
Pecha Kucha: 

The Fold 
 

The pupil is a window, the optic nerve- a messenger, the lens- a mirror, the 

eyelid- a curtain.1 [Curtains] protect what is behind, at the same time they 

sustain the hope that what is secret behind them might be revealed at any 

moment.2 If on the one hand drapery stages the potential of revelation, on the 

other it clearly involves a curtaining, a gesture towards the obscure.3 What we 

see goes far beyond the evidence available to the eye.4 If we can conceive of 

our environment as “rigged”- if we can continue to latch onto the belief that 

we are being deceived… then we can also sustain a fantasy of eventually 

accessing and appropriating that power for ourselves.5 The eye confuses 

different orders of space and surface on account of the visual stimulus of 

folding and unfolding. The action of folding breaks down the separation of 

categorisation.6 Knowledge is elusive as the cloth is folded and manipulated, 

concealing and revealing.7 The play between two and three dimensions in the 

image becomes a way of articulating the different levels of knowledge and 
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meaning.8 The work teases us with its optical illusions, its abstract qualities 

allowing for endless mutable interpretation and allusion.9 Representation is a 

process through which we construct the world around us.10 The real does not 

lurk behind the surface; it resides on that surface or exists as a play of 

surfaces.11 The background rising up onto the surface of the image.12 The 

surface becomes discoverable as the site of deliciously delirious perception- 

one that is indicative of the madness of fabric itself.13 The viewer is drawn 

closer to the surface of the cloth: simultaneously the image begins to dissolve, 

creating a place of ambiguity, followed by a satisfying realisation of the thread 

and the cloth itself.14 Fabric is both the subject matter and the material 

object.15 When we stand at a distance, we see a landscape or a colour, but 

when we scrutinise the surface carefully, this flimsy image or evanescent 

colour disappears and in its place we see the material structure, which 
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produced the original experience in our minds.16 Pictures have a double 

reality.17 A boundary between the real and illusive space.18 Pictures are unique 

amongst objects; for they are seen both as themselves and as some other 

thing, entirely different from the paper or canvas of the picture. Pictures are 

paradoxes.19 They entice our awareness of depth, but do so in a way designed 

to baffle our attention to the marks upon the surface.20  

 

“Haptic visuality” sees the world as if we were touching it: close, unknowable, 

appearing to exist on the surface of the image… A way of looking and seeing in 

which the eye becomes, or mimics, an organ of touch.21 Qualities of images 

that conjure a haptic sensation include a certain obliqueness in the viewers 

ability to read or ‘place’ the image, a fragmented or dissolved structure or a 

pronounced grain to the surface.22 At the level of the pixel, digital space is 

haptic.23  

 

Distancing from the apparent ‘subject’ allows allusion and illusion to take over 

from pure representation. Using cloth as a starting point the [images] play 
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with reality, examining the nature of the surface and the fold, the continuous 

and the invisible, and cause us to reflect upon what we perceive. The [images] 

are contemplative, treating cloth as a signifier, welcoming and exploring its 

allusions.24  

 

A tension results in seeing rather than perceiving, a juxtaposed existence 

between haptic and scopic rather than a relationship where the eye has 

become estranged from the skin from within whose folds it operates.25 

The thing itself is inseparable from the person perceiving it, and can never 

actually be in itself because it stands at the other end of our gaze, or at the 

terminus of a sensory exploration which invests it with humanity.26 Language 

is no avenue for sensory contact with reality, it serves merely to name what we 

have seen or heard or thought.27 If to perceive means to unfold, then I am 

forever perceiving within the folds.28 
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