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Part 5  Textiles 

Project 3 Clouds and pillars 

Research point 
As you work through Project 3, keep your eyes open for textiles in your everyday life 

as well as in museums and galleries… take a photo and make some notes… If you 

can find out who made the piece… 

 

 

Emmaus shop in Colchester High Street. 
The people the charity supports refurbish 
furniture. The sunlight makes this textile 
covered screen glow like stained glass. 
They obviously got a lot of this slightly 
60s looking fabric donated as it is 
covering many things in the shop. 
 
 
 

 

Section of a tapestry photographed in the 
Serpentine Gallery last year. By 
Lebanese artist and poet Etel Adnam.  

 

  

Spider silk cloth at the V&A made by 
Simon Peers and Nicholas Godley (saw 
it in 2012) and was riveted by the beauty 
of the cloth and extraordinary process. 
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This display of scarves in the Emmaus 
shop attracted my attention and 
reminded  me of Pae White’s 
extraordinary collection of printed Vera 
Neumann scarves. I saw them while 
visiting the Magnificent Obsessions 
exhibition at the Sainsbury Centre in 
Norwich.  

 
 

Scarves in the collection of Pae White by 
Vera Neumann 

 

Displayed like Tibetan flags at the 
Magnificent Obsessions exhibition. 

 

 My Liberty scarf from a collection by 
Richard Weston who scans images of 
stones and minerals and prints them onto 
silk. 
 

 

 

Textile dolls at the Minories Art School 
Gallery in Colchester. Made by Sue 
Parker.  
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A piece of Kantha embroidery (a wall 
hanging). Traditional designs made in the 
villages in Bangladesh. A gift when I was 
visiting. The designs are sewn onto 
layers of old saris. I am drawn to the 
lovely naïve art in these designs. 

 

 

 
Embroidered design on a set of napkins 
for sale at the Minories art gallery. [Need 
name of designer] 

 

Contemporary carpet design in Fenwicks 
/ Colchester. Need name of designer. 

 

Contemporary rug design Fenwicks. 
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Lovely organic design drawn from nature. 
Bedding in Fenwick. I might go back and 
buy this! 

 
As one of this purposes to this research project is to identify a subject to write about 
for the final assignment, I am turning my focus away now from household and 
everyday to textile art and installations. 
 

 

My friend Diana, a weaver, told me about 
the Henry Moore tapestries which are 
based on his Shelter drawings and were 
commissioned by him from the weavers 
at West Dean. They are on display at his 
studio in Perry Green in Hertfordshire but 
the studios are closed until mid April 
which is after my final deadline to finish 
all three level one modules. How 
frustrating is that!! 

 

Susan Lenz – I do and I don’t 

 
At this point I continued my research online and looked specifically at textile art 
installations and created a Pinterest Board at this address:  
https://uk.pinterest.com/sarawaterer/textile-art-installations/ 
 
 

 

Personal reflection 

My understanding of this research exercise is that it aims to impress upon us how 

textiles are woven into our lifestyles serving both practical and decorative purposes 

and also that looking broadly at textiles in this way will help to identify suitable 

https://uk.pinterest.com/sarawaterer/textile-art-installations/
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subject matter for Assignment 5. However, this exercise became much more 

interesting and absorbing for me when I moved away from the everyday use of 

textiles to look online at textile art installations (as prompted by my tutor). I recorded 

my findings in the Pinterest Board mentioned above.  

I found myself very attracted to the work of Magdelena Abakanowicz, who describes 

herself a sculptor and fibre artist, particularly her largescale Abakans and humanoid 

sculptures. Also the textile work of Louise Bourgeoise. And for me because I am 

interested in tapestry John Piper’s altar piece for Chichester Cathedral and Henry 

Moore’s Shelter drawing tapestries.   

http://www.abakanowicz.art.pl/
http://www.abakanowicz.art.pl/abakans/-abakans.php.html
http://www.abakanowicz.art.pl/dancing/-dancing.php.html
http://www.abakanowicz.art.pl/dancing/-dancing.php.html
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Research point 

Go online and see if you can find any 

more about the Sackler Gallery 

extension designed by Zaha Hadid. 

Serpentine Sackler Gallery; 

architect Zaha Hadid (1950-

2016) 

I visited the Serpentine Sackler Gallery 

last summer and distinctly recall the 

exhibitions in the vaulted brick 

Magazine as well as lunch in Hadid’s light flooded, restaurant with its shapely 

organic columns and accents of light. I wrote up the experience in my blog. 

The information that follows is an edit of the project description by the architects 

which I’ve done my best to make sense of. OCA your course materials told me much 

more in far fewer words! 

I find it fascinating that the use of textiles in architecture has enabled the 

contemporary elements of the project to be designed and built using seemingly 

weightless organic shapes that appear to dance with the light. My friend and I chose 

to have lunch there, pricey though it was, to enjoy the experience of simply being 

there. 

More about the project… sourced from the architects  

The Serpentine Sackler Gallery built in 2013 involved the conversion of a classical 19th century brick 

structure - The Magazine – and the creation of a new 21st century tensile [capable of being drawn out 

and stretched] structure; a synthesis of old and new. The Magazine was designed in1805 as a military 

gunpowder store with two raw brick barrel vaulted spaces and a frontal colonnade. Under-utilised and 

undervalued for many years, it had been a  storage space for the Royal Park since 1963.  

The Magazine was reinstated to its original historic arrangement creating a sequence of vaulted 

gallery spaces. A new extension was designed as a restaurant / light, uplifting social contemporary 

social space. 

“The new extension feels ephemeral, like a temporary structure, although it is a fully functional 

permanent building. It is our first permanent tensile structure and realization of our current research 

into curvelinear structural surfaces.  

“The tailored, glass-fibre woven textile membrane is an integral part of the building’s loadbearing 

structure. It stretches between and connects a perimeter ring beam and a set of five interior columns 

that articulate the roof’s high points. Instead of using perimeter columns, the edge beam - a twisted 

ladder truss supported on three points - dips down to the supporting ground in front, in the back, and 

 

https://learningmojo.wordpress.com/2016/07/28/alex-katz-etel-adnan-at-the-serpentine-galleries-in-london/
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on the free west side. On the east side this edge beam (and thus the roof of the extension) swings 

above the parapet of the Magazine. A linear strip of glazing gives the appearance that the roof is 

hovering above the Magazine without touching. The Magazine’s western exterior brick wall thus 

becomes an interior wall within the new extension without losing its original function and beauty.” 

“The envelope is completed by a curved, frameless glass wall that cantilevers from the ground to 

reach the edge beam and fabric roof. The interior of the new extension is a bright, open space with 

light pouring in from all sides and through the 5 steel columns that open up as light scoops. The 

anticlastic [of a surface having a curvature, at a given point and in a particular direction, that is of 

the opposite sign to the curvature at that point in a perpendicular direction] curvature of the roof 

animates the space with its sculptural, organic fluidity. The only fixed elements within the space are 

the kitchen island and a long smooth bar counter that flows along the Magazine’s brick wall. The 

tables, banquets and chairs are designed as a continuous Voronoi pattern, reminiscent of organic cell 

structures. Our aim is to create an intense aesthetic experience, an atmosphere that seems to 

oscillate between being an extension of the delightful beauty of the surrounding nature and of being 

an alluring invitation into the enigma of contemporary art.” 

References  

http://www.archdaily.com/433507/the-serpentine-sackler-gallery-zaha-hadid-

architects (accessed 14 March 2017) 

Can you find any more examples of architectural use of textiles? 

Of course humans have used textiles to create shelter throughout history. Yurts 

(wooden frames covered with stretched felt or skins) have provided durable homes 

for nomadic Asian tribes for at least three centuries. Sadly, canvas covered tents are 

today the only shelter available to millions of displaced people who have fled conflict 

in the Middle East. 

Today textiles, polymers and composites are increasingly being used in permanent 

buildings to create strong, tensile structures made from sustainable building 

materials, often replacing traditional materials such as wood, concrete, masonry and 

steel. The properties of fabrics made with aramid (heat resistant, strong synthetic 

fibres), carbon and glass fibres, combined with cross-linking resin systems can offer 

high strength to weight, high stiffness to weight and extreme flexibility in design and 

use.  

 

Venezuelan pavilion designed by architect 

Fruto Vivas; construction: Rasch und 

Bradatsch Architekten / 3dtex GmbH. 

Pavilion in Hannover Expo 2000 

Characterised by the shape of the orchid flower, 

its thirty-foot petals opening and closing 

depending on the weather. A protective film of 

https://www.collinsdictionary.com/dictionary/english/curvature
https://www.collinsdictionary.com/dictionary/english/given
https://www.collinsdictionary.com/dictionary/english/direction
https://www.collinsdictionary.com/dictionary/english/opposite
https://www.collinsdictionary.com/dictionary/english/sign
https://www.collinsdictionary.com/dictionary/english/perpendicular
http://www.archdaily.com/433507/the-serpentine-sackler-gallery-zaha-hadid-architects
http://www.archdaily.com/433507/the-serpentine-sackler-gallery-zaha-hadid-architects
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PVC-PES  membranes provides tensile strength, flexibility anti-adhesive properties, 

which means that the material remains dirt-resistant for years and is easy to clean.  

Dadong Art Center, Taiwan, Mayu  Architects 

(2012) The Art Center creates a sequence of 

public spaces by means of membrane-covered 

interstitial [between structures or objects] open 

space between four major facilities - theatre, 

exhibition hall, art library and the education 

centre. 

 

 

Yonkers Raceway and Casino, New York, 

Studio V Architecture, PLLC, New York, NY 

(2013). Fabric Type ETFE Film 

 

 

 

 

Hajj Terminal at the King 

Abudlaziz International Airport, 

Mecca (1981).  Architects SOM used 

the form of the Bedouin tent to create 

what was at the time the world’s 

largest cable-stayed, fabric-roofed 

structure. 

 

References 

http://www.technical-textiles.net/shop/nt/textiles-architecture-materials-suppliers-

building-and-construction-print-format (accessed 14/03/17) 

https://www.architonic.com/en/story/susanne-fritz-the-very-fabric-of-architecture-

textile-use-in-construction/7000625 (accessed 14/03/17) 

http://www.archdaily.com/286718/dadong-art-center-cie-mayu-architects/ (accessed 

14/03/17) 

http://www.technical-textiles.net/shop/nt/textiles-architecture-materials-suppliers-building-and-construction-print-format
http://www.technical-textiles.net/shop/nt/textiles-architecture-materials-suppliers-building-and-construction-print-format
https://www.architonic.com/en/story/susanne-fritz-the-very-fabric-of-architecture-textile-use-in-construction/7000625
https://www.architonic.com/en/story/susanne-fritz-the-very-fabric-of-architecture-textile-use-in-construction/7000625
http://www.archdaily.com/286718/dadong-art-center-cie-mayu-architects/
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http://www.som.com/projects/king_abdulaziz_international_airport__hajj_terminal 

(accessed 14/03/17) 

 

Christo and Jeane-Claude 

Surrounded Islands 1980-83 

Note down your thoughts on this work in your learning log. Do you agree with our 

analysis above? 

In this temporary work created in 1983 eleven of the islands situated in Biscayne 

Bay, Greater Miami, were surrounded with 6.5 million square feet (603,870 square 

meters) of floating pink woven polypropylene fabric covering the surface of the water 

and extending out from each island into the bay. 

Yes I do agree with your analysis except that I might consider the work to be 

transforming rather than defining. If it were defining the materials / colour and 

concept might reflect the nature of the islands themselves.  I don’t feel  that is the 

case.  

My first reactions to this work were that it was visually arresting (viewed from the air 

at least) but thank goodness it was temporary and that the artists don’t create these 

kind of artworks any more. I hope a good use for the polypropylene fabric was found 

when the installation was dismantled. I tend not to get enthusiastic about artwork that 

aims simply to be different or sensational. I find myself looking for deeper meaning 

and, although, I concede,  I might not have looked hard enough, I find none.  

Update: Reading further I found the following on The National Gallery of Art 

Washington website: 

“Evoking hibiscus flowers and flamingos, the vibrant woven polypropylene fabric was 

sewn to correspond to the contours of each island. As the unfurling began on 4 May 

1983, the islands themselves seemed to bloom. The artists and their crew of 430 

surrounded the last island three days later. Remaining on view for two weeks, the 

work was visible to the public from the causeways, the land, the water, and the air.” 

This additional information doesn’t unfortunately do much to change my opinion. It 

seems an awful lot of resource spent to say very little of significance at potentially 

high risk to the marine life. The website goes on to say that “ultimately, the project 

benefited its surroundings: Christo and Jeanne-Claude's crew removed forty tons of 

garbage from the uninhabited islands”. I’d still like to know where all that pink non-

biodegradable fabric ended up… Of course it may have been recycled and put to 

good use. Nowadays with much greater awareness of environmental impact, 

http://www.som.com/projects/king_abdulaziz_international_airport__hajj_terminal
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identifying an appropriate end use for the materials from the outset would be 

considered vitally important. 

Reference 

 https://www.nga.gov/exhibitions/2002/christo/islands.shtm (accessed 14/03/17) 

 

Research point 

Wrapped Trees, Christo and Jeane-Claude (1998, Berower Park, Riehen, 

Switzerland) 

“The ‘wrapping’ is not at all the common denominator of the works. What is really the 

common denominator is the use of fabric, cloth, textile. Fragile, sensuous and 

temporary materials which translate the temporary character of the works of art.” 

Find out more about the Wrapped Trees project… Look at the work from the point of 

view of the textile rather than the trees. How does this affect your experience of this 

piece of work? 

Edited description from the artists’ website: 

Christo created his first Wrapped Tree in 1966 as part of a personal exhibition at the 

Stedelijk Van Abbemuseum in Eindhoven, the Netherlands. By placing the tree, with 

its roots wrapped in fabric and branches wrapped in polyethylene, inside the 

museum, where it was shown on a pedestal, Christo paradoxically changed its 

habitat. In the same year, Christo and Jeanne-Claude proposed to wrap the crowns 

of forty live trees near in Forest Park, Missouri in winter, when they are leafless and 

dormant. The project was opposed and fell through. 

In 1969, they sought permission to wrap the 330 trees bordering the Avenue des 

Champs-Elysées and the Rond Point in Paris. This too fell through.  

The arists finally succeeded 32 years after their initial attempt with Wrapped Trees, 

Fondation Beyeler and Berower Park, Riehen, Switzerland, 1997-98 when they 

wrapped 178 live trees. 

Quick analysis: ART / LARGE SCALE / TRANSFORMING AND DEFINING / 

IMMERSIVE (people could walk around and between them) / SHAPE 

From the point of view of the textile, rather than the trees… the textile is translucent 

with a sense of fragility. It enables the viewer to see the skeleton shapes of the tree 

branches. In this sense it is very like the leaves themselves that are also fragile and 

temporary. The fabric defines tree-like shapes. We see fabric and we know it is 

https://www.nga.gov/exhibitions/2002/christo/islands.shtm
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fabric but we also know they are trees. The transparent fabric has a parallel with the 

plastic that wraps the branches (and roots) of trees when they are delivered to us by 

mail order. They look dead but one hopes that they are not. 

http://christojeanneclaude.net/projects/wrapped-trees-2?view=info 

http://christojeanneclaude.net/projects/wrapped-trees 

 

Yayoi Kusama 

Infinity Mirrored Room 1998 

ART / TEMPORARY / FORMING / IMMERSIVE /PATTERN + COLOUR + 

REPETITION 

Rowan and Erwan Buroullec 

Clouds 2008 

ART + DESIGN they are functional / LARGE SCALE (but perhaps not always) / 

FORMING / IMMERSIVE + DISTANT / REPETITION AND SHAPE 

Marianne Straub 

Moquette textile 1970 

DESIGN / PERMANENT / SMALL SCALE (at least when covered items viewed 

individually) / TRANSFORMING – what is covered is changed? IMMERSIVE + 

DISTANT / PATTERN + COLOUR + REPETITION 

For the record: http://www.pickmix.co.uk/20015225-colour-transparency-dr-heinz-

zinram -have tried several times but get an error report when trying to access this 

page.  

 

  

http://christojeanneclaude.net/projects/wrapped-trees-2?view=info
http://christojeanneclaude.net/projects/wrapped-trees
http://www.pickmix.co.uk/20015225-colour-transparency-dr-heinz-zinram
http://www.pickmix.co.uk/20015225-colour-transparency-dr-heinz-zinram
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Exercise 1 

Think back to your work on visual communications and their various contexts (part 

three). What function is Straub’s textile serving here other than providing something 

hard wearing to sit on?  

Contextual info 

Marianne Straub OBE (1909 –1994) was a leader in 

industrial textile design. She created upholstery for 

everything from London Underground to BEA aircraft. 

Interestingly she almost always developed her ideas on a 

handloom before trying them out with machine 

manufacture. She believed that if more designers tried out 

their ideas first, there would be fewer bad results. I can 

find no explanation for why she thought this but perhaps 

her relationship with her handloom fed her creativity and 

enabled her to make easy and early adjustments to her 

designs through a process that extended a handcrafted design to mass production. 

Straub was among the designers who created livery for the moquette upholstery 

on London Transport buses and trains. Moquette, from the French word for carpet, is 

a woven pile fabric in which cut or uncut threads form a short dense cut or loop pile 

with durability and anti stain properties. 

Her blue/green design (known as Straub) was used on buses and trains entering 

service from 1969–78 – notably on trains on the Piccadilly line extension 

to Heathrow Airport opened in 1977. The design – and variations of it – also featured 

in British Rail carriages. 

What function is Straub’s design serving here? 

Looking at this design I’m instantly transported (pun intended) to the daily Piccadilly 

Line journey to work that I did in the 80s. This design was very much a part of the 

London Transport experience.   

I can distinctly recall the feel of the fabric; while not unpleasant it’s was a strange 

marriage of velvet and sandpaper. You certainly wouldn’t slip around on it – it 

gripped you. I’m surprised at how vividly I can recall this sensation.  

The design was an element of the London Transport brand so it needed to 

communicate associated brand values and relate to the passengers.  

The abstract design of repeated rectangles and squares is reminiscent of urban 

living, of office blocks and a city skyline. It’s a clean and efficient design, as a 
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transport service should be. The colours are bright but neither feminine nor 

masculine – they are inclusive. Floral motifs and colours, for example, might feel 

frivolous or too feminine. With its bold design and vibrant (yet calming) colours, it is 

positive and uplifting reflecting how we would like to feel when embarking on a 

journey.  

To my surprise this stool for sale in the London Transport 

Museum shop for the not inconsequential price of £180 has 

become an object of desire. It must be the Straub fabric and 

the association with my youthful London life and all the many 

thousands of places I’ve travelled to sitting on that velvety 

sandpaper. The emotional power of pattern and fabric… this 

one is now embedded in my mind along with the yellow polka 

dot dress my mother made me. 

 

References 

https://en.wikipedia.org/wiki/Marianne_Straub (accessed 15/03/17) 

https://en.wikipedia.org/wiki/Moquette (accessed 15/03/17) 

http://www.ltmuseum.co.uk (accessed 15/03/17) 

  

https://en.wikipedia.org/wiki/Marianne_Straub
https://en.wikipedia.org/wiki/Moquette
http://www.ltmuseum.co.uk/
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Research point 

Christian Boltanski’s (1944 France), Personnes at the Grand Palais, Paris, 2010 

Start by analysing it using the terms set out at the start of Project 3:  

ART / TEMPORARY / LARGE SCALE / TRANSFORMING / IMMERSIVE / 

REPETITION AND SHAPE (or shapelessness?) 

 

 

Christian Boltanski's installation Personnes for Monumenta 2010  
at the Grand Palais, Paris. Photograph: Didier Plowy  

(from The Guardian website) 

The Grand Palais is a large historic exhibition hall and museum complex in the heart 

of Paris on the Champs-Élysées. It housed Boltanski’s monumental 2010 installation 

which consisted of a mountain of clothes arranged by an enormous mechanical claw 

into 69 ‘camps’ of garments laid out on the floor like dead people. Boltanski 

described it as “like a mosque with all the carpets”. The clothes used in this giant 

animated tableau were later recycled.  

Boltanski recorded the heartbeats of 400 people and these formed a soundtrack that 

permeated the installation. In an interview for Vernissage TV the artist said these 

remind us that we will all be dead, that we can preserve the sound of the heart beat 

but not the person. Visitors to the installation were invited to record their own 

heartbeat thereby adding to Boltanski’s collection of preserved heartbeats. 

The artist used the empty clothes to represent and dehumanise people. Young and 

old, they are there but not there. The empty clothes of people lying face down as if in 

mass graves. No longer living people with names, identities, feelings and 

individuality but simply piles of crumpled clothes.  

Personne is an interesting word in French and has no direct equivalent in English – it 

means ‘someone’ but also ‘no-one’ and perfectly describes the inhumanity with 



Sara Waterer 511909 | Creative Arts Today | Part 5 Textiles | Project 3 Clouds and 

pillars  | March 2017 

 

 

P
a

g
e
1

5
 

which many people, past and present, have been treated and continue to be treated. 

It conjures up thoughts of the Holocaust and Auschwitz, the ethnic cleansing that 

took place in Rwanda and, more, recently, the relentless bombing of Aleppo in Syria 

with scant regard for the lives of the people living there. 

The installation’s mechanical claw communicated a message about man’s 

inhumanity to man, often using powerful weapons from a distance. Boltanski says 

the installation is “The Finger of God” and that by chance we are alive today but may 

die tonight or tomorrow. He says the installation is “an experience inside something, 

terrifying, not happy, like the two circles of Dante’s Inferno”.  

Boltanski is a world renowned artist. As a maker of monuments and memorials his 

work addresses themes of life and loss and the inevitability of death. He is a 

sculptor, photographer, painter and film maker and most well known for his 

photography installations such as his 1988 work The Storehouse which evokes the 

tragedy of the Holocaust. 

References 

http://vernissage.tv/2010/01/14/christian-boltanski-personnes-monumenta-2010-at-

grand-palais-paris-interview-part-1/ (accessed 15/03/17) 

https://www.theguardian.com/artanddesign/2010/jan/17/christian-boltanski-

personnnes-paris-review (accessed 15/03/17) 

http://www.tate.org.uk/art/artists/christian-boltanski-2305 (accessed 15/03/17) 

https://www.moma.org/collection/works/80857?locale=en (accessed 15/03/17) 
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