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Introduktion / Introduction

Den komplexa och ofta brutala historien kring textilindustrins globala handel i nutid och datid har statt i
fokus for Alke Schmidts senare produktioner. Justice, Freedom & Bread (Réttvisa, Frihet & Brod) utforskar
textilindustrins politik och moral genom tiderna och hur denna industri paverkar och férenar manniskor
varlden over. Utstallningen bygger vidare pa hennes tidigare utstallningar och platsspecifika installationer
pa historiska museer och textilfabriker i London och runt om i England. | utstallningen har pa Rydals
museum lagger hon dven till inslag ur den svenska textilhistorien.

Utstallningen har planerats i samverkan mellan konstnaren och Rydals museum sedan 2018.

Hosten 2019 besokte Alke sjdlv Sjuhdradsbygden for att gora research kring traktens egen textilhistoria.
Med det materialet som grund satter hon i denna utstéallning dven var lokala textilhistoria i ett globalt
sammanhang och sammankopplar Sjuharads textila arv med platser dar vara klader tillverkas idag.

I sina verk kombinerar Alke ett dekorativt uttryck med tankeviackande budskap. Genom att sla samman
sina roller som bade skapande konstnar och samhallskritisk medborgare utnyttjar hon konstverkets
formaga att dra till sig betraktarens uppmarksamhet for att lyfta samtida sociala missférhallanden och
miljofragor. Hon &r 6vertygad om att for att kunna forsta och férandra var varld idag, sa maste vi betrakta
det forflutna. Darfor vill hon ocksa satta dessa dagsaktuella @mnen i ett historiskt sammanhang.

Alke arbetar i en mangd olika material, som hon ofta medvetet viljer med utgangspunkt fran de
berattelser hon vill férmedla. Bilder hon hittat, monster, tyger och texter ingar ofta som en del i hennes
konst. | den nu aktuella utstallningen innehaller varje verk ett textilt material som dr medvetet valt for sin
koppling till den historia som berattas.

Alke Schmidts verk har stallts ut pa atskilliga platser i saval i Storbritannien som internationellt. Hon bor
och arbetar i London. www.alkeschmidt.com

The complex and often brutal history of global textile supply chains past and present has been a major
focus of Alke’s recent work. Justice, Freedom & Bread explores the politics and morality of the textile
industry throughout time and how this industry affects and connects people across the world.

The exhibition builds on her previous exhibitions and site-specific installations in historic museums and
textile mills in London and across England, now bringing Swedish stories into the mix.

This exhibition, which has been a work in progress since 2018, was planned by the artist in close
cooperation with Rydals museum. In autumn 2019 Alke herself came to visit ”Sjuhdradsbygden” (an area
of seven districts in southwestern Sweden surrounding the city of Boras) where she researched the local
textile history. Using inspiration and materials collected during her visit, Alke puts the textile heritage of
southwestern Sweden in a global context and links the textile heritage of Sjuhdrad to the present world
and the places around the world where our clothes are manufactured today.

Alke Schmidt’s work combines beautiful form with thought-provoking subject matter. Fusing the roles of
the artist as creator and critical citizen, she uses the visually seductive qualities of her works to challenge
current social and environmental issues. Her work also puts those issues in historical context, reflecting
Alke's belief that we must engage with the past to understand - and improve - the world today.

Alke works in a variety of media, which she selects according to the stories she tells. Found images,
patterns, fabrics or texts are often incorporated into her work. In this exhibition, each work incorporates a
different fabric, chosen for its association with the story being told.

Alke has exhibited widely in solo and group shows in the UK and internationally. She lives and works in

London. www.alkeschmidt.com



Denna gobelédng ar en hyllning till bangladeshiska
textilarbetare som demonstrerar fér hogre 16ner
och battre arbetsvillkor. Bangladesh —som &r den
nast storsta textilexportoren efter Kina — ar ett
centrum for kampen for att starka arbetarnas
rattigheter i textilindustrins globala leveranskedjor.
Trots regeringens fientliga installning spelar lokala
fackféreningar en

viktig roll i den kampen och de har fatt stod

av brittiska och internationella fackliga
organisationer. Vasterlandska modemarken som
har utlokaliserat sin produktion till Bangladesh, har
borjat inse att det ar viktigt med féreningsfrihet och
kollektiva forhandlingar for att skapa anstandiga
arbetsvillkor for arbetare i leveranskedjan.

The Power of the Union (Fackforeningens styrka)
har inspirerats av brittiska fackforeningars standar
och av fotografier av textilarbetarnas
demonstrationer i Bangladesh sedan 2010.

Verket innehaller farggranna indiska blocktryckta
bomullstyger som konstnaren har kopt pa
tygmarknaden i Mumbai.

1. The Power of the Union (2016)

Oil and Indian block-printed cotton fabrics on
canvas.

Olja pa duk och indiskt bomullstyg med
blocktryckt moster.

This wall hanging celebrates Bangladeshi garment
workers demonstrating for higher wages and better
working conditions. Bangladesh - the second biggest
textile exporter after China - is a focus of the struggle for
workers’ rights in global textile supply chains. Despite
ongoing government hostility, local trade unions play a
vital role in this struggle, and they have been supported
by British and international unions. Western fashion
brands that outsource production to Bangladesh are
starting to recognise that freedom of association and
collective bargaining are essential for achieving decent
working conditions for supply chain workers.

The Power of the Union was inspired by British Trade
Union banners and by photographic records of garment
workers’ demonstrations in Bangladesh since 2010.

The work incorporates colourful Indian block-printed
cotton fabrics which the artist bought at the Mumbai
cloth market.



Se dven nr 15, The Spectre.

Pa dessa tva stora gobelanger flatas monster av
William Morris (1834-1896) — Englands berdmda
formgivare inom Arts and Crafts-rorelsen, tillika
konstnar, entreprendr, forfattare och socialistisk
visiondr — samman med 1800-talsillustrationer av de
maskiner som fanns vid bomullsfabrikerna i
Lancashire pa hans tid.

| Morris’s Dilemma vaxer en trippelexpansions-
angmaskin pa ett spinneri fran 1892 fram ur
Honeysuckle&Tulip-monstret, med sina hotfulla
cylindrar som dopts till KAPITAL och ARBETE.
Illustrationerna har hamtats fran en viktoriansk
branschtidning, "The Textile Manufacturer”.

Morris fick oblekta tyger till sina bomullstryck fran
fabrikerna i Lancashire, trots att han forfarades av
den industriella massproduktionen. Pa den tiden
fanns det inga kommersiellt gdngbara alternativ och
en liten enskild inkdpare som Morris hade ingen
makt att driva igenom en férandring i nagot foretag.
Vid sina verkstader i Merton Abbey kunde Morris
atminstone delvis sjalv ta kontroll 6ver
produktionsprocessen. Dar fargades och
blocktrycktes bomullstygerna for hand i en miljo
med battre arbetsforhallanden dn vad som var
brukligt vid den tiden.

Morris ansag att den industriella massproduktionens
missforhallanden berodde pa det kapitalistiska
systemet, som han angrep genom sin politiska
aktivism.

Morris var ocksa val medveten om kapitalismens
globala foljdverkningar: ”... en indisk eller en
javanesisk hantverkare kan inte langre i lugn och ro

2. Morris’s Dilemma (2019)

Qil on patterned linen/nylon upholstery
fabric (Morris & Co pattern “Honeysuckle &
Tulip”).

Olja pa mobeltyg i linne/nylonblandning
(monster fran Morris & Co: "Honeysuckle &
Tulip”).

See also No.15, The Spectre.

In these two large hangings, patterns by William
Morris (1834-96) - England’s famous Arts & Crafts
designer, craftsman, entrepreneur, writer and
socialist visionary - are interlaced with nineteenth
century illustrations of the engines that powered
the Lancashire cotton industry during his lifetime.

In Morris’s Dilemma, an 1892 triple-expansion
spinning mill engine emerges from Honeysuckle and
Tulip, its menacing cylinders named CAPITAL and
LABOUR. The illustrations were taken from a
Victorian trade magazine,’The Textile
Manufacturer’.

Morris would have sourced the unbleached cloth
for his printed cottons from the mills in Lancashire,
even though he was appalled by industrial mass-
production. At the time, there was no
commercially viable alternative and as a small
individual buyer, Morris would have had no
leverage to force change in any one company.
However, at his workshops in Merton Abbey, Morris
was able to bring at least part of the production
process under his own control, dyeing and hand-
block printing cottons in an environment that
offered better working conditions than the Victorian
norm.

To Morris, the ills of industrial mass-production
were a function of the capitalist system, which he
tackled through his political activism.

Morris was also well aware of the global
implications of capitalism: “... the Indian or
Javanese craftsman may no longer ply his craft
leisurely, working a few hours a day, in producing a



dgna sig at sitt varv och arbeta nagra timmar om
dagen med att framstélla en sallsamt vacker labyrint
pa ett stycke tyg: en angmaskin star och gari
Manchester ... och den asiatiske arbetaren tvingas
in i en fabrik for att sdnka |6nerna for sina
arbetarbréder i Manchester, om han inte ratt och
slatt svalter ihjal, vilket inte ar ovanligt.” (Fran: How
we live and how we might live, 1884).

Denna gobelang bygger pa ett foto fran Rydals
museums arkiv som visar medlemmar i Svenska
textilarbetareférbundets fackklubb i Rydal och
Rydals socialdemokratiska ungdomsklubb pa vag till
Kinna for att delta i férstamajdemonstrationerna
dar. Aret var 1917 och forbundets fackklubb i Rydal
hade nyligen bildats. Fackféreningarna kom relativt
sent till Vastsveriges textilbygder pa grund av
traditionella, religiost forankrade forestallningar om
att folk skulle vara néjda med sin lott och inte
agitera for battre arbetsvillkor. Med det har verket
hogtidlighaller konstndren minnet av detta viktiga
skede i Rydals fackliga historia, nar textilarbetarna
havdade sina individuella och kollektiva rattigheter
och visade internationell solidaritet.

Scenen dr malad pa ett forstarkt vattentatt tyg for
skyddsklader som bland annat anvands inom fisket
och vid offshoreanlaggningar. Det har tillverkats av
FOV, som ar ett Borasbaserat foretag som ar
specialiserat pa hogteknologiska textilprodukter for
arbetsklader, industri, sport- och friluftsklader.
Konstnaren har valt detta tyg pa grund av att det ar
framstallt i Sjuharad, ar avsett att skydda arbetare
nar de arbetar och utgor ett bra exempel pa hur

maze of strange beauty on a piece of cloth: a
steam-engine is set a-going in Manchester ... and
the Asiatic worker, if he is not starved to death
outright, as plentifully happens, is driven himself
into a factory to lower the wages of his Manchester
brother worker ... ” (From: How we live and how we
might live, 1884).

3. Justice, Freedom & Bread (2020)

Acrylic on waxcloth for protective workwear

Akryl pa vaxad textil for skyddsklader

This wall hanging is based on a photo from the
archives of Rydals Museum showing members of
the Rydal Branch of the Swedish Textile Workers
Union and Rydals’ Social Democratic Youth Club on
their way to Kinna to take part in the Labour day
demonstrations held there. The year was 1917,
shortly after the Rydal branch of the union had been
established. Trade unions came relatively late to
West Sweden’s textile county because of traditional
beliefs, rooted in religion, that people should accept
their lot and not agitate for better working
conditions. With this work the artist celebrates this
important moment in Rydal’s labour history when
textile workers asserted their individual and
collective rights as well as showing international
solidarity.

The scene is painted on a high-vis, waterproof
protective workwear fabric used, for example, in
fishing and of offshore installations. It was produced
by FOV, a company based in Boras that specialises in
high-tech textiles for workwear, industry, sports-
and outdoor wear. The artist chose this fabric
because it was manufactured in Sjuharad, it aims to
protect workers at work, and it is a good example of



Sveriges textilindustri genom innovationer har
anpassat sig till de rddande marknadsforhallandena.

Den 28 december 1882 rasade skorstenen pa
Newlands Mill i Bradford i West Yorkshire och
krossade fabriken. 54 arbetare dog, de flesta av
dem barn och ungdomar under 21 ar. Doédssiffran
skulle ha blivit mycket hogre om olyckan inte hade
intraffat pa frukostrasten nar de flesta av de 2 000
arbetarna hade lamnat byggnaden.

Konstnaren slogs av likheterna mellan den har
katastrofen och den kollapsade fabriksbyggnaden
Rana Plaza i Bangladesh 131 ar senare (se Aftermath
Nr 5). De bada katastroferna intraffade vid nastan
samma tidpunkt pa dagen. Byggnadernas brister var
val kdnda fore katastrofen och de flesta av offren var
flickor och unga kvinnor.

A Terrible Calamity (En fruktansvard olycka) har
inspirerats av historiska skildringar och illustrationer
av katastrofplatsen, samt maskiner och utrustning
som finns pa Bradfords industrimuseum. Under en
stor del av 1800-talet var Bradford Europas ledande
centrum fér kamgarnstillverkning. Hundratals
spinnerier och véverier satte en stark pragel pa
staden.

Vid framstallningen av verket anvande sig
konstnaren av klader och tyger som liknade de som
arbetarna hade pa sig. Var och en av de tradrullar
som ligger utspridda bland tygresterna
representerar en av de arbetare som dog.

how the Swedish textile industry has adapted to
present market conditions through innovation.

A Terrible Calamity (2017)

Wool, found clothes and fabrics, bobbins, threads,
acrylic and sawdust on linen

Ylle, upphittade klader och tygbitar, bobiner, trad,
akrylfarg och sagspan pa linneduk.

On 28 December 1882, the chimney of the
Newlands Mill in Bradford, West Yorkshire,
collapsed, crushing the Mill under its weight. 54
workers died, most of them children and young
people under 21. The death toll would have been
much higher if the accident had not happened
during breakfast time when most of the 2,000
workers had left the building.

The artist was struck by the similarities between this
disaster and the Rana Plaza factory collapse in
Bangladesh 131 years later (see Aftermath , No 5):
both occurred at nearly the same time of the day;
the faults in the building had been well known
before disaster struck; and most of the victims were
girls and young women.

A Terrible Calamity was inspired by historic
descriptions and illustrations of the disaster site, as
well as the mill machinery and equipment in
Bradford Industrial Museum. During much of the
19" century, Bradford was Europe’s unrivalled
centre of worsted production. Hundreds of spinning
and weaving mills dominated the city.

To construct the work, the artist used found clothes
and fabrics similar to the clothes workers would
have worn. Each of the bobbins scattered among
the debris of cloth represents one of the workers
who died.



Den 24 april 2013 kollapsade byggnaden Rana Plaza i
Dhaka och 1 139 bangladeshiska textilarbetare dog.
Det hade bara varit en tidsfraga innan en katastrof
skulle intraffa i byggnaden, som inhyste fem
textilfabriker. Byggfusk och otillaten anvandning av
dubbla vaningsplan férsvagade byggnadens stomme.
Dodsstoten for byggnaden — och for manniskorna i
den —intraffade nar ett stromavbrott gjorde att
generatorerna startade, vilket forstarkte de
vibrationer som de tusentals surrande symaskinerna
gav upphov till. Dagen fore katastrofen hade det
uppstatt sprickor i byggnaden och oroliga arbetare
hade gatt darifran, men dagen darpa beordrades de
tillbaka in eftersom deras chefer inte att ville att
leveranserna skulle férsenas.

Liksom i manga andra fabriker tillverkades
vasterlandska markesklader i fabrikerna i Rana Plaza.

Aftermath (efterdyningar) ar gjord av tyger och
vasterlandska klader som tillverkats i Bangladesh och
som konstndren har hamtat fran Storbritannien, och
av shalwar kameez, som ar det traditionella
sydasiatiska kladesplagg som manga av
textilarbetarna i Rana Plaza hade pa sig. Verket
aterspeglar det kaos och den forvirring som radde pa
katastrofplatsen och den overklighetskdnsla som
uppstar nar vidden av den manskliga tragedin borjar
sjunka in.

5. Aftermath (2014)

Fabric, found clothes, threads, acrylic and
sawdust on linen.

Tygbitar, upphittade klader, trad, akrylfarg
och sagspan pa linneduk.

On 24 April 2013, the Rana Plaza building in Dhaka
collapsed, causing the death of 1,139 Bangladeshi
garment workers. The building, which housed five
garment factories, was a disaster waiting to happen.
Shoddy construction and the unauthorised addition
of multiple storeys made it structurally unsound.
The death knell for the building — and the people
inside — was a power cut causing generators to kick
in, adding yet more vibration to the vibration from
1000s of whirring sewing machines. Warning cracks
had opened up in the building the day before the
disaster and concerned workers had left, but the
next day they were ordered back in because their
bosses did not want to lose business for running late
with orders.

The Rana Plaza factories were, like many others,
manufacturing clothes for Western brands.

Aftermath is constructed from UK-sourced fabrics
and Western-style clothes made in Bangladesh, as
well as shalwar kameez, the traditional South Asian
dress that was also worn by the Rana Plaza garment
workers. This work is a response to the chaos and
confusion of the disaster site, the moment of
incomprehension as the scale of the human tragedy
started to sink in.



Tidigt pa morgonen den 27 september 1872 brann
Rydals spinneri ned till grunden. Bara stenmurarna
stod kvar. Enligt polisens rapport borjade branden
nar den 17-arige Johannes Abrahamsson, som bar pa
en trave spolar med forspunnet garn nar han
jobbade nattskift, rakade tappa en av spolarna.
Spolen traffade en av de 6ppna gaslampor som lyste
upp spinneriet pa natten och antandes direkt, innan
den foll ner pa en spinnmaskin som inte var i bruk. et
tog eld i garnet pa maskinen. Darifran spred sig
elden snabbt till hela spinneriet och arbetarna pa
nattskiftet fick fly for sina liv.

Alla lyckades ta sig ut — vilket inte var fallet i den
fabrik som gav inspiration till Ghosts (nr 7) dar
entrédorrarna hade lasts och nédutgangarna var
blockerade. Rydals spinneri var lyckligtvis forsakrat
sa att det kunde ateruppbyggas snabbt efter
olyckan.

Konstnaren hittade de tyger som anvants i Ghosts
och On the Nightshift i outletbutiker i Manchester
och London och Kinna. Liksom fallet med de flesta
tyger som finns att kdpa i butikerna, har
konsumenterna ingen mojlighet att spara dem bakat
i leveranskedjan. Ibland kan man se var tyget har
blivit tryckt om tryckfirmans namn star pa tygkanten,
men langre dn sa kommer man inte.

6. On the Nightshift (2020)

Oil on canvas with burnt fabrics.

Olja pa duk med brénda tygdetaljer.

In the early hours of 27 September 1872, Rydals
spinning mill burned down; only the stone walls
remained. According to police records, the fire was
started when 17 year old Johannes Abrahamsson,
who was carrying a pile of bobbins with rowing yarn
while working on the nightshift, accidentally
dropped one of the bobbins. The bobbin fell onto
one of the open gas lamps that were lighting the mill
at night time and ignited instantly, before falling on
an idle spinning frame where the boy was going to
deposit his bobbins, and set fire to the yarn on the
frame. From there, the fire spread quickly across the
whole mill, and workers on the nightshift had to run
for their lives.

Everyone managed to escape — unlike in the factory
that inspired Ghosts (nr 7), where the entrance
gates had been locked and fires escapes blocked.
Also, Rydals mill was insured so it got rebuilt quickly
after the accident.

The artist sourced the fabrics used in Ghosts and On
the Nightshift from discount fabric outlets in
Manchester and London (Ghosts) and Kinna (On the
Nightshift). Like the majority of fabrics available on
our high streets, there is no way for consumers to
trace their journey back through the supply chain.
Sometimes we can see where the fabric has been
printed if the name of the printing company is on
the selvedge, but there is no traceability beyond
that point.



Hosten 2012 utbrot tva forédande brander i
kladfabriker i Pakistan och Bangladesh och mer an
400 arbetare dog (de flesta var kvinnor).

Ghosts har inspirerats av ett litet tidningsfotografi av
branden i Tazreenfabriken i Bangladesh, som visar
rader av 6vergivna symaskiner tackta av aska.
Brander ar vanliga i sydasiatiska textilfabriker. Under
2013 intraffade det till exempel mer an en brand per
vecka i Bangladesh och brander ar fortfarande en av
de storsta riskfaktorerna inom denna bransch.
Branderna skordar ofta manga offer. Bristfalliga
sakerhetsrutiner — blockerade nédutgangar, lasta
entrédorrar eller daligt isolerade elkablar — i
kombination med stora mangder brandfarliga
textilier, kan forvandla fabriker till dodsfallor.

7. Ghosts (2014)

Oil on canvas with burnt fabrics.

Olja pa duk med branda tygdetaljer

In the autumn of 2012 there were two devastating
fires in garment factories in Pakistan and
Bangladesh, killing over 400 (mostly women)
workers.

Ghosts was inspired by a small newspaper
photograph of the fire at the Tazreen factory in
Bangladesh, showing rows of abandoned sewing
machines covered in ash. Fires are a frequent
occurrence in South Asian textile factories - for
example, in 2013 there was more than one fire per
week in Bangladesh, and fires remain one of the
most common high risk safety hazards in the
industry today . The death rate is often very high.
Poor safety practices — blocked fire exits, locked
entrance gates and inadequately insulated electric
cables — combined with large quantities of highly
flammable cloth, can turn factories into death traps.



”"Duken” i det har verket utgors av ett lapptacke av
bomull som konstnaren hittade pa en marknad med
aldre textilier. En textilhistoriker har daterat det till
tidigt 1900-tal. Det ar gjort for hand av en skicklig

sommerska och var tankt att anvandas for eget bruk.

Lapptéacket gjordes samtidigt som suffragetternas
kamp for 6kad jamstalldhet nadde sin kulmen.
”"Handling, inte ord” var ett populért slagord pa
suffragetternas standar. Tygen som anvants for
bokstaverna ar hamtade fran andra delar av
utstdliningen och har moéts kvinnors olika roller som
hemarbetare, anstallda, entreprendorer,
konsumenter, politiska aktérer och jamstallda
medborgare.

Deeds, not words (Handling, inte ord) manar oss att
astadkomma verkliga positiva forandringar inom
textilindustrin — som lagstiftare, naringsidkare,
tillverkare, aterforsaljare, arbetstagarrepresentanter
eller konsumenter.

8. Deeds Not Words (2019)

Appliquéed lettering on found early
20th century patchwork.

Text i applikation pa loppisfyndat textil i
lappteknik fran tidigt 1900-tal.

The ‘canvas’ of this work is a piece of cotton
patchwork that the artist discovered at a vintage
textile fair. A textile historian dated it to the early
twentieth century, worked by a skilled seamstress
and made at home for personal use.

The patchwork was made at the same time as the
suffragettes’ fight for greater equality for women
was reaching its climax. ‘Deeds Not Words’ was a
popular suffragette banner slogan. The fabrics used
for the lettering are taken from other pieces in the
exhibition, bringing together the different roles of
women as home-workers, employees,
entrepreneurs, consumers, political agents and
equal citizens.

Deeds Not Words calls on us to bring about real,
positive change in the textile industry — whether as
regulators, traders, manufacturers, retailers, worker
representatives or consumers.



Den hér berattelsen ar inspirerad av konstnarens
besok i Vietnam 2013. Det tryckta bomullstyget
koptes i Ho Chi Minh-staden, men ar i sjdlva verket
tillverkat i Kina. Bilder av kvinnliga textilarbetare
vavs samman med kvinnor som aker pa sina skotrar
och de har alla pa sig sadana farggranna
dammfiltermasker som brukar anvdndas i fabrikerna
och i trafiken i Vietnam.

Besoket gav Schmidt intrycket av ett land som ar i
standig rorelse, vilket symboliseras av de horder av
manniskor som far runt i staden pa sina skotrar;
manga av dem modemedvetna unga kvinnor.
Konstnaren inspirerades dven av en fabriksrevision
som en van till henne nyligen hade gjort pa en
vietnamesisk kladfabrik som visade sig erbjuda bra,
kvinnovanliga arbetsvillkor och forhallanden.

On the move paminner oss om att trygga och
anstandiga arbeten inom textilindustrin kan starka
kvinnors (och mans) stallning i de lander dar de
flesta av vara klader tillverkas.

9. On the Move (2014)

Oil and appliqué embroidery on patterned
cotton fabric sourced in Vietnam but
produced in China.

Oljefarg och applikationsbroderi pa
monstrat bomullstyg inkopt i Vietnam,
men producerat i Kina.

This story was inspired by the artist’s visit to
Vietnam in 2013. The printed cotton was purchased
in Ho Chi Minh City, though actually fabricated in
China. Images of female garment workers are
interlaced with women riding their scooters, both
wearing the brightly coloured dust masks worn in
factories and in traffic in Vietnam.

The visit left Schmidt with the impression of a
country on the move, symbolised by the masses of
people whizzing around the city on scooters, many
of whom were fashion-conscious young women.
The artist was also inspired by a friend’s recent
factory audit of a Vietnamese garment factory that
offered good, women-friendly working conditions
and facilities.

On the Move reminds us that safe and decent jobs
in the textile industry can empower women (and
men) in the countries where most of our clothes are
now made.



Under 2020 fick covidpandemin férédande
konsekvenser fér de arbetare som tillverkar vara
klader. Eftersom kladkedjorna i vast inte kunde sélja
sina produkter under nedstdangningen, aterkallade
de sina bestallningar och holl dven inne betalningar
for fardiga produkter eller produkter som holl pa att
tillverkas. Det ledde till massuppsagningar av
textilarbetare, av vilka manga inte fatt ut sina
innestaende |6ner och inte har tillgang till nagot
arbetsloshetsunderstod. De som haft turen att fa
behalla sina jobb har ofta arbetat i covid-osdkra
miljoer, och de har riskerat sina liv i trangseln pa
arbetsplatserna utan personlig skyddsutrustning.
Ofta 4r de ocksa trangbodda. Aven om regeringarna i
producentlanderna kan krava att fabrikerna ska
producera med lagre kapacitet, halla storre avstand
mellan arbetarna och forse dem med masker och
handskar, kan kostnaderna for dessa krav inte
enbart baras av fabrikerna.

Samtidigt har det i Europa och pa andra stallen ratt
akut brist pa masker och skyddsklader for vard- och
omsorgspersonal. Precis som textilarbetarna var de
som arbetade inom varden utsatta.

Vissa kladtillverkare har lyckats fa kontrakt for att sy
upp rockar och masker fér vardpersonal i stallet for
modekldder, men detta har snarare varit undantag
an regel, och de flesta kontrakt har gatt till
europeiska tillverkare och inte till tillverkare i
lagkostnadslander.

Duken till den har malningen, som konstnaren
skapade under nedstdangningen, ar ett antistatiskt
polyestertyg avsett for klader till operationspersonal
och det tillverkas av FOV i Boras. (Se aven nr 3
Justice, Freedom & Bread).

10. Exposed (2020)

Oil and acrylics on fabric for
healthcare staff workclothes.

Olja och akryl pa textil for
arbetsklader avsedda for
vardpersonal.

In 2020, the Covid pandemic had a devastating
impact on the workers who make our clothes.
Unable to sell their products during lockdown,
Western clothing brands cancelled their orders and
even withheld payment for finished or in production
clothes. This led to mass redundancies amongst
garment workers, many of whom were still owed
salaries and had no access to unemployment
support. Those who were lucky enough to keep
their jobs were often working in covid-unsafe
environments, risking their lives in crammed
working and housing conditions and without
personal protective equipment. While governments
in producing countries may request that factories
operate at lower capacity, space workers further
apart and supply them with masks and gloves, the
cost of these requirements cannot be shouldered
only by factories.

Meanwhile, in Europe and elsewhere there were
acute shortages of masks and uniforms for health
and care workers. Like the garment workers, health
workers were left exposed.

Some garment manufacturers were able to get
contracts to sew medical gowns and masks instead
of high street fashion, but this was the exception
rather than the rule, and most contracts went to
European manufacturers rather than those in low-
cost countries.

The ‘canvas’ of this painting, which the artist
created during lockdown, is an antistatic polyester
workwear fabric for uniforms for surgery staff,
manufactured by FOV in Boras. (See also No 3
Justice, Freedom & Bread).



11. 1138 and Counting (2014)

Pins, muslin, cotton, transfer print in
Bengali script.

Nalar, muslin, bomullstyg, transfertryck
med text pa Bengali.

De hér tva verken (1138 and Counting & Memorial)
hedrar minnet av de arbetare som dog i katastrofen i
fabriksbyggnaden Rana Plaza. | vart och ett av
verken finns 1 138 synalar — en for varje arbetare
som hittills dott. Dodssiffran har stigit med tiden i
takt med att fler arbetare har dott av sina skador.
Texterna pa bengali ar citat fran personer som
overlevde tragedin och de har hamtats fran filmade
vittnesmal som publicerades d3, till exempel:

”Vi skulle inte fa betalt om vi inte arbetade den
dagen.”

”Var arbetsledare tvingade oss att gé in.”

”Vi férsékte ta oss ut men de hindrade oss.”

“V@ra chefer sa: ‘'Om ni dér hdr sa far det vl bli sa.
Men ni far inte ga ut, sdtt igdng att arbeta igen.””
”Jag fastnade med handen ndr taket foll ner. Jag
férsékte skéra av mig den men jag lyckades inte.”

“Jag kan inte arbeta mer. Jag kan inte férsérja min
familj, jag har inte raéd med behandling.”

”De betalade inte ens ut mina barns I6ner. De sa att
de inte betalade ut Ion till déda.”

12. Memorial (2014)

Pins, cotton, transfer print in Bengali script.

Nalar, bomullstyg och transfertryck med
text pa Bengali.

These two works (1138 and Counting & Memorial)
commemorate the workers who died in the Rana
Plaza factory disaster. Each work uses 1 138 sewing
pins, one for each worker whose loss is recorded.
The death toll has been increasing over time as
more victims succumb to their injuries. The Bengali
inscriptions are quotes from survivors of the
tragedy, taken from video testimonials published at
the time, for example:

“They would not pay us if we didn’t work that day.”
“Our supervisor forced us to go inside.”

“We tried to get out but they wouldn’t let us.”

“Our managers said, ‘If you die here, so be it. But

you can’t leave, get to work.””

“My hand got stuck when the roof came down. So |
tried to cut off my hand but | couldn’t.”

“I can’t work anymore. | can’t support my family,
can’t afford my treatment.”

“They didn’t even pay my kids’ due salaries. They
said there is no salary for the dead.”



13. Into the Sea (2020)

Shop mannequin, H&M polyester dress,
plastic bags, acrylic.

Skyltdocka, klanning i polyester fran H&M,
plastpasar, akryl.

Polyester star for 51 procent av all
textilfibertillverkning och i Storbritannien finns det i
omkring 60 procent av alla klddesplagg. 35 procent
av mikroplastféroreningarna i floder och hav, eller
175 000 ton per ar, berdknas komma fran tvattning
av syntetklader. Internationella naturvardsunionen
(IUCN) har uppskattat att enbart Europa och
Centralasien slapper ut mikroplaster i haven som
motsvarar 54 plastpasar per person och vecka.
Forskare i Kanada har nyligen funnit att dven Arktis
ar foremal for omfattande féroreningar av
mikroplastfibrer som sannolikt kommer fran
tvattning av syntetklader i Europa och Nordamerika.

Den réda klanningen som skyltdockan har pa sig ar
gjord av 100 procent polyester och tillverkad i Kina.
Den kommer fran H&M, som &r ett féretag som
rankas som ett av de mest etiska av de stora
kladféretagen enligt manga miljo- och sociala
hallbarhetsindex. Dess riktlinjer innefattar allt fran
ataganden om rimliga loner for arbetare i
leveranskedjan, till utveckling av miljévanliga
alternativ till polyester och bomull. Trots det séljer
foretaget fortfarande en enorm massa
polyesterklader och om man sokte pa “polyester” pa

14. The Mermaid’s New Dress (2020)

Polyester blouse, plastic bags, acrylic, coat
hanger.

Blus i polyester, plastpasar, akryl och
kladgalge.

Polyester accounts for 51% of all fibre production; in
the UK it can be found in around 60% of clothes.
35% of microplastics pollution of rivers and oceans
is estimated to come from washing synthetic clothes
— 175,000 tons per year. The IUCN calculated that
Europe and Central Asia alone dump the equivalent
of 54 plastic bags worth of microplastics per person
per week into the oceans. Recent Canadian
research found that even the Arctic is pervasively
polluted by microplastic fibres that most likely come
from the washing of synthetic clothes by people in
Europe and North America.

The red dress worn by the shop mannequin is 100%
polyester and was made in China. It is from H&M, a
company rated as one of the most ethical big
clothing brands by many environmental and social
sustainability indices. Its policies range from a
commitment to fair wages for supply chain workers
to supporting the development of environmentally
friendly alternatives to polyester and cotton.
However, the company still sells an awful lot of
polyester clothes — for example, a search for
“polyester” on their UK website in late 2020 brought
up 7855 clothing styles. H&M sells laundry bags that



deras brittiska webbplats i slutet av 2020 fick man

7 855 olika traffar. H&M saljer tvattpasar for att
forhindra att mikroplaster slapps ut i vattnet vid
tvattning, men de marknadsfor inte dessa sa mycket
som man skulle 6nska. Om detta ar ett av de mest
ansvarsfulla foretagen - hur ser det da ut hos de
andra?

Under sin research fann konstndaren mangder med
billiga polyesterklader i butikerna och
marknadsstanden langs hennes lokala shoppinggata.
Vanligtvis kom dessa lagprisklader fran okanda
tillverkare. Den bla-gréna blusen som Ingar i The
Mermaid’s New Dress ar bara ett av otaliga exempel
pa polyesterplagg som producerats utan nagon som
helst hansyn till vare sig miljo eller sociala
forhallanden.

Pa dessa tva stora gobeldnger (The Spectre och
Morris’s Dilemma, nr 1.) flaitas monster av William
Morris (1834-1896) — Englands berémda formgivare
inom Arts and Crafts-rorelsen, tillika konstnar,
entreprendr, forfattare och socialistisk visionar —
samman med 1800-talsillustrationer av de maskiner
som fanns vid bomullsfabrikerna i Lancashire pa
hans tid.

The Spectre (Gengangaren) forestaller en angpanna
som malats pd en modern reproduktion av Morris
ikoniska Brother Rabbit-mdnster

stop microplastics from shedding into the water
during washing, but this is not as widely publicised
as one would wish. If this is one of the most
responsible companies, what about all the others?

During her research, the artist noticed huge
numbers of cheap polyester clothes, typically made
by companies without a well-known brand name, in
the shops and market stalls on her local high street.
The blue-green blouse used in The Mermaid’s New
Dress is just one example of this vast amount of
polyester fashion produced with no regard to good
environmental and social standards.

15. The Spectre (2014)

Oil on patterned linen/cotton/nylon
upholstery fabric (Morris & Co pattern
”Brother Rabbit”)

Olja pa mostertryckt mobeltyg i
linne/bomull/polyesterblandning.
(monster fran Morris & Co: ”"Brother
Rabbit”).

In these two large hangings (The Spectre and
Morris’s Dilemma, No 1.) , patterns by William
Morris (1834-96) - England’s famous Arts & Crafts
designer, craftsman, entrepreneur, writer and
socialist visionary - are interlaced with nineteenth
century illustrations of the engines that powered
the Lancashire cotton industry during his lifetime.

The Spectre shows a mill boiler painted onto a
contemporary reproduction of Morris’s iconic
design Brother Rabbit.

Morris would have sourced the unbleached cloth for
his printed cottons from the mills in Lancashire,



Morris fick sina oblekta tyger till sina bomullstryck
fran fabrikerna i Lancashire, trots att han forfarades
av den industriella massproduktionen. Pa den tiden
fanns det inga kommersiellt gangbara alternativ och
en liten enskild inkdpare som Morris hade ingen
makt att driva igenom en férandring i nadgot foretag.
Vid sina verkstader i Merton Abbey kunde Morris
atminstone delvis sjalv ta kontroll 6ver
produktionsprocessen. Dar fargades och
blocktrycktes bomullstygerna for hand i en miljo
med battre arbetsférhallanden &n vad som var
brukligt vid den tiden.

Morris ansag att den industriella massproduktionens
missforhallanden berodde pa det kapitalistiska
systemet, som han angrep genom sin politiska
aktivism.

Morris var ocksa val medveten om kapitalismens
globala foljdverkningar: ”... en indisk eller en
javanesisk hantverkare kan inte langre i lugn och ro
agna sig at sitt varv och arbeta nagra timmar om
dagen med att framstélla en sallsamt vacker labyrint
pa ett stycke tyg: en angmaskin star och gari
Manchester ... och den asiatiske arbetaren tvingas
in i en fabrik for att sdnka |6nerna for sina
arbetarbréder i Manchester, om han inte ratt och
slatt svalter ihjal, vilket inte ar ovanligt.” (Fran: How
we live and how we might live, 1884).

even though he was appalled by industrial mass-
production. At the time, there was no
commercially viable alternative and as a small
individual buyer, Morris would have had no leverage
to force change in any one company. However, at
his workshops in Merton Abbey, Morris was able to
bring at least part of the production process under
his own control, dyeing and hand-block printing
cottons in an environment that offered better
working conditions than the Victorian norm.

To Morris, the ills of industrial mass-production
were a function of the capitalist system, which he
tackled through his political activism.

Morris was also well aware of the global
implications of capitalism: “... the Indian or
Javanese craftsman may no longer ply his craft
leisurely, working a few hours a day, in producing a
maze of strange beauty on a piece of cloth: a
steam-engine is set a-going in Manchester ... and
the Asiatic worker, if he is not starved to death
outright, as plentifully happens, is driven himself
into a factory to lower the wages of his Manchester
brother worker ... ” (From: How we live and how we
might live, 1884).



Fran mitten av 1600-talet blev klader gjorda av
importerade indiska tryckta bomullstyger allt
popularare i England. De utgjorde latta, attraktiva
och billiga alternativ till ull, linne och silke. |
samband med en nedgang i handeln med ull runt
1719, startade engelska ull- och silkesvavare en
valdsam kampanj mot indiska tryckta bomullstyger
som ledde till ett importférbud. Kvinnor fran olika
samhillsklasser som bar de "anstotliga” plaggen
rakade illa ut — klader slets av, eldades upp eller
angreps med syra. London och Norfolk stod i
centrum fér upploppen.

Angriparna pastod sig vilja skydda den lokala
industrin, men de var ocksa snabba att stampla
”kalikd-madamerna” som vanryktade eller I6saktiga.
Man riktade in sig pa kvinnliga konsumenter. Man
utsattes inte for nagra sadana valdsamma attacker.

Calico Madams innehaller ett tryckt bomullstyg i
samma stil som indisk chintz fran 1700-talet, som
konstnaren har inforskaffat fran USA.
Transfertrycket forestaller ett illustrerat hafte fran
omkring 1721, dar ullhandelns seger firas: “Englands
stora gladje och tacksamhet”.

16. Calico Madams (2014)

Qil, khadi paper and transfer print on
eighteenth-century style patterned cotton
fabric.

Oljefarg, indiskt handgjort papper och
transfertryck pd monstrad bomullstextil i
1700-talsstil.

From the mid-1600s clothes made from imported
Indian printed cottons became increasingly popular
in England. They offered light, attractive and
affordable alternatives to wool, linen and silk. From
around 1719, during a slump in the wool trade,
English wool and silk weavers ran a violent
campaign against Indian printed cottons culminating
in a ban on imports. Women of all classes wearing
the ‘offending’ garments were vulnerable to attacks
- clothes were ripped off, set on fire or attacked
with acid. London and Norfolk were at the centre of
the riots.

Whilst the attackers claimed to be protecting local
industries, they were also quick to brand ‘calico
madams’ as disreputable or sexually promiscuous.
Female consumers were singled out; men were not
subject to such violent attacks.

Calico Madams incorporates a cotton print in the
style of an eighteenth century Indian chintz, which
the artist sourced from the US. The transfer print
shows an illustrated broadsheet, c.1721, celebrating
the triumph of the wool trade, ‘England’s Great Joy
and Gratitude’.



Ar 1931 gjorde Mahatma Gandhi ett omtalat besok i
Lancashire for att forklara for arbetarna vid
bomullsfabrikerna dar varfér han verkade for en
bojkott av engelska bomullstyger i Indien.
Bomullsindustrin var pa stark nedgang och
arbetslosheten var hog och man fruktade att Gandhi
skulle fa ett fientligt mottagande. Arbetarna pa
Greenfield-fabriken i Darwen gav honom emellertid
ett varmt mottagande. ”De behandlade mig som om
jag hade varit en av dem, det kommer jag aldrig att
glémma.”

Trots sina sympatier for arbetarna i Lancashire ansag
Gandbhi att en bojkott var nédvandig och att den
maste fortsatta fram till dess att framsteg gjorts i
kampen for indisk sjalvstandighet. Den indiska
marknaden hade éversvammats av masstillverkade
bomullstextilier fran Lancashire som holl pa att sla
sonder den indiska produktionen av handvavda
textilier. Gandhi uppmanade indierna att ater bérja
anvanda hemvévda klader. Spinnrocken och
handvavstolen blev symboler fér indisk
sjalvstandighet.

Verket innehaller ett engelskt originaltryck med
paisleymonster fran 1930-talet. Bilderna av
etiketterna som anvandes vid export av engelsk
bomull till Indien, kommer fran samlingarna vid
Boltons museum och Vetenskaps- och
industrimuseet i Manchester. De blocktryckta hjulen
ar hamtade fran olika versioner av den indiska
flaggan: spinnrocken som anvandes 1923-47 och
Ashoka Chakra, eller lagens hjul, som har anvants
sedan sjalvstandigheten.

17. End of Empire (2014)

Qil, acrylic and transfer prints on 1930s
patterned cotton fabric.

Olja, akryl och transfertryck pa monstrat
bomullstextil fran 1930-talet.

In 1931 Mahatma Gandhi famously visited
Lancashire to explain to cotton mill workers why he
championed a boycott of English cottons in India.
The industry was in severe decline with high
unemployment and it was feared that Gandhi’s
reception would be hostile. But the workers at the
Greenfield mill in Darwen greeted him warmly,
‘They treated me as one of their own, | shall never
forget that.’

Despite his sympathies for the Lancashire workers,
Gandhi argued that the boycott was necessary and
would continue until progress was made towards
Indian independence. Mass-produced cottons from
Lancashire had flooded the Indian market and were
destroying the Indian hand-loom industry. Gandhi
encouraged Indians to return to using home-spun
cloth. The spinning wheel and handloom became
symbols of Indian independence.

The piece incorporates an original 1930s English
Paisley print. The images of ‘bolt’ labels used for
exports of English cottons to India come from the
collections of Bolton Museum and the Museum of
Science & Industry, Manchester. The block-printed
wheels hail from different iterations of the Indian
flag: the spinning wheel used between 1923-47,
and the Ashoka Chakra, or wheel of law, adopted
since independence.



| boérjan av 1700-talet var den inhemska brittiska
marknaden fér kamgarnstyger tillverkade i Norwich,
England, anstrdangd pa grund av den konkurrerande
importen av indiska bomullstyger (se Calico
Madams, nr 16). Som f6ljd av detta letade
vaverierna i Norwich efter nya internationella
marknader, daribland Sverige.

| det sena 1700-talets Sverige var de fina, flerfargade
och glansiga ylletygerna av kamgarn, kalmink, och
"taboratts” fran Norwich extra populdra. Dessa tyger
var ett vackert och mindre kostsamt alternativ till
silke och var mycket populdra att anvadnda till fest-
och brudklanningar.

Sa uppskattad var kalminkens randiga monster att
tyget till och med kom att bli en del av folkdrédkten i
Dala-Floda.

Men: importen av utlandska kamgarnstyger var
forbjuden i Sverige for att skydda svenska
textiltillverkare, aven om den inhemska
produktionen inte kunde méta efterfragan. Detta
ledde till en blomstrande och [6nsam smuggling
mellan Norfolk i England och Sverige. Vrango i
Goteborgs skargard var en popular anhalt pa vagen
in i Sverige. Manga personer var inblandade i
smugglingen pa de olika stoppen langs med rutten.
Via stadsporten "Karls port” i Géteborg, var det ofta
kvinnor som smugglade tyger genom att gdmma
tygerna under sina klader. For manga var detta ett
satt att tjana lite valbehovda extra pengar.

Bilden av Karlsporten i verket Contraband ar hamtad
fran en akvarell pa en konturetsning efter forlaga av
Elias Martin 1787 i Goteborgs stadsmuseums
samlingar. De fargglada monstren ar baserade pa

18. Contraband (2021)

Oil and acrylics on organic cotton.

Olja och akryl pa ekologiskt bomullstyg.

In the early 18th century, the domestic market

for worsted fabrics from Norwich, England, was
under pressure due to competition from imports of
Indian cotton fabrics (see Calico Madams, No 16).
So the Norwich weavers looked for new
international markets, including Sweden.

In late 18th century Sweden, the fine, multicoloured,
shiny damasks, “calamancos” and “taboratts” from
Norwich were particularly popular. A beautiful, more
affordable alternative to silk, these fabrics were
highly prized for festive and bridal dresses.

The stripy pattern of the calamancos even

became part of the traditional folk costume of Dala-
Floda.

But: the import of foreign worsted fabrics was
prohibited in order to protect the Swedish textile
industry, even though domestic production could
not meet demand. This led to a thriving, lucrative
smuggling trade between Norfolk and Sweden.
Vrango island in the Goteborg archipelago was a
popular stopping point for entry into West Sweden.
Many people were involved in the smuggling at the
various stages of the route. Often it was women who
smuggled fabrics through Goéteborg’s Karls gate into
the city - they hid the fabrics under their clothes,
and for many it was a way to earn some welcome
extra money.

The view of Karl’s gate in Contraband is after a 1787
watercolour by an unknown artist in

Goteborg Stadsmuseum.

The colourful patterns are based on

Norwich worsted patterns in the collections of
Nordiska Museet in Stockholm.



monster fran kamgarnstyger fran Norwich som finns
i Nordiska Museets samlingar.

| syfte att framja den inhemska textilproduktionen
och minska importen av lyxtextilier bland
overklassen lanserade Gustav Il ar 1778 den relativt
enkla "Svenska Nationella Drakten”. lIroniskt nog
ledde detta till en 6kad efterfragan pa insmugglade
enfirgade kamgarnstyger fran England, da dessa
ansags vara av Overlagsen kvalitet.

19. Girl2Girl (2010)

Qil, T-shirts and buttons on patterned
cotton fabric.

Oljefarg, T-shirts och knappar pa
monstrat bomullstyg.

Pa dessa tva malningar utforskar konstnaren flickors
roller som konsumenter och producenter av mode,
liksom den objektifiering, stereotypisering och
"rosafiering” av flickor som ar sa vanlig inom stora
delar av modeindustrin.

Konstnaren hittade de tryckta tyger som anvands i
de hér verken pa barnavdelningen i en stor tygbutik
pa natet som hade olika kollektioner fér pojkar och
flickor. I flickkollektionen gick alla tyger i rosa
nyanser och monstren avspeglade en inskrankt,
stereotyp bild av flickor och kvinnor: s6ta, onaturligt
smala, blonda och glamordsa unga kvinnor eller
"prinsessor”.

De sma flick-T-shirts som finns pa Girl2Girl saldes for
1 pund styck hos Primark, som ar en stor brittisk
lagprismodekedja. Dessa t-shirts fick en hel del
negativ publicitet eftersom de ar sa kdnsstereotypa

The plain-coloured “National Costume” (Nationella
Drakten or Svenska Drakten) was introduced by
Gustav Il in 1778 for the upper classes to support
domestic production of fabrics. Ironically this led to
a surge of contraband monochrome English
worsteds, because they were considered superior in
quality.

20. Princess Party (2010)

Oil on patterned cotton fabric.

Olja pa monstrat bomullstyg.

In these two paintings the artist explores the roles
of girls as consumers and producers of fashion, as
well as the objectification, stereotyping and
‘pinkification’ of girls that is so common in much of
the fashion industry.

The artist found the printed fabrics used in these
works in the “for kids” section of a large online
fabric store, which had separate collections for boys
and girls. In the collection for girls all fabrics were in
shades of pink, with patterns that showed a narrow,
stereotypical image of girls and women: pretty,
impossibly slim, blond, glamorous young women or
‘princesses’.

The little girls’ T-shirts incorporated in Girl2Girl
were sold by Primark, a large UK ‘fast fashion’ chain,
at £1 per piece. These T-shirts attracted quite a lot
of negative publicity because they are heavily



och sexualiserar 2-3 ar gamla flickor, och for att
priset ar alldeles for lagt med tanke pa vilket arbete
som kravs for att framstéalla dem. Men de salde
mycket bra. Namnet pa den hir modekollektionen,
”girl2girl”, fick konstnaren att tanka pa att de
arbetare som tillverkar vara barns klader ofta sjalva
ar barn. | till exempel Bangladesh ar minimialdern 14
ar for att fa arbeta i en textilfabrik.

Snabbmodets extremt laga priser uppmuntrar till
overkonsumtion och slit-och-slang-tankande. Flickor
utgor en lukrativ marknad eftersom de ar sarskilt
kansliga for trycket fran kompisar att alltid ha “ratt”
klader. 1 en nyligen genomford undersdkning
uppgav 37 procent av de unga manniskor i
Storbritannien som tillfragades, att det skulle vara
pinsamt fér dem att ha pa sig ett finplagg tva ganger.
Efter att dessa tva verk gjordes har méanga
organisationer ihardigt drivit kampanjer for att oka
medvetenheten om den hejdlosa exploateringen av
de ménniskor som tillverkar vara klader och
uppmanat oss konsumenter att krava férandringar.

Textilindustrin ar inte bara en stor fororenare, utan
har dven en betydande klimatpaverkan.
Modeindustrin sldpper ut 1,2 miljarder ton
vaxthusgaser per ar, vilket ar mer an alla flygplan
och fartyg tillsammans och motsvarar 10 procent av
alla koldioxidutslapp i varlden. Men klader ar
samtidigt en viktig del av vara liv - lager som vi bar
utanpa var hud som haller oss varma, skyddar oss,
pryder oss och uttrycker var identitet och var
grupptillhorighet.

Manniskan dr beroende av synnerligen brackliga och
noggrant avvagda ekosystem som nu hotas pa grund
av antropocentriska féroreningar och global
uppvarmning. Bland annat ar manniskans
livsmedelsforsorjning till stor del beroende av
pollinerande insekter, vilka nu forsvinner i snabb

gendered, sexualising 2-3 year old girls, and the
price is much too cheap considering the labour
involved in producing them. But they sold very well.
The name of this fashion line, “girl2girl”, reminded
the artist of the fact that very often the workers
who make our kids’ clothes are still children
themselves — for example, in Bangladesh the
minimum age for working in a textile factory is 14.

The extremely low price of fast fashion encourages
over-consumption and a throw-away attitude. Girls
are a lucrative market because they are particularly
vulnerable to peer pressure to always wear the
‘right’ clothes. In a recent survey 37% of young
people in the UK said they’d be embarrassed to
wear a special-occasion outfit twice.

Since these two works were made, many
organisations have campaigned tirelessly to raise
awareness of the rampant exploitation of the
people who make our clothes, encouraging us
consumers to demand change.

21. Fragile (2019)

Child’s dress, fabrics, seedpods, bees wax
and lightbox.

Barnklanning, tygstycken, frokapslar, bivax
och ljuslada.

The textile industry is not only a major polluter but
also has a significant climate impact: the fashion
industry emits 1.2 billion tonnes of greenhouse
gases per year, more than all flights and shipping
combined - 10% of all carbon emissions worldwide.
But clothes are also an essential part of our
existence — layers worn right next to our skin that
keep us warm, protect us, adorn us, and express our
identity and our belonging to a ‘tribe’.

Humans depend on very fragile, finely balanced
ecosystems that are now unraveling due to
anthropocentric pollution and global heating. For
example, humans depend for much of their food
supply on pollinating insects, which are now in
severe decline. The precariousness of our present
existence inspired the artist —who is also a



takt. Osakerheten kring var nuvarande existens
inspirerade konstndren — som ocksa ar biodlare —
till att gora detta plagg och skapa ett brackligt skydd
genom att tacka atervunna textilier och torkade
froskidor med bivax fran sina egna bin. Bivaxet
forstarker, bevarar och skyddar den lilla flickans
kldnning — om vi tar hand om naturen sa skyddar
den vara barn. Froskidorna kommer fran Lunaria
annua (Judas silverpenningar) som fjarilarna alskar
och som vaxer i vigkanten pa konstnarens gata.

Detta verk gjordes som en pendang till Fragile (nr 21)
hér ovan. Konstnaren kdpte den lilla
paljettklanningen pa sin lokala gatumarknad, dar
mangder av superbilliga klader séljs. Den ar gjord i
100 procent polyester och ar avsedd for en liten
flicka. Vid den tiden var det mycket populdrt med
glittriga blaa partyklanningar for flickor pa grund av
den populéra filmen ”"Frost”. Manga av dessa
klanningar anvandes antagligen bara en gang, eller
nagra fa ganger, innan de kastades.

Mikroplaster finns nu 6verallt, dven i manskliga
moderkakor. Det ar osdkert vilka effekter dessa
ansamlingar av plastpartiklar i manniskors kroppar
och i naturen far. Problemet med mikroplasterna
(och all annan plast) ar att de inte &r biologiskt
nedbrytbara, utan bara bryts ned i mindre och
mindre fragment. Det innebér att en partyklanning
som bara anvands en gang samtidigt ar en klanning
for evigheten.

beekeeper - to make this piece, constructing a
fragile relief by coating recycled textiles and dried
seed pods in beeswax from her own bees .

The beeswax supports, preserves and protects the
little girl’s dress — if we look after nature it will
protect our children. The seeds pods are from
Lunaria annua which is loved by butterflies and
grows by the roadside on the artist’s street.

22. A Dress for Eternity (2020)

Child’s polyester/sequin dress, polyester
fabric, plastic bags, acrylic and lightbox.

Barnkldnning i polyester med paljetter,
polyestertyg, plastpasar, akrylfarg och
ljuslada.

This work was made as a companion piece to
Fragile (No.21) above. The artist bought the little
100% polyester, sequined party dress for a baby girl
in her local street market, where lots of super-
cheap clothes are sold. At the time there was a
huge craze for glittery blue-coloured party dresses
for girls due to the success of the “Frozen” movie.
Many of these dresses were probably only worn
once, or a few times, before they were thrown
away.

Microplastics can now be found everywhere, even
in human placentas, and the effects of this
accumulation of plastic particles in humans and the
environment are still unknown. The problem with
microplastics is that—like plastic items of any size—
they do not biodegrade over time, they just break
down into smaller and smaller pieces.

A one-occasion party dress thus becomes a dress
for eternity.



En vdlbargad kvinna i en elegant balklanning
konfronteras av de kvinnor som varit med och
framstallt hennes klanning: en slav pa en
amerikansk plantage, en engelsk vaveriarbetare och
en sdmmerska. Aven om det ménstrade tygets (ett
bomullstryck i 1840-talsstil) struktur fungerar som
en barriar, flackar kvinnorna fran leveranskedjan
anda ned hennes klanning.

Skénheten hos de raffinerade yllemuslin- (en
blandning av bomull och ylle) och bomullsklanningar
som var pa modet i 1840-talets England, star i skarp
kontrast till hur de tillverkades. | mitten av 1800-
talet och fram till det amerikanska inbordeskriget
kom mer &n tre fjardedelar av den rabomull som
anvandes i England fran amerikanska slavplantager.
De engelska vaveriarbetarnas arbets- och
levnadsfoérhallanden var fruktansvarda, samtidigt
som de exploaterade, utsvultna sommerskor som
arbetade i hemmen vackte stor moralisk indignation
pa 1840-talet.

23. Stained (2014)

Oil and appliquée embroidery on
1840s-style patterned cotton fabric.

Olja och applikationsbroderi pa monstrat
bomullstyg i 1840-talsstil.

A well-to-do woman in an elegant ball gown is
confronted by the women who contributed to the
production of her dress: a US cotton plantation
slave, an English weaving mill worker and a
dressmaker. Although the structure of the
patterned fabric —an 1840s-style cotton print —acts
like a barrier, the women from the supply chain still
leave a ‘stain’ on her dress.

The beauty of the elaborate delaine (cotton/wool
mix) and cotton dresses fashionable in 1840s
England stands in stark contrast to the way they
were produced. By the mid-1800s and right until
the American Civil War, over three quarters of the
raw cotton used in Britain came from slave
plantations in the US. The working and living
conditions of English mill workers were terrible,
while the exploited, starving dressmaker working
from home was a much-publicised moral outrage in
the 1840s.



Med kyrilliska bokstaver star det: ”Alla har gett sig av
for att plocka bomull”. Sadana skyltar brukade sitta
utanfor skolor, universitet, kontor, marknader och
sjukhus under bomullsskérden i Uzbekistan. Att
skorda bomull ar ett hart, arbetskraftsintensivt
arbete och darfor har tvangsarbete historiskt sett
varit vanligt. Aven om det gar att skérda med
maskiner bevaras fibrernas egenskaper battre om
bomullen plockas fér hand och den handplockade
bomullen betingar ett hogre varde pa marknaden.

| Uzbekistan, som &r varldens femte storsta
bomullsexportor, blev tvangsarbete mycket vanligt
efter att landet hade blivit sjalvstandigt, och bade
barn och vuxna utnyttjades. Sedan 2014 ars skord
tycks anvandningen av barn ha minskat, framst pa
grund av att starka internationella patryckningar fran
mitten av 2000-talet ledde till att manga foretag i
vast férband sig att inte medvetet anvdanda uzbekisk
bomull. Vuxna som utnyttjas for tvangsarbete ar
emellertid fortfarande ett problem.

Tvangsarbete inom dagens bomullsodling
forekommer inte bara i Uzbekistan. 2020
rapporterades det i media om att uigurer och andra
turksprakiga muslimska minoritetsfolk systematiskt
utnyttjades i stor skala for tvangsarbete pa
bomullsfalten i Xinjiang-provinsen i Kina, dar mer an
20 procent av varldens bomull produceras.

Vasterlandska varumarken pressas nu att inte kdpa
bomull fran Xinjiang. Samtidigt utsatts de for bojkott
i Kina, eftersom de skapar uppmarksamhet kring
anvandandet av tvangsarbete i Xinjiang.

Tyget, som kommer fran Tyskland, &r certifierat som
lampligt for kontakt med mycket sma barn, eftersom
inga giftiga kemikalier har anvéants vid
tryckprocessen.

24. Child’s Play (2014)

QOil on patterned cotton fabric.

Olja pa monstrat bomullstyg.

The text in Cyrillic reads ‘Everyone went to pick cotton’.
It was seen signposted on schools, universities, offices,
markets and hospitals during cotton harvests in
Uzbekistan. Harvesting cotton is hard, labour-intensive
work, therefore forced labour has been rife throughout
history. Although it can be done by machine, hand-
picking better preserves the characteristics of the fibre
and still attracts a market premium.

In Uzbekistan, the world’s fifth largest cotton exporter,
the use of forced labour by children and adults became
endemic after the country’s independence. Since the
2014 harvest the use of children appears to have
declined, due in large part to sustained international
pressure since the mid-2000s which resulted in the
commitment of many Western companies to not
knowingly use Uzbek cotton. However, forced labour
by adults remains a concern.

The use of forced labour in modern cotton growing is
not unique to Uzbekistan. In 2020, news reports
exposed the systematic, widespread use of forced
labour of Uighur and other Turkic Muslim minority
people in the cotton fields of China’s Xinjiang province,
which produces more than 20% of the world’s cotton.

Western brands are now increasingly under pressure to
stop sourcing cotton from Xinjiang, whilst also facing
boycotts in China when they raise concerns about the
use of forced labour in Xinjiang.

The fabric, sourced from Germany, is certified to be
suitable for contact with very young children because
no toxic chemicals were used in the printing process.



Malningen visar en grupp bangladeshiska kvinnor
som syr och stickar i hemmet. Hemarbete
férekommer dn idag i mode- och textilbranschens
globala leveranskedjor, sarskilt for utsmyckningar pa
kladesplagg som broderier eller parlbarder som de
man ser pa malningen. Hemarbetarna, som
vanligtvis ar kvinnor i utvecklingslander som arbetar
pa ackord, riskerar ofta att bli utnyttjade, eftersom
de har en svag forhandlingsstallning och det ar nast
intill omojligt att kontrollera om landets lagstiftning
foljs, till exempel nér det galler 16ner och arbetstid.
Deras situation liknar i mangt och mycket
forhallandena for de viktorianska sémmerskorna pa
malningen Stained (nr 23).

Den har malningen ar en hyllning till kvinnorna “som
sitter vid vavstolen” och som i arhundraden har
betytt sa mycket for textilindustrins framgangar i
Sjuhdrad och Mark, men som det talas mycket
mindre om an garnférlaggarna. | borjan levde
forlaggarverksamheten kvar parallellt med
textilfabrikerna. Forst i slutet av 1800-talet hade de

25. The Weakest Link (2012)
(Homeworkers Il)

Oil and embroidered beads on
patterned cotton.

Olja och parlbroderi pa ménstrat
bomullstyg.

The painting shows a group of Bangladeshi women
stitching and knitting at home. Homeworkers are still
used in today’s global fashion and textile supply chains,
particularly for embellishments of garments like
embroidery or beading, similar to that incorporated in
the painting. These homeworkers, typically women in
developing countries doing piece work, are often
extremely vulnerable to exploitation because they have
no bargaining power and it is almost impossible to
check if national regulations - e.g. on pay and working
hours - are being met. Their situation is very similar to
that of the exploited Victorian dressmakers in the
painting Stained (No 23).

26. Unsung Heroes (2020)
(Homeworkers 1)

Oil and transfer print on Ekelund organic
cotton table cloth with traditional star
pattern.

Olja och transfertryck pa traditionellt
stjdarnmonstrat duktyg i ekologisk bomull
fran Ekelunds vaveri.

This painting celebrates the women “sitting on the
loom” who for centuries played a central part in the
success of the textile industry of Sjuharad and Mark,
but who are much less talked about than the ‘textile
barons’. Even the industrial textile mills initially
existed parallel to the putting out system. It wasn’t
until the end of the 19 century that industrial



industriella vaverierna i stort sett ersatt det
hembaserade arbetet.

Forhallandena for de som arbetade i hemmen kunde
se mycket olika ut. Manga vévare var beroende av
forlaggarna som forsag dem med garn och betalade
for de fardiga produkterna nar de hade levererats.
Forlaggarna kunde diktera priserna och vdvarna
hamnade ofta i skuld till dem. Det férekom dock att
vavare sjdlva blev entreprenérer och hade manga
andra vavare som arbetade for dem.

Den starka vavtraditionen gjorde att traktens vavare
var mycket skickliga och delade med sig av sina
kunskaper till varandra. Monsterbdcker som de som
publicerades av familjen Ekenmark, som i borjan av
1800-talet reste runt i landet och larde ut
avancerade vavtekniker, kopierades for hand av
manga vavare. Fragmenten av vavmonster pa
Unsung Heroes (Hjaltar i det tysta) kommer just fran
sadana handkopierade Ekenmark-monster.

Tyget, som ar gjort av ekologisk bomull, visar ett
traditionellt stjarnmaonster och har vavts vid
Ekelunds vaveri i Horred i Marks kommun.

Tips pa lankar till férdjupningsmaterial

weaving mills had largely displaced the
homeworkers.

The position of home-workers could vary
considerably. Many weavers were at the mercy of
the textile barons who handed out yarn to them and
paid for the finished pieces after it had been
delivered. The barons could dictate the prices and
often weavers might even find themselves indebted
to them. However, some weavers became
entrepreneurs themselves, with many home
weavers working for them.

The strong weaving tradition meant that the skills
and knowledge of the region’s weavers were very
high, and were shared amongst them. Pattern
books such as those published by the Ekenmark
family, who in the early 19" century travelled
around the country to teach advanced weaving
techniques, were copied by hand by many weavers.
The fragments of handwritten weaving patterns in
Unsung Heroes are from such a copy of Ekenmark
patterns.

The fabric, made from organic cotton, shows a
traditional star pattern and was woven at Ekelund
weavers in Horred, Municipality of Mark.

Suggested websites for you who would like to read more

fashionrevolution.org
cleanclothes.org
ilo.org
swedwatch.org

smarttextiles.se



Konstndren och Rydals museum vill rikta ett sarskilt tack till...

The Artist and Rydals museum wish to thank...

e Eva Andersson, Goteborg University

e Julia Calver, Saltaire Inspired

e Marie Ekstedt Bjersing, Saterglantan

e Carita Forslund, Forvaltningen for kulturutveckling, Vastra Gotalandsregionen

e Elly Gronberg, Alingsas

e Pernilla Harrysson, FOV

e Hanna Hodacs, Dalarna University

e Viktoria Holmqvist, Textilmuseet Boras

e Anna Maria Catarina Knutsson, Uppsala University

e Anna Lidstrom, Re:textile, Science Park Boras

e Chris Mayson, art transport crate builder extraordinaire

e Birgitta Nilsson, Regionutvecklare — Cirkulara affarsmodeller, hallbara miljéer och
mode, Vastra Gotalandsregionen / Regional developer — Circular business models,
sustainable environments and fashion.

e Linda Nydén, Smart Textiles, Science Park Boras

e Tanja Unlimited

e Textilmuseet Boras

Utstdllningsproduktion och programverksamhet finansieras med medel fran Bordsregionen
Sjuhdradskommunalférbund, Marks kommun och Kulturférvaltningen for Véstra G6talandsregionen.




Vid intresse for kop av verk i utstallningen:

Priser anges i separat prislista.
Vid intresse for kop av verk, tala med personalen i museets reception eller skicka ett
epostmeddelande till: rydalsmuseum@mark.se sa markerar vi verket som reserverat.

For att vi skall reservera ett verk behdver vi ditt namn och kontaktuppgifter: telefonnummer samt
epostadress. Ange dven om det giller kép som privatperson eller institution/myndighet och i s3
fall vilken.

Reservationen géller till och med utstallningsperiodens slut savida museet inte har meddelats att den
skall atertas. Vi ber er att enbart reservera verk som det &r sannolikt att ni ocksa kommer att kdpa.

Observera att inget verk pa nagra villkor far avlagsnas fran utstallningen fore utstallningsperiodens
slutdatum, 7 november 2021.

Betalning gors via faktura fran Rydals museum. Képaren ansvarar sjalv for att avhamta kopt verk
efter 6verenskommelse med Rydals museum.

If you are interested in purchasing any of the displayed works:
Prices are specified in a separate list.

If you are interested in purchasing a piece, speak to the staff in the reception or send an e-mail to:
rydalsmuseum@mark.se, and we will mark the work as reserved.

In order to reserve an artwork we need your name and contact information: phone number and e-
mail address. Also, specify if you are buying the work as private citizen or an institution/agency
(specify which one).

The reservation is valid until the end of the exhibition period unless the museum notifies that it is
being recalled. Observe that no works are allowed to be taken from the exhibition hall until the
exhibition end date, November 7t 2021.

We ask you to only reserve works that you are likely to purchase.
Payment is made by invoice from Rydals museum.

The buyer is responsible for collecting the artwork, after having made an appointment with Rydals
museum.



