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In my thesis work I choose to define textile as a way of  
constructing, before seeing it as a material. I have explored 
the possibilities of  building with the tension that is formed 
between the threads in weaving and knitting. By mixing the 
two techniques in the same fabric, I can benefit from their 
different qualities as the material produced creates the shape 
of  the space.
 
As a textile designer studying spatial design, I have carried out 
this investigation to raise the importance and impact of  textile 
in interior, and as an interior. By challenging the hierarchy of  
building construction materials and giving textile more value, I 
can acquire more sensual, tactile and maybe even unexpected 
qualities in the interiors I create.

I would also like to take the opportunity to invite you to look 
through the word dictionary in annex 1 where I clarify some 
textile technical vocabulary. 

// 

I mitt examensarbete har jag valt att definiera textil mer som 
en sammanfogningsteknik än som ett material. I projektet 
undersöker jag potentialen som finns i den spänning som uppstår 
mellan trådarna hos väven respektive stickningen för att forma 
ett rum. Genom att blanda de två konstruktionsteknikerna i 
samma textil kan jag dra nytta av deras olika egenskaper och låta 
textilen jag producerat forma rummets estetik och gestaltning. 

Med min bakgrund som textildesigner, studerandes rumslig 
gestaltning, vill jag lyfta vikten av textil i och som en interiör. Jag 
använder min tekniska kunskap dels för att ändra på hierarkier 
bland klassiska byggnadsmaterial, men också för att skapa ett 
rum med mer taktila, sensuella och oväntade kvalitéer. 

För att underlätta läsningen vill jag nämna att ordförklaringar 
till vissa textila termer finns i ”Word dictionary” i ”Annex 1”.

ABSTRACT, ENGLISH AND SWEDISH



Traditionally a textile designer is involved very late in an architectural project. The profession is often 
added to projects when it is time to program a space or even later when furnishing is already set. 
This makes the use of  textile in interior often limited to be simply applied to the interior rather than 
be a part of  it. By challenge the hierarchy of  building materials and giving textile the status it once 
had, interiors can acquire more sensory, tactile and maybe even unexpected qualities. In my practice 
I want to use the sensory capacity of  textile to invite others to interaction with it through touch and 
feel. My starting point in this project has been how to construct a textile that has the ability to be 
selfsupportive, and later what kind of  space that creates.

My fascination for textile is grounded in its many characters and 
that you can find a range of  opposites; heavy or light, floating or 
stiff, elastic or numb, transparent or opaque, smooth or with a 
surface and this often also with an extreme tensile strength. The 
contraries give textile a dynamic in its design and possibilities 
that no other material has. The characteristics are set by every 
step in the production; fiber, yarn, construction technique, 
coating and so on where the construction technique is a way of  
arranging fibers in relation to each other with tension inbetween. 
The largest contradiction of  all is how something that is so 
technical and mathematical can be so sensual, organic and alive. 
The constructed textile always drapes depending on its own 
weight and gravity (see annex 1). This makes it ever-changing 
and almost impossible to represent fairly in 3d modeling. Ever-
changing because it is not possible to drape a fabric exactly the 
same way after it has been moved by an external sway, impact or 
influence, like a touch of  a hand or wind draft.

INTRODUCTION

Pic. 2:a. Light curtain moved by the wind draft changing 
an exhibition space at Venice Biennale  2016 

“What is the range of  possibilities and impossibilities that textile introduce? 
How dependent or independent will its performance be of  the architecture?” 
 (Blaisse, P., 2007, p.20)

MY VIEW OF TEXTILE
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I have been exploring the possibilities of  using textile constructions 
to build an interior. Instead of  applying textile as a flat surface, 
such as a curtain or an upholstery fabric, my investigation covers 
how to build with it by using the tension and force between the 
yarns in the construction techniques of  the weave and the knit. 
Since the invention of  the synthetic fibers, textile has grown as a 
material to be almost endless in variation and the boarder between 
textile design and other disciplines are dissolving. Therefore I 
choose to see textile as a way of  constructing before seeing it as 
a material. In this way I define a wooden stud or cane, a wire, a 
plastic tube etc. as a yarn. Nonetheless it is still important for me to 
keep the characteristics of  textile such as tensile strength, flexibility 
and tactility (see annex 1). 



Although the theorist Gottfried Semper defines 
textile or the weave, as a fundamental element 
for architecture in his treatise Four elements of  
architecture, textile is today generally limited 
to be used as the traditional items in interiors, 
such as curtains, upholstery and carpets. In 
parallel to what Semper declares, textile often 
plays is a big part in a child’s first try-outs with 
constructing a space or a hut, by playing with 
textile’s possibility to shape.

The ever-changing quality makes the textile 
organic, alive and nature like. Our embodied 
knowledge, that comes from having textile 
closest to our body everyday – we wear it and 
we interact with it as it represents places to 
sit or rest, like a bed or an armchair – makes 
us respond with our senses and imagination. 
Different textile materials are often used as 
metaphors. Let us take the example of  velvet, 
“sammetslen” (smooth as velvet) or the 
perfume “Velvet” from Victoria Secret. This 
intimate closeness is private and connected 
to something clean and cozy. Though a fabric 
in a public space is still intimate, it becomes 
something unclean and soiled when it is 
exposed to anyone’s touch. As Sylvie Küger 
says in Textile Architecture; 

Pic. 3:a. Uma, one year old, trying out building a space.

The current application

“Textile were long avoided by architects 
in interior spaces or, if  used, robbed 
on there sensual qualities. The reason 
behind that was most likely modernisms 
obsession with hygiene. Richly draped 
nineteenth century spatial textiles were 
considered ‘dust catchers’.”
 (Krüger, S. 2009)
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Someone who works with textile in architecture in a holistic way is 
the contemporary designer Petra Blaisse. Her studio Inside Outside’s 
work intersects interior architecture, textile design and landscape 
architecture. For each new commission the given architectural and 
cultural context is carefully studied before they develop an idea. By 
working with the movements and ever-changing effects that soft 
and flexible materials have they can give a building an atmosphere, 
a soul and a connection to its surroundings. They mainly use textile 
to introduce this flexible form of  interior architecture. Depending 
on the geographic location of  the project and the placement in 
the building, they consider climate, light and drafts and in some 
cases they add artificial influences to create movements, very 
subtle or more vivid. This kind of  impact in architectural projects 
require knowledge from a lot of  disciplines. But by working 
interdisciplinary – coming from the field of  art herself  and her 
studio coworkers; interior and landscape architects as well as sound 
engineers – the joint knowledge enrich the architecture projects 
with new possibilities and a new way of  thinking. The range of  
expertise makes it possible to change norms and hierarchies in, 
as she expresses it, “a dinosaur profession” as architecture is 
(SFU Dutch Design, 2011). She expresses that textile architectural 
solutions are not just about adding softness and feminine touch 
but also very mathematic and engineering related. (Team Inside 
Outside, 2016) (SFU Dutch Design, 2011)

In Seattle public library Inside Outside solved an acoustic problem by 
adding printed carpets. The team connected the outside by letting the 
landscape and the green planting infiltrate or penetrate the transparent 
glass façade into the interior. Inside, the plantings continue and 
gradually transforms into the textile carpets, printed with large-scale 
plant images from the outside. The large-scaled pattern is related to the 
large furnishing in the library and the carpets make the environment 
welcoming and the effect is that people use them to sit on as if  they 
had a pic-nick in a park. (Team Inside Outside, 2016)

Potential in textile knowledge

Pic. 4:a and 4:b. Seattle liberary
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As I declared before I want to challenge how 
textile is perceived by exploring the possibilities 
of  using the constructions techniques of  weave 
and knit to build an interior. 

I graduated from my bachelor in textile design 
at Swedish School of  Textiles in 2010, where 
several textile workshops hold digital weaving, 
knitting and printing machines. The yarn, fabric 
and coating material stock were immense, with 
great variation, which made the possibilities 
in design almost endless. Earlier in my master 
education, I have felt frustrated to not be able 
to design the textile from scratch. When making 
mock-ups or models for textile interior projects 
I was left to use ready-made fabric from fabric 
stores and colored them with acrylic paint 
or ink. This made me feel a bit untrue to my 
knowledge and a feeling of  cheating came to 
me. On the other hand, I see now how limits 
like these have helped me to think outside 
textile conventions. 

The two disciplines I am trying to merge 
have different working processes. As a textile 
designer I have been used to work directly in 
scale 1:1. Because every factor is affecting how 
the textile behave and how it drapes – what fiber, 
how the yarn are spun, size of  loop or distains 
between the threads – it is impossible to make 

TWO DISIPLINES
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scale models of  fabric and get a fair result. The 
way textile behaves makes a textile designer use 
inexact measurements, as centimeters instead 
of  millimeters. A textile designer think and 
sketch two-dimensionally and one often works 
with a smaller repeat, a detail, which in the 
end could be produced endlessly (see annex 
1). As an interior architect I have learnt to 
think in volume, void and space already from 
the beginning of  a project. I now appreciate 
working with drawings as a tool and use them 
to come further in my thinking and design. I 
like how an exact digital drawing responds to 
an inexact model and how the reality and the 
digital world relate to each other. 

Since I started my education in spatial design 
I have been stunned by the lack of  textile 
knowledge in the field and that the departments 
of  textile and interior architect at Konstfack are 
not cooperating more and sharing knowledge. 
I can see gaps, which need to be filled, and 
questions to be raised. I wanted to carry this 
investigation to lift the effects and impact of  
textile in interiors, and as interiors. To open up 
interior architects view of  textile knowledge 
and demonstrate its capacity. I use my strong 
technical knowledge of  constructing a textile. 
This also in order to expand the field of  textile 
design and challenging what is made today. 



To build a textile space one needs to consider the density of  
the material, the joints, the tactility and the space and voids 
it creates. All of  these parts are depending on the choices 
of  materials and constructions and how they are combined. 
Through the work of  others I intend to illustrate what I mean 
with these terms.

 Orly Genger represent density and volume with her 
Terra that is a textile sculpture where the heaviness is inevitable. 
Nothing can penetrate the volume the art is occupying. Still I 
feel an urge to touch, try to lift and be near it. 
 Christos Big air package exemplifies the void and space. 
It is almost the opposite of  Terra. The textile is light-weighted 
and smooth, with no texture. You are surrounded with the 
material. The volume of  the void intrigues and fascinates me 
more then the textile material it self.
 In Friends of  light, the fashion designer Pascale Gatzen 
combines material fabrication and constructing of  the pieces 
that creates the three-dimensional shape of  a jacket directly 
when it is woven. The edges of  the pieces have a chosen edge, a 
selvage, and are not cut (see annex 1). I think this is a fascinating 
way of  thinking joints and how parts are constructed to be 
connected.  
 Hunter Doglas light research studio gets to represent tactility 
and sensory with their detailed construction of  a material. The 
way the material behaves and drapes is also what shapes the 
form of  the object and its interior.
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Pic. 6:a. Terra - Orly Grenger
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Sunny Hill building by Kengo Kuma and associates, in Tokyo  is 
constructed on a joint system called “Jiigoku-Gumi,” a traditional 
method used in Japanese wooden architecture. The structure is 
a three-dimensional weave made with wooden canes. By using 
the tension in the woven construction the wood piece could 
be reduced to as thin as 60 mm × 60 mm. The construction 
becomes airy, stable and simple without the necessity of  using a 
joining material as a screw, nail or glue. The building’s appearance 
is tactile with an unusual shape where one can experience the 
depth and thickness of  the façade that still appears light and 
translucent. (Arch Dailey, 2014) (Dedsignboom, 2014)

Pic. 7:a and 7:b. Sunny Hill Building - Kengo Kuma, Tokyo.

Pic. 7:c. Jiigoku-Gumi - Traditional Japanese joint system.
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Traditional ways of building, using the notion of the weave 

Picture removed due to copyrights, 
see bibliography for link.

Picture removed due to copyrights, 
see bibliography for link.

Picture removed due to copyrights, 
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During my recent travel to Hong Kong I learnt 
about traditional bamboo and rattan weaving 
where baskets, chairs and carpets are common 
shapes but also other items for every day use 
where the imagination sets the limits. The 
constructions and materials are light, durable 
and breathable, perfect for a worm climate. 
The artisans also use the proficiency as a way 
of  showing artistic skills with ornaments and 
different pattern effects.

Sopheap Pich, a Cambodian born artist living 
in US is using the material and technique of  
traditional Cambodian basket weaving to build 
large sculptures in bamboo. The material and 
technique makes the art pieces translucent and 
fills the exhibition space similar to a shaped 
fog or mist. Since textile techniques are based 
on creating a mass with small constituents and 
often are very time consuming, the sculptures 
are meant to communicate the time and labor 
put in, the added value, more than the monetary 
expense of  the materials themselves. (Sherman 
contemporary art foundation, 2016)

Pic. 8:a. Redesigned helmet - Streets of Hong Kong.

Pic. 8:b Compound - Sopheap Pich.

Picture removed due to copyrights, 
see bibliography for link.



A knitted fabric is very flexible because the construction system 
of  knitting is based on single units that are connected. Unlike 
woven textiles, which historically have been used as space 
enclosures, the knit has mainly been developed in connection 
to apparel, proposed to be worn on the body. The knitted 
fabric is easy to shape and is soft and flexible for garments 
but the single unit construction is hard to make stable in order 
to use in the field or architecture. Therefor, the references of  
knits in architecture are modern and more advanced, where 
the designers or architects search for more complex shapes or 
qualities. 

Using the notion of the knit in architecture

By using the construction technique of  a 3D 
warp knitted fabric, usually used in the bed 
industry, Taichi Kuma developed a fabric for 
architecture called Spacer fabric. (The basics for 
how warp knits are produced will be explained 
further in the text). He uses this to sculpture 
complex and organic shaped architectures. 
The spacer fabric is a double warp knit with 
stiff  threads, something similar to fishing 
wire, between two layers of  knitted mesh. The 
meshes make the fabric very elastic and flexible.  
Taichi Kuma studied where the anchor points 
should be placed and how many threads it 
should be to get the best result for sculpturing 
architecture. 

Pic. 9:c. Interactive knitted surface - Delia Dumitrscu.

Delia Dumitrescu’s PHD studies at Smart 
Textiles in Borås, covers research of  interactive 
knitted surfaces for architecture. To enhance 
the expressiveness of  light, heat and movement 
she has incorporated electricity wires and 
moving detectors in her designs. 

Pic. 9:a. and 9:b. Spacer fabric architectur - Taichi Kuma.
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In my latest project I worked with descriptions and 
interpretations into and from photos, texts and textile 
models. The texts were written by me but also by some of  
my classmates. From people’s texts I sorted words into three 
categories metaphors, descriptions and feelings, in order to 
find out how we use descriptive words talking about textile 
spaces but also what kind of  words we use.

PREVIOUS WORK 
Textle descriptive words

These words were mostly positive, some were neutral and just a 
few have a negative sound. There were also a lot of  metaphors 
in the texts. Notable is that no one has used descriptive words 
about all the technical aspects of  textile elements like sound 
absorbent, blinding or isolating qualities.

Diag. 10:a. Words describing a photo (see annex 2).
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To illustrate building with textile when seeing 
it as a way of  constructing I made a woven 
cocoon with clothesline. In this chosen size it is 
selfsupportive. The material and construction 
made it flexible, light-weighted and tactile. The 
flexible diagonally woven construction was 
something I took further to a larger sample.

Construction 
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Pic.11:a. Woven cocoon.



Sopheap Pich interviewed by Annette Shun 
Wah for Sherman Contemporary for Art 
Foundation speaks about his experience 
working with the bamboo and the technique:

I recognize this passion and frustration forcing 
a “yarn” in to the system of  a textile technique 
and the magical way the material bends, pushes 
and relaxes in a set system that shapes the result.  

“The material is very physical, the 
smell, how It bends. I love the way the 
material fights me and how it listen to 
me. I love the way it doesn’t want to 
do what I want it to do so it changes 
the shape.” 

(Sherman contemporary 
art foundation, 2016)

Pic.12 b. Joining system, clothesline and cotton textile
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Pic.12:a. The clothesline and cotton textile’s spatial qualities.

The clothesline weave work as a structure and is inter-woven 
diagonally to the threads in a plain woven cotton fabric. This 
sample bends and turns and cannot be totally straightened. It is 
hard to see that this sample is made based on a system, but the 
system is needed and makes the construction stable. The result 
is something I value; being in control but with an uncontrolled 
part where the will of  the material leads the movements, which 
has to be followed.



The definition of  the weave according to the 
book Textile science, is “fabric in which two 
or more sets of  yarns are interlaced at right 
angle to each other” (see diag. 13:a) (Hatch, 
K. L., 1993, p. 317). The knit is defined in the 
same book; “Knitted fabrics are composed of  
intermeshing loops of  yarn” (Hatch, K. L., 
1993, p. 343). There are two different types of  
knitting construction; weft knit and warp knit. 
Weft knits are characterized by the fact that the 
yarn lies in right angle to the direction in which 
the fabric are produced, where the warp knits 
are those where the yarn are in line with the 
fabric in the production (see diagram 13:b and 
13:c). Woven fabrics behave differently than 
knitted. The weave is only flexible or resilient 
diagonally (see annex 1). It is constructed 
with threads in two directions where tension 
between the threads builds the material. The 
knit is constructed and built up with the thread 
in one direction where the yarn is forced into 
loops that lock each other, which makes the 
construction more loos. It is flexible in three 
directions, which makes it harder to control; it 
has more drape or viscosity (see annex 1).
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METHOD

There are three basic textile constructions, the weave, the knit 
and the non-woven. In this project I have worked with two of  
them, the weave and the knit. I chose not to work with non-
woven because the technique is not built on tension between 
the fibers. Another argument is also; as the fiber or yarn can be 
any material, then for example MDF is a non-woven textile and 
therefore does not keep tensile strength, flexibility and tactility.

Diag. 13:d. Performance of the weave and the knit.

Diag.13:a. Weave.

Diag.13:b. Weft knit.

Diag.13:c. Warp knit.



Warp knitted fabric is not as common as weft knits and my 
knowledge on how to manipulate the construction is scanty. 
It is also produced with a digital warp knitting machine, witch 
I did not have access to. Consequently my limitations were to 
work with the weft knit and the weave when I constructed 
my space. I knitted with a knitting machine lent from one of  
my classmates’ mother and I weave by hand without a loom. 
Therefore the yarn can be anything as long as I am able to knit 
or wove with it.

A knitting machine operates with knitting needles and every 
stich hangs on its own needle. Every knitting machine has a 
fixed needle size and a set dimension between the needles, 
gauge (see annex 1). This delimits the use to a specific range 
of  yarn thickness. There is also a limitation in how stiff  the 
material can be. For example the machine is not able to knit a 
wire even if  it is thin, it is to numb. The machine I use has one 
bar that knits pearl stiches which means that it only produces 
a plain knitted fabric, a single jersey (see annex 1). Diag. 14:c 
shows how the knitting needles function.
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My tools

Pic. 14:a. The knitting machine I used. 

Diag. 14:c. The function of the knitting needle. 

To make a course and build up the fabric you 
move the carrier over the bar (see annex 1). 
By changing the start position of  the needles 
and selected another setting on the carrier it is 
possible to knit only chosen needles. Diag. 14:b 
shows the four different needle positions, A B 
C and D, where the carrier operates differently.

The knitting machine has limits but on the 
other hand I can use almost anything when I 
weave if  I have enough patient and strength.

Diag. 14:b. Needle position, different performances.  



Pic. 14:a. The knitting machine I used. 

Diag. 14:c. The function of the knitting needle. 

I started my project making knitted samples on the knitting 
machine with cotton and wool yarn, where I tried to felt the 
wool to a stable framework (see annex 1). The felting process 
was quite time consuming and hard to control. One needs to 
rub or work with the sample for a long time in hot water and 
soap or wash it in a washing machine several times. To make 
the rubbing more effective, the washing machine needs to 
be full. Therefore my next step was to change the wool to a 
polyester yarn called Pemotex. This yarn has been mixed with 
a thin melting thread. Through the heat of  an iron the thread 
will melt and the constructed textile becomes stiff. 

The red lines in the diagrams above represent the path of  the 
cotton yarn and the black lines the path of  the wool yarn. These 
samples are shaped with shorten rows. By knitting just a few 
of  the needles on the knitting machine in different sequences 
I am able to inlay one material in another without float stiches 
on the backside (see annex 1).
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PROCESS 
Cotton/wool samples

Pic. 15:a. Sample c/w 1 Pic. 15:b. Sample c/w 2 Pic. 15:c. Sample c/w 3 Pic. 15:d. Sample c/w 4

Diag. 14:b. Needle position.  



My first tryout with the Pemotex yarn made me realize that it 
contracts almost to a ¼ of  the original fabric produced. When 
I instead knit it together with the cotton yarn, the cotton yarn 
blocks the shrinking process and the fabric contraction reduces 
to ½ the original size. Simultaneously the cotton yarn makes 
the result more filling and dense and it is easier to read the 
construction as knitted. The constructed textile becomes stiffer 
as the Pemotex contracts, the tension between the threads 
become stronger.

I carried the search for a stable construction 
further by developing the third example from 
the wool/cotton tests (pic. 15:c). A cotton/
Pemotex mix replaces the wool yarn and more 
supporting material is added. The surface 
pattern, that is based on the diagonally woven 
framework from my earlier work (pic. 12:a), 
makes a deeper relief  with the new material 
combination and the sample is more stable 
than the wool/cotton test. It is steadier in the 
width than in the height but it is still not stable 
enough for the scale that I am aiming for.
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Cotton/Pemotex samples

Pic. 16:b, 16:c and 16:d. Sample c/p 1

Diag. 16:a. Sample c/p 1.



With the wool jacket of  Pascal Gutzzen, 
descripted earlier (pic. 6:c), in mind I started to 
create a volume, a knitted a cube. It is knitted 
in single jersey in three pieces using cotton/
Pemotex mix. The pieces are joined either 
directly by picking up loops from the piece 
made before or knitted together afterwards. The 
corners of  the cube were then steamed to shrink 
the Pemotex/cotton mix to a stiffer material. 
By just steaming the corners the sides got an 
interesting surface with stiches varied in sizes.
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Shaping the knit

Diag. 17:a. Picking up loops from a finished piece.

Pic. 17:b. Sample c/p 2. Steamed cube.

Pic. 17:c. Sample c/p 2. Steaming the cube.



Parallel with the knitting process I have been 
researching basket weaving. When using the 
ancient technique of  making a woven corner 
and trying out ways of  shaping the weave tree-
dimensionally, I realized that what I was after 
was more about mixing the weave and the knit 
to be able to combine the different qualities 
of  the construction techniques. When scaling 
up it would also be hard, almost impossible to 
control the long pieces of  “yarn” you need for 
basket weaving without interweaving them with 
another material.

The combination of  weave and knit in the 
same fabric is something that I have never 
come across during my textile education, nor 
my practice. Because of  how the techniques 
are different in production, it is not possible 
mix them using the same machine. But when I 
decided to weave by hand, I do not have to take 
that into consideration.
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Basket weaving

Mixing techniques 

Pic. 18:a. and 18:b. Sample basket weave 1.

Pic. 18:c. Paper model of rhino form.

The next tryout is a model where I combined 
the surface, the knitted shape and the basket 
weaving to make a larger form that is able to 
stand by itself. To have a shape to relate to 
when making I quickly made a form in Rhino. 



To knit this form I needed a construction 
pattern as I knitted one piece at the time 
separately. To be able to shape the pieces I 
made an equation that relates to stitch length, 
stitch width and the surface pattern. 
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Diag. 19:a. Construction pattern.



The pieces are joined in the same 
way as in the cube. However, 
since the angles are others than 
90 degrees the knitted seam also 
changes the direction of  the fabric 
between the pieces. To make the 
interior accessible and possible to 
study I made two openings that 
relate to the surface pattern.

In the book “Inside Outside”, Chris Dercon writes about how 
details in Petra Blaisse’s designs, such as pleats, folds, seams 
and knots make noise (p.50). I like this way of  seeing details. 
Shaping a textile is always making visible marks even if  you do 
it by the traditional rules. Some are there to make noise and 
some are like scars that you cannot hide but give the object its 
character and soul.
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Pic. 20:a. The seam. Pic. 20:b. Knitted form. Pic. 20:c. Opening.
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Diag. 21:a. 



Small segments of  the clothesline were added in 
prevision where the basket weave was supposed 
to be interwoven. As the fabric around shrunk, 
this was to prepare holes for the clothesline. 
The steaming process took about four minutes, 
where the knitting process carried on for three 
weeks.
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Pic. 22:a. Steaming process.

Pic. 22:b. Small segments of clothesline to prepare holes.



The basket woven clothesline was supposed to 
be added in canals of  the surface pattern and 
at the same time be woven into the fabric. This 
was unfortunately impossible to do by a strict 
weaving system because of  the way the canals 
met in the joints. I needed to make new holes in 
the fabric and start over several times without 
reaching a result that I am satisfied with. My 
vision was that the basket woven structure 
would stretch the knitted fabric but the diagonal 
weave was less stable than I imagined. The part 
that works well is piece B where the surface 
pattern is turned 90 degrees and the angle of  
the weave changes (see diagram 19:a and 21:a). 
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Pic. 23:a. Adding basket weave.

Pic. 23:b. Model mixed techniques, exterior.



The benefit of  completing the basket weave 
was however to look inside the model and 
perceive the knitted textile interior where 
the knitted fabric follows the saggy exterior 
basket weave in an interesting way. When the 
light drizzles through textile, one can really 
experience the density of  the shrunken 
parts compared to the cotton inlay. People 
describe pictures of  the interior with 
metaphors like “roots from a tree”, “bird 
nest” or “big net”.
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Pic. 24:a and 24:b. Model mixed techniques, interior.



To come forward in my process I needed to take 
another turn and mix the weave and the knit in 
a new way. Therefore I took a step back and 
knitted a flat sample with floats or float stitches 
(see annex 1). The floats are loose threads 
between two wales, where I afterwards can 
weave with the structural clothesline (see annex 
1). To meet the clothesline in the direction of  
the course I needed to make a course with 
extruded stitches (see annex 1). This is only 
possible by pulling the needle manually. 

The weave and the knit as one fabric
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Pic. 25:a. Creating floats in the knitting machine.

Pic. 25:b, 25:c and 25:d. Sample before adding the weave.



In this sample I tested to weave with clothesline 
and a thin wire but also how close the woven 
parts are placed. The tension where the 
clotheslines are interlacing is strong and fixated 
and pulls and stretches the knitted part. This 
differs from the thin wire weave where the wire 
drapes the fabric; the fabric looses its former 
relationship to gravity.
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Pic. 25:e. Wire meeting wire.

Pic. 26:c. Clothesline meeting wire.

Pic. 26:a. Clothesline meeting clothesline.

Pic. 25:b. Weaving clothesline.

Pic. 25:d. Weaving wire.
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Pic. 26:a and 26:b. Spatial qualities.



For the knitted sections I used the mix of  
Pemotex and cotton to be able to partly shrink 
the fabric. This to increase the tension but also 
to make the surface more vitiated as in the 
knitted cube (see pic. 17:b)
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Pic. 26:b and 26:c. Steaming result.

Pic. 26:a. Steaming process.



Diag. 29:a.
 Knitted parts
 Woven parts - Wire
 Woven parts - Clothesline
 Steemed parts
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When scaling up I still had a lot of  issues to 
solve. As the material grows, it becomes very 
heavy and needs a stiffer framework to hold the 
weight. To make the textile more stable with 
out loosing the aesthetics I had from earlier 
samples, I used a white coated metal rod, that 
has the same dimension as the clothesline.

The stiff  rod forces the semi-stiff  clothesline 
to shape. The interlacing is fixed and stretches 
the knit, which have totally lost its possibility 
to drape. To increase the tension and make the 
surface more alive with loops varied in size, I 
partly shrunk the Pemotex/cotton knitted parts. 
The interlace in the weave holds the stretched 
knitted material in shape when steaming and 
the contraction varies.

Adding a white-coated metal rod

Pic. 30:a. and 30:b. Model: Clothesline, rod, Pemotex/cotton.
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The exhibited model was knitted in two 
sections, 600 x 70 cm, that afterwards were sewn 
together. One of  the sections has a flounce as 
a proposal to a finishing selvage, the other is 
equilateral to imply that another section can be 
added. As a flat textile the model is measuring 
450 x 140 cm.

EXHIBITION
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Diag. 31:a. Construction drawing knitted parts.



Pic. 32:a. Process, weaving.
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In the same way as the previous samples, structural elements 
were inter-woven in knitted fabric but the metal rods are now 
woven in the other direction, the same direction as the wales. 
The textile was then bent in a continuous C to create a stable 
arch. As it was shown, both sides of  the arch were attached to 
the podium to make it rigid enough to be exhibited.  

Three metal rods met in the spine of  the model. In the 
foundation one rod were replaced with clothesline and two 
were replaced further up in the arch. Crossing, were clotheslines 
that bend and turn under the force of  the floats in the knit that 
tries to keep them in shape. The fixed interlacing stretches the 
knitted fabric inbetween and to increase the tension I partly 
shrunk the knitted Pemotex/cotton mix. 
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Pic.33:a. Exhibited model.
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Pic. 34:a. and 34:b. Flounce, shaped by clothesline vs wire.

Pic. 34:c. Clothesline that bends and turns.



Inside the space the shifts in the knit are more 
clear as the shrunken parts blocks the light. 
Through the original knit and woven grid one 
can get a glimpse of  the outside world.
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Pic. 35:a and 35:b. Density of the knitted surface.

Pic. 35:c. Interlacing.



How the light travels through the fabric was 
very revealing when the afternoon sun hit the 
model in the exhibition. The concentrated 
sunlight was screened through the fabric and 
engendered a gridded shadow, one could even 
distinguish different shades created by the 
various density of  the knit. 

36

Pic.36:a. Shadow shades.



The drawing on the podium, that was laser 
cut, painted and sanded on MDF-sheets, was 
a part of  a construction description of  the 
exhibited model. Every loop represents one 
stitch, the dots are the needles and one row is 
one course. The drawing fades out to indicate 
that it continues and to increase this the model 
was also covering parts of  the drawing.
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Pic.37:c. Construction drawing.

Pic. 37:a. Pic. 37:b. Ledgend
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Pic. 38:b. Railway station, Moscow.

The visible and revealing construction and 
shape of  the space is familiar, for example 
recognized from a traditional way of  building 
train or railway stations. These building 
constructions are often transparent and easy 
to read, they are built in sections and it looks 
like the arch can continue forever. Even if  my 
vision, at an early stage in this project, was a 
bigger, more varied and not so strict space, I 
feel that I have manage to have an open mind to 
the results of  my investigation. Making a textile 
space, that relates to human size, focusing on 
the notion of  knit and weave, in the way I 
have chosen to work has taken a lot time. The 
monotonous work of  knitting and weaving has 
made me more aware of  the process of  joining 
threads and it has letting me know the materials 
and constructions strength and limits.

Pic.38:a. Railway station, Dresten.

SUMMARY

In my design process I have mainly worked 
with five yarns: A metal rod, a clothesline, a 
thin metal wire, a cotton yarn and a shrinking 
polyester yarn, Pemotex. The cotton and 
Pemotex yarns are compatible with the knitting 
machine. The clothesline, the wire and the metal 
rod worked as structural elements, holding the 
knitted textile. Still I feel that there are a lot of  
combinations to try with just these five yarns. 

Different approaches to building a space with 
the techniques weave and the knit have been 
investigated; constructing a permitted shape 
when knitting and weaving or afterwards 
shape a flat produced textile. In both scenarios 
the produced fabric is related to gravity and 
the will of  the material is contributing to the 
shape of  the space. When the permitted shape 
were applied there were to many improvident 

factors to consider. With the time limits and 
the aim to produce a larger space, I chose to 
exhibit a model were I focus on the joints in 
the constructed textile and how the techniques 
used met each other.  

Textile is a very wide a field; from technical aspects 
in smart textile to ancient, almost forgotten knotting 
techniques. Since the invention of  the synthetic 

Pic. 39:c. The yarns: Metal rod, clothesline, wire, cotton, 
Pemotex.

Picture removed due to copyrights, 
see bibliography for link.

Picture removed due to copyrights, 
see bibliography for link.
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fibers, textile has grown as a material to be 
almost endless in variation and the boarder 
between textile design and other disciplines 
are dissolving. Today, there are also lots of  
composite textile materials that are glued, coated 
or embroidered together that probably could 
solve my goal of  making textile stabile. But 
my focus has been on how the yarns are joined 
and the tension that is formed between them. 
Nonetheless it has still been important for me 
to work with typical characteristics of  textile 
such as tensile strength, flexibility and tactility. 
My aim has been to make the constructions as 
readable and visible as possible to invite people 
to recognize them in the outcomes of  the 
investigation.  

I see my work process as a research and gained 
knowledge, for me but also to the fields of  
both textile and interior architecture. The 
results of  the process are an attempt to make a 
comment on how textile can be used in interior 
architecture, but also to create bridges between 
the two fields. Architects and interior architects 
are used to see their projects in the virtual of  
a 3d-modeling program. But the way textile 
behaves, drapes, moves and feels is not possible 
to create in the computer, nor in a scale model. 
One needs to experience textile to predict how 
it will perform in the design. 

There is a hierarchy and tradition in the field 
of  architecture that neglects textile to be simply 
applied to the interior rather than be a part of  
it. Instead of  applying textile as a flat surface, 
such as a curtain or an upholstery fabric I have 
tried to exaggerate the technical, mathematical 
and engineer aspects of  the process of  creating 
a fabric and in the end, a space. This to broaden 
the general view of  textile, give it more status 
and show what it is capable of.

I see my textile knowledge and my design 
knowledge as two separate skills but still I need 
both. – The textile technical knowledge is used 
during the execution and the expected outcome 
of  the execution. The design knowledge is 
used to decide what to execute and what the 
intentions are. – Since the designs I come up 
with are reliant on my textile craftsmanship, 
they the skills are closely connected. Compared 
to approaching a three-dimensional textile as 
an artist or from the field of  crafts, my focus 
and interest has been in the investigation. The 
design investigation will never be finished. 
The exhibited model is one way of  making a 
textile space and in this context also a way of  
communicate my research.



Tensile strength (dragstyrka) is the capacity of  a 
material to withstand loads tending to elongate 
– if  a material can withstand while being 
stretched or pulled.

Drape or viscosity (fall) is how a textile is behaving 
when it is shaped, folded or pleated. When a 
fabric has a lot of  drape it shapes easily, it is 
floating and is moving graciously.

Repeat (rapport) is the smallest part of  a textile 
pattern that can be repeated to both horizontally 
and vertically to create an endless fabric. It can 
be a construction pattern or a decorative print.  

Selvage (stadkant) is a self-finished edge of  fabric 
where the threads often go back into the fabric 
to lock the edge. The selvages keep the fabric 
from unraveling or fraying and are a result of  
how the fabric is created.

Resilient (töjbart) means that the fabric is able to 
stretch but it does not have to go back to the 
original shape.

Knit stich and Pearl stiches (räta och aviga maskor) 
is two different stiches. Knit is the stich on the 
technical face side of  a plain knitted fabric and 
pearl is on the technical back side. A pattern 
combination with the two stiches gives a fabric 
with relief.

Single jersey is plain knitted fabric build with one 
type of  stich; knit or pearl. 

Bar is the matalic thing where the needles are 
attached to the machine that makes them go in 
one direction.

ANNEX 1 - Word dictionary
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The Carrier (släden) is the thing with a handle 
that one moves back and forth to knit on the 
knitting machine. It creates the loops by pulling 
the needles out, place the yarn in the hooks 
and then bringing the needles back to original 
position. 

Gauge is the number of  knitting needles per 
unit length, along the needle bar of  the knitting 
machine. 

Felting (filta/tova) is when you work and rub a 
wool fabric/yarn/fiber in hot water and soap. 
The process makes small hooks on the outside 
of  the wool fibers to link or connect to each 
other. The material gets harder and shrinks 
because of  the rearrange of  the fibers.

Float stitch (flottering) A loos tread that still is 
connected to the knitted fabric. Created by 
pulled needles.

Course and wale (varv och maskrad). Course is 
the row of  stiches going horizontally in the 
knitted fabric, wale is the column of  stitches 
going vertical.

Bounding point or interlacing (bindepunkt) is where 
the threads in a weave cross each other.

Flounce (volang) is excess fabric that creates a 
wave.



ANNEX 2 - Photo that was discribed (p.10)
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