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process easy, or at least rather quick after the design was programmed. I was utterly astonished to learn that 
Ellen had been working continuously for 14 hours, with small stones in her shoes to prevent her from falling 
asleep over her sewing machine. However, Ellen had told me that the very idea of her silk project was a multi-
layered sewing process, and that she did not at all know whether this would be possible. My joy was great 
when I heard her very fast steps crossing the floor to my office, telling me that it worked! It could be done! 

 

Figure 5. Hand-built black porcelain with inserted white and gray porcelain patterns. Using a roller to press the inserted clay 
into the board and a steel tool to clean the surface, making the patterns come forward. 

Anne: I used two different techniques to make the porcelain boards. One was hand-building using plastic clay. 
The other was casting in plaster moulds. Hand-building porcelain boards (Figure 5) proved to be complicated. 
Square boards (40 x 40 cm), tended to have inner tensions that caused fractures. With every new opening of a 
kiln, I was breath-taken by excitement: What would meet me? Would the boards be cracked? This was 
followed by grief when some of the most promising and intriguing works turned out to be all cracked, and 
went directly to the waste bin. Still, after months of work, I had more than 20 boards without any flaws at all. 
Some of them had small warps, which I accepted and even applauded. I found that these tokens of hand-
making made them unique and created a living expression.  
Ellen: Anne’s porcelain works are made by hand as tools; the weight of the body, the fast and decisive moves 
were fascinating and inspiring to watch. Fascination because this way of working gives a personal imprint on 
the finished product. The small irregularities in the surface reflect the movements of the body and a sincerity 
that is also a feature of the finished product. Anne’s bodily imprints are a marked part of the expression. 

 

Figure 6. A marbled and kneaded clay lump is cut into thin slices, which are combined and inserted into a porcelain board.  

Anne: The hand-built boards have patterns of inserted clay. The inserted fields are made by marbling black and 
white porcelain, cut into thin slices which were inserted into a still plastic square clay board (Figure 6). In order 
to obtain vitality and energy in the marbling, I twisted the clay lumps in various ways. The result was that 
however hard I tried, I could never repeat a pattern or image. The boards are all unique, and can never be 
replicated. I could not foresee what would occur when I sliced the clay lumps. Each time was an excitement: 
What was hidden in the lump of clay this time? What I found, was that time and again the abstract patterns 
proved to be figurative. Strange creatures emerged, walking across the boards when I inserted them into the 
wet clay.  
Ellen: In this phase of her working process, Anne took an entire ceramic workshop into her possession, in a 
period when students were not there. I was overwhelmed by the working tools unpacked from the cases. 
Tables and benches I knew from before were covered with new boards in a drying process. The new ones were 
different from what I had seen before. Random and playful human- and animal figures emerged. Anne showed 
me how the intarsia works were made, moving concentrated and smoothly around the table, with full control 
of her working tools. 
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Figure 7. Powder clay is diluted in water, then poured into a plaster mould. The sheet of porcelain is taken out of the mould 
while still plastic. 

Anne: In contrast to the hand-building, the making of casted boards was not at all complicated (Figure 7). They 
hardly ever cracked during firing. They could be made fairly thin, so that when fired, they were translucent, 
letting the light come through.  
Ellen: Anne invited to expositions when new boards were fired. They were placed in rows and stables. I had 
seen her sketches and heard about the process, and I was excited by the recognition. I lifted the boards 
towards the light, touched the surface, evaluated expressions, and grouped the works into various categories 
based on their expression. In these brief meetings, the boards were the topic, one at a time. Anne explained 
her intentions, enthusiastically and informatively, what went well and what went wrong. Together, we 
searched for the aesthetic expression of every board, structure, colours, and lines. We moved, organised, and 
grouped them, looking for new expressions that occurred in this process. Neither of us mentioned the 
exhibition in the Foyer Gallery in October. The exhibition was like a context in the air, far ahead.  

Material Contrasts and Integration 

The two materials, despite their diametrically opposite qualities, also have a striking similarity. From the 
outset, we tried to combine and integrate them. 

 

Figure 8. Left; linen fibres to be kneaded into the porcelain clay. Middle; sketches of porcelaineous textileness. Right; a 
porcelain board resembling a textile sheet. 

Ellen: Various forms of integration were tried out, important for us, though hardly visible at all for others. 
Anne was, literally speaking, realising clay and textile integration, mixing linen fibres into the porcelain clay. 
The linen fibres made the porcelain clay stronger (Figure 8).  
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Figure 9. Left; sketch on paper. Middle; perforated porcelain board. Right; fired porcelain board with inserted wool thread.  

Anne: An initial idea of co-operation was a combination of materials in one artwork. Hence, a porcelain board 
was perforated for inserting silk thread, as an entanglement of silk thread sewed into porcelain (Figure 9). 
Ellen: It was all very rehearsed, the stirring of porcelain in the bucket, the way the porcelain soup was poured 
into the plaster moulds. The plaster absorbed the water, and I was surprised by the speed of this process and 
how fast she had to work. Just a few minutes before the porcelain in the moulds were dry enough, she took 
the still-plastic porcelain board over to the working bench for the further process. “This board is for you,” she 
said, and gave me a plaster mould. She asked me to make holes in it for sewing after firing, so that our two 
materials could be combined.  
Anne: Ellen is a poet. Her sketch made exactly the right amount of energy in the design. The holes were made 
in the same kind of dynamic design, while the fired board had the same perforations, but the thread was sewn 
in a totally different pattern, breaking the strong direction and energy of the sketch, including a poetic, organic 
element. 

 

Figure 10. Left; lichen form textile front. Middle; lichen form textile back. Right; detail textile lichen form. 

Ellen: My experience is that digitally sewn pieces in many ways become too perfect, too clean, too smooth, 
sterile, and almost static. I missed a fervour in the expression. I have sought to give those expressions a 
personal imprint. By using relatively thick silk thread, long-awaited irregularities came into their own, so to 
speak (Figure 10). Due to the frequent changes of the bobbin thread, an overlap of stitches was required. In 
this way, the stitches needed more space, in areas I did not decide. These small and insignificant irregularities 
caused by frequent bobbin changes left a personal imprint. The silk sheets consist solely of numerous stitches. 
Variations in shapes and different directions of density, length, and stitch, layer upon layer with the same type 
of thick silk thread, both under and upper thread, summarise a great part of my improvisation. The silk thread 
fascinates me, both its expressions and qualities; organic, loosely wound, flexible, smooth, shiny, dry, a slightly 
sticky surface, and the strength of the material.  
I was still working with the digital design inspired by lichen formations on stone. Stone is hard as fired 
porcelain. I have been collecting lichen formations for years, thinking of large formations on the wall. The 
lichen form in the photograph (Figure 10) was passed among the public at the opening of the exhibition. It is 
very fragile and can easily be broken. Due to the sewing technique, the fabric is thick and stiff, resembling the 
character of porcelain boards.  
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Figure 11. Left; showcase outside the gallery. Right; juxtaposition. The goose and the waves. 

Ellen: The goal was a common exhibition, where the participation and contribution of both should make a 
harmonious, polyvocal expression. Both of us were inspired by the other’s materials, directing our own 
expressions towards the other. We tried to entangle the materials by combining porcelain boards and silk 
thread, but we ended up by combining the expressions as a narrative whole. The goose was positioned on 
strings of silk, in front of the board with the wave structure, whose back side had been covered by a metal 
sheet (Figure 11). This represents both an assembled unity and the polyvocal character of the project. For this 
reason, we placed this exposure outside the entrance of the exhibition, as a representation of the exhibition 
concept.   
Anne: What intrigued me, was to expose the differences and extremes of our aesthetic, material concepts, 
while at the same time there had to be some similarities for the juxtaposition of the two opposites to be 
interesting at all. The inner and deeper coherence of the contrasting aesthetics is what made this exposition 
vibrant. The silvery board is named ‘Honouring the unfortunate’, as an appropriation of the board that had the 
misfortune of being cracked in the firing.  

Meaning. Representations                                                      

 

Figure 12. Porcelain boards, 35x35 cm. Left; abstract patterns Middle; ‘Migrating birds flying over France’ Right; ‘Dancers’. 

Anne: Improvisation of serendipities. The plan was non-figurative boards, with dynamic patterns, enhancing 
energy and vivacity. However, from time to time figurative elements emerged. In an improvisation process, I 
combined these shapes into moving images on the board. I tried to break the picture-in-a-frame association by 
shapes of the inserted clay at the lower edge of the boards (Figure 12). 
Ellen: When Anne’s abstract shapes emerged in the porcelain boards, I was first and foremost fascinated by 
the apparently abstract patterns, which, at a closer look, had associations to recognisable human- and animal-
like forms. The movement in the motives of the boards reminded me of images in a black-and-white stop 
motion film. There were comprehensible stories emerging. This triggered the thought of making 
representative shapes myself.   
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Figure 13. Left; first sketch, textile on silk strings. Right; buck on strings. 

Ellen: At some point, we started to consider using more of the gallery space, not only the walls. I started to 
fasten the silk pieces on long silk threads, allowing them to hang from the roof in the open space. The Buck has 
a surface sewn with a 22-degree angle in the first layer and a 112-degree angle in the second layer. This was 
the largest needle-breaker of this project: six needles on the first attempt (Figure 13). The crane and buck 
were redesigned from a previous textile project, where they had been sewn as a motif on a textile background 
(Baskår, 2020). The great advance of the digital working method was that the design could be re-used and 
developed further.  
Anne: I love the Buck! He is a sturdy one. The figurative forms made a marked contrast to the majority of our 
artworks, which were abstract forms. 

The Exhibition  

 

Figure 14. Left; familiarity of materials: color, structure, and surface quality. In front porcelain boards, in the back silk 
sheets. Right; silk sheet structure and surface. 

Ellen: Usually textile works have a significant front - and backside. In these works, using the same type of 
upper- and bobbin thread, the expression got two equal sides. I wanted to make this visible for the exhibition 
audience. For this reason I ordered solid wooden frames with glass on both sides. The frames hung from the 
ceiling in the room so the textiles could be viewed from both sides (Figure 14). The distance to the wall was 
short enough to make sharp shadows. The shape and colours of the frames were chosen to match A’s works. 
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Figure 15. Left; hand built porcelain boards, seen through coastal pine tree on strings. Middle; crane on strings in front of 
textiles in frame with two sided glass. Right; textiles on strings mounted in a showcase. 

 

Figure 16. Black and white porcelain boards, intarsia. Triptych: ”The animal strikes back. The viral bat”. 

 

Figure 17. Porcelain boards in steel showcases. Left; intarsia works. Marbled patterns expose the plasticity of clay, in hard 
porcelain boards. Right; white, casted porcelain boards with a wave structure, one covered with metal sheet. 

Anne: In order to use the entire room, we found that frames and showcases were needed. They were designed 
and produced for this exhibition. Five steel showcases, made of 20 mm square steel, were designed and 
produced for the exhibition (Figure 17). The showcases were 180 cm of height, thus making a substantial 
contribution to the architectural expression of the exhibition.  The porcelain boards were mounted in the 
showcases with steel bolts, all produced for this exhibition, and 0,3 mm cords of spring steel (Figure 18).  
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Figure 18. Details. Left; textile on strings, an L-shaped piece of wood, constructed with holes close together for keeping the 
strings tidy and hiding the tassels. Middle; steel bolts through holes, cords of spring steel. Right; porcelain boards fastened 
with bolts at the edges, with no holes in the board. 

Discussion 
Once the art-making and exhibition project is finished, writing is a way of making explicit the tacit, embodied 
knowledge gained in this project. This is not an easy enterprise. For example, there are emotions evoked. A 
was moved by the shimmering, vibrant apparition of E’s silk works. E was moved by A’s playful, marbled 
porcelain boards. Emotions evoked by the aesthetic expressions are hard to verbalise, while still essential to 
our experience of quality, which was a major objective of our project. The feelings of pleasure when we 
encounter aesthetic quality respond to Eisner’s connoiseurship model. Embodied recognition of high artistic 
quality, gained by training, education, and artistic practice, tend to evoke good feelings, and vice versa. These 
emotions are an integrated part of a qualified evoluation of artworks. Given that connoisseurship is this kind of 
tacit, embodied knowledge, criticism is a way of verbal communicating this. In a dialogic process of art-making, 
we need both.   
Initially, we tried different variants of entangling silk and porcelain into one artwork. Our conclusion was 
unanimous: This did not succeed. Hence, we decided that the best way of collaboration was to work each on 
our own items, in two separate paths of co-creating the final result, the exhibition. Surprisingly, we realised 
that we did not have to do our work at the same time, nor in the same workshop. There were some meetings, 
but most communication was on e-mail and SMS, including photographs of our recent achievements. We did 
not always use words at all. The digital communication was visual, while the dialogue on campus was material 
as well. What emerged was a reciprocal, continuous awareness of the other’s project, and a will to respond to 
the other’s ideas and aesthetic expressions throughout. A made a series of all white boards in order to match 
the white silk-works. E made thick, structured silk pieces that responded to the character of porcelain. This 
collaborative approach was decisive for our project, a force that drew our aesthetic expressions towards one 
another. Over time, this became an inner and deeper coherence of the contrasting aesthetics, essential to 
what made this exhibition vibrant.  
Thus, dialogue has been a major feature of our art-making process throughout. We learned from each other, 
seeing our own works from the other’s perspective, and commenting the works of one another. We recognise 
what Bakhtin called a particular polyphonic thinking, like in the polyphonic novel, though in another medium.  
Our experience from this project is that dialogue is an effective mode of learning. We regard this transferable 
to teaching, and to further collegial collaboration as well. The exhibition as such and our vocal presentations 
for students and colleagues were a way of communicating this experience. A number of students contacted us 
on various issues, referring to the exhibition and our presentations. We told them about the process, the 
meticulous efforts of developing the craft techniques, our frustrations of failed results, and the pleasure of 
achieving final results. This underscores another aspect: the vulnerability of transparency. Transparency is 
crucial to research as such, and to artistic research in particular, because the researcher is investigating her 
own project. Most of us have a resistance against letting others into our private sphere. Searching for the 
expressions, the beauty, or the powers of artworks is personal and tend to be in the core of our private space. 
It really hurts to expose flaws and failures. This is the cost of artistic research, and this is what you have to 
endure in a co-creation project, too. 
Our choice of duo-ethnography is related to what Norris et al. describes at the dialectic process of juxtaposing 
narratives for multiple understandings. Exposing different voices that do not need to be united or concluded, is 
the basis of our dialogue. However, a number of chapters in this paper are written collectively. The reason why 
there are no dissonances exposed, is simply that they were not there. We were surprisingly agreed throughout 
the project. There are two major reasons for that: First, we chose each other as collaboration partners because 
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we were both attracted by the artworks of the other, and because we were colleagues. Second, we decided 
that the co-creation part of the process was to be the final exhibition, not each artwork as such. This proved 
utterly fruitful to our art-making, and surely prevented disputes that could be expected if we were to work 
both on the same items. Still, with contrasting materials and artistic expressions, there was also a strong 
resemblance and attraction between the artworks. Hence, in this case our polyvocal project also has univocal 
aspects. In sum, the duo-ethnographical approach of polyvocal research matches our personal dialogic 
approach. The duo-ethnographic ideal of mutual awareness proved to be crucial to the final exhibition and to 
our learning process throughout this project. 
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