when the sheet has a
maximum length. The decision to not seam together the pieces was made; it would be difficult to make it
neat and by having them separated they add a depth to the work and it experienced more spatial.

Figure 30.
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4.3 CONCLUSION & DISCUSSION
This degree work brings together the possibility to work bigger and the handcraft of
screen printing, a wonderful technique that can advantageously be experimented with.
The intent of the project was to work as big as possible. By working in large scale you push
your limits and steps out of your comfort zone, something important today when all these
short cuts are possible due to the digitalisation.
In the beginning of the process the question “why be satisfied with the size of a full-width
pattern and see the printing screen as a frame to keep within? “ is asked, a wonder that
generated into a challenge to accept; a will to work outside the frames. This question is
nothing that has been investigated; it was more a reason for the project. Another question
that came up during the course of the work was “why only the circle, why not try out other
shapes as for example a triangle?”. In this process it would be irrelevant to try other
shapes; the circle was connected to the pre-study, the study on scale, and had a strong
association to the colour blue. The circle was considered a suitable challenge with its
complex shape. If the circle was replaced it would be another project with other colours
and basis, it would not be about scale any more.
As Klein states, it has been important to not fake the scale, to actually through the whole
process work in large-sale. A question has been though; how big is large and how big
should you go, because scale is unlimited and you can always do bigger. In this project the
scale has been looked at from a personal perspective and what is common in textile
printing. It has also been defined by the possibilities of the circle´s shape, the size of the
printing screen and the amount of screens available. New expressions have been found by
using an alternative printing technique in combination with up scaling and by finding new
potentials in the shape of the circle new patterns can be made out of it. A development
could be to make the result even bigger, for example make the circle twice as large or
repeat the unit. But in this case the final size seemed to be enough to show on scale and
something large-scale. It has been a challenge enough just only to handle the large scale;
make sketches and manage printing screens bigger than yourself. Also the placement of
the parts of the circle could be developed endlessly to end up in new arrangements and
make the circle more or less visible, and maybe also find other methods for pushing the
boundaries of the circle.
This project has been inspired by Proch, Saint Phalle, Marimekko and De Geer; Proch´s
way of working with depth and expansion, Saint Phalle´s distortion of scale, Mariemekko
and De Geer´s way of utilising the fabric width. We all strive to a large scale and to extend
outwards. But SCALE UP! takes it one step further, which was the intention from the
beginning. SCALE UP! aims to not keep within the frames; by dividing the repeat into
several printing screens and print it on multiple fabric-widths. And by using an alternative
printing technique every print is unique. The aim was to make a hand-printed large-scale
surface pattern, by challenging the limitations of the printing screens, the fabric width and
the circle as shape. By delimit these three limitations the project had clear directions to
follow; to not being limited, to challenge and to go up in scale. The result did not become a
pattern, only one repeat which can be repeated into a pattern.
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SCALE UP! do not let any limitations in size get in the way. It challenges to make
something bigger; to not be limited by yourself and the expectations when designing, it
pushes the boundaries in textile printing. With the printing technique used in this project
you get more with less. With a limitation in the amount and size of the printing screen and
the fabric SCALE UP! still succeeded in scaling up.
So why be satisfied when you can do bigger? Go big or go home!
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