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Foreword
Gertrud Sandqvist

The 2010–2011 study year has been a fruitful one 
for Malmö Art Academy. A number of things 
have changed, and others have taken their place.

one major, gratifying new feature is that the 
Academy’s MFA programme in Critical  Studies 
has got a new lease of life. The artist and 
educationist Maj Hasager is responsible for the 
programme, which is now called Critical and 
Pedagogical Studies. Like all the courses at the 
school, this is an international programme, and 
is directed at artists who are interested in deep
ening their knowledge and expertise in critical 
theory and pedagogy.

There is a long and noble tradition of artists 
being involved in educating young people who 
want to be artists. But the model is no longer 
that of the Master surrounded by his pupils, but 
a dynamic, experimental relationship between 
artists in different phases of learning. Although, 
for many artists, the role of educationist is an 
invaluable part of their artistic work, there are 
surprisingly few opportunities for artists to 
learn about all the experimental pedagogy and 
research going on in the field. The aim of Critical 
and Pedagogical Studies is to provide one such 
opportunity.

Another important newcomer this year has been 
Matts Leiderstam, who was recruited to the 
Academy as a docent and professor, his primary 
commitment being to our masters and doctoral 
teaching. we are also able to welcome Margot 
edström, as our new video lecturer. These new 
recruit complete the Academy’s teaching staff. 

with professors Sarat Maharaj, Matts Leider
stam, Joachim Koester, Haegue Yang; lecturers 
Po Persson and Maria Hedlund; lecturers Mar
got edström, Maj Hasager and Viktor Kopp; 
our external instructors that vary somewhat over 
the years, but who this year have been Andreas 
eriksson, Annika eriksson, Anders Kreuger, 
Nathalie Melikian, João Penalva and Nina roos; 
and myself as professor of theory and responsible 
for the artistic programme; we have done our 
utmost to create as good a place as we can for our 
outstanding, creative students to pursue their 
own development.

Malmö Art Academy is an international school. 
one important task for us in the coming years 
will thus be to continue to strengthen our 
contacts with schools and academies outside of 
europe. An important step in this direction, 
about which we are very happy, was taken when 
the Academy signed a collaboration agreement 
with KNUA, Korean National University of Art, 
in Seoul.

we would also like to thank our external exam
iners for this year, the artist Abraham Cruzvil
legas from Mexico City and the curator Sabine 
Folie from the Generali Foundation in Vienna. 
They have helped us to examine a total of 33 stu
dents – almost half the Academy! The students’ 
exam projects and essays are in this Yearbook.

For two years now, we have been living with 
eSCAPe, the most extensive educational col
laboration project in the history of the Academy 
so far, between Hochschule der Bildende Kunste 
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Braunschweig, MauMaus escola de Artes Visu
ais, International Art Academy Palestine, and 
Malmö Art Academy. The project has involved 
more than thirty students, in study trips, work
shops, seminars, and intensive effort. The results 
were displayed in an exhibition at Lunds Konst
hall in January 2011, which was then shown at 
the Braunschweig academy’s gallery in June. A 
book is planned for autumn 2011.

our director Anders Kreuger left the Academy 
after three intensive years to become Curator at 
MuKhA in Antwerp. we thank him for his valu
able contribution to the Academy and wish him 
every success in his new post. The new director 
is Silvana Hed, whose primary background is a 
number of years in the central university admin
istration at Lund University.

Gertrud Sandqvist
Professor of art theory and the history of ideas, 
supervisor for the doctoral  programme
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ÖrN ALexANder ÁMUNdASoN
The Great Bouillon Objects

As the camera rotates slowly and smoothly 
around the singers and myself the frame is 
constantly being altered. At certain points only 
one of us is visible and at other points we are all 
in frame, this creates the feeling for the viewer 
that there is always something about to happen. 
At the same time nothing really changes; sure, 
the camera is constantly in motion on its dolly, 
but there is no zoom or panning and the scenario 
is always the same; the singers keep singing and I 
keep sculpting. 

Styrofoam, Burlap and Plaster is the title of the 
piece I presented in my master’s graduation ex
hibition. The piece is an installation containing 
a video and 7 sculptures made from the material 
mentioned in the title. The video, which is 45 
minutes long, shows two opera singers perform
ing arias from different operas and myself in 
the role of the artist creating the sculptures 
that I mentioned before. I’m going to trace the 
development of Styrofoam, Burlap and Plaster by 
discussing some of the possible interpretations 
and key ideas behind the work and while doing 
so connecting it to some of my other work and 
influences. 

 The Trance and Channeling  

The pure work implies the elocutionary disappear-
ance of the poet, who yields the initiative to words.1

In spring 2008 after intensive meditation I 
experienced a trance for the first time. I was 
completely awake and not under the influence 
of alcohol or any other substance, it lasted for 

about 10 minutes. I was dancing but my mind 
was not present, it is hard to explain, but I felt 
like there was something coming through me: 
a field of energy channelling through my body 
and controlling my movements. This was an im
portant experience for me, a moment of letting 
go. where something I couldn’t control passed 
through my body and the ego was pushed aside.  

There are unknown forces in nature; when we give 
ourselves wholly to her, without reserve, she lends 
them to us; she shows us these forms, which our 
watching eyes do not see, which our intelligence does 
not understand or suspect.2

I’ve been chasing the feeling of the trance in 
a way, in some of my works since then. Styro-
foam, Burlap and Plaster is an example of such 
an attempt, an idea of reaching full conscious
ness, focusing on all the senses and ignoring all 
other distractions. Thereby becoming a sort of 
vessel to transform those senses into sculptures. 
In SB&P the focus is of course mostly on the 
hearing sense, but the other senses, sight, touch, 
smell and taste cannot be ignored. during this 
performance of course I’m not attempting to go 
into a full trance and lose complete control. But, 
I am attempting to empty the mind and become 
a transposing tool sincerely trying to change a 
certain situation into a threedimensional object. 
I am not creating the sculptures; the “situation” 
is creating the sculptures.

This idea applies as well in a very similar 
way to a piece I made in 2009 in Folkets Park, 
Malmö called Achieving Checkmate. every 
day for one week I sat with the players of the 

1. By Stephane Mallarme. 
Steven Cassedy, Flight 
from Eden: the origins of 
modern literary criticism 
and theory, Berkeley: 
University of California 
Press, 1990, p. 72

2. By Auguste Rodin. 
Albert Edward Elsen, 
August Rodin: readings 
on his life and work, New 
Jersey: Prentice-Hall, 
1965, p. 161 
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Örn Alexander 
Ámundason

Styrofoam, Burlap and 
Plaster
Video and sculptures
Video – 45 min / v 7 
sculptures – 40³ cm
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Kirsebergs Schackklubb, watching them play 
chess and creating clay sculptures based on their 
games. While sitting and watching the chess 
games I became the transposing tool mentioned 
before. I had to be fully engaged and become a 
channel for a power to stream through. Not only 
was every move the players made put into the 
sculptures, but also the way they communicated 
and the energy around them during the game. 

The Genius  

The idea of the “genius” is connected to what 
I’ve mentioned about the trance. Geniuses are 
imbued with a special, almost magical quality.

Genius itself cannot describe or indicate scientifical-
ly how it brings about its products, and it is rather 
as nature that it gives the rule. That is why, if an 
author owes a product to his genius, he himself does 
not know how he came by the ideas for it; nor is it 
in his power [ Gewalt ] to devise such products at 
his pleasure, or by following a plan, and to com-
municate [ his procedure ] to others in precepts that 
would enable them to bring about like products.3

Great ideas just pop into the heads of geniuses 
at sudden moments. They make leaps that are 
incomprehensible to others, and sometimes even 
to themselves. They are qualitatively different; 
they are special. The way the genius works can be 
connected to the way the sculptures in Styrofoam, 
Burlap and Plaster are created. This idea of a 
greater force from an unknown, possibly divine, 
place, entering the body and controlling his moves 
and forming what is front of him. One could say 
that he is a susceptible, and that his “antenna” is 
able to detect things other people couldn’t. At the 
same time the artist is oblivious to exactly how 
these things work, and he has to be, otherwise 
he wouldn’t be able to become this channelling 
object. He simply has to accept that he doesn’t un-
derstand everything and surrender to that force.

In my master’s exhibition I showed another 
work alongside Styrofoam, Burlap and Plas-
ter. Singer/Songwriter is a video recording of a 
performance I did at an open stage in Malmö. 
Anyone who wanted to come up and play a song, 
tell a joke or whatever was able to go onstage. I, 
like many others, showed up with a guitar and 
asked if I could perform a song. After the host 
introduced me as a singer/songwriter I went on 
stage and started to perform my song. I started 
with the first word “I...” but then stopped as if 
I was playing the wrong chord. I started again 
“I...” but immediately after starting I stopped 
again and coughed. It went on for this for about 
25 minutes. Starting and stopping as if I was a 
car stuck in mud desperately trying to get out 
but always falling back into the same tracks. 
The Singer/Songwriter is a living example of the 
dilemma of the genius. He is certain that there is 
some sort of genius dwelling inside him waiting 
to come out. He feels that all he has to do is go 
onstage with his guitar and the music and lyrics 
will naturally follow. In 
that sense he is similar to 
the sculptor in SB&P, they 
are both confident about 
their ability to express 
something sincere.

Can you recognize the differ-
ence between real sentiment 
and sentimentality? I made 
a picture that doesn’t have 
any sentimentality in it, but 
has a great deal of feeling in 
it. It has the kind of emo-
tions that we all experience 
but you really don’t see them on the screen. The kind 
of emotions that kind of get lost because they are 
no longer contrived in our film. They’re genuine. 
Delight, hope, irritation, frustration, anger, 
friendship, love, bewilderment, confusion. They’re 
all there... Go see it! 4

Örn Alexander 
Ámundason

Achieving Checkmate
Sculptures and perfor-
mance
11 sculptures – 10³ cm 
each / Performance 
7 days
_

3. Immanuel Kant, 
Critique of Judgement, 
Indianapolis: Hacket 
Publishing Company, 
1987, p. 169.

4. Peter Falk on The Dick 
Cavett Show promoting 
John Cassavetes’ Hus-
bands (1970)
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Opposite page:
Kreppa: A Symphonic 
Poem About the Finan-
cial Situation in Iceland
Performance
14 min 
_

5. C.W. Leadbeater 
and Annie Besant, 
Thought Forms, Los 
Angeles : Indo-European 
Publishing, 1901, p. 78.

6. Joseph Kosuth, Art 
 after Philosophy and 
After, London : The MIT 
Press, 1991, p. 213.

Thought Forms

The theosophists Annie Besant and C.w. 
 Leadbeater wrote a book called Thought Forms in 
1901. They believed that thoughts were forms in 
mental matter that had energy, shape and colour 
and that some people could perceive these forms 
and draw them. The book consists of draw
ings and paintings of various “thoughtforms”, 
depicting such thoughts and emotions as “devo
tion” and “anger” and more descriptive ones 
like “intellectual conception of cosmic order” 
and “sympathy and love for all”. The drawings 
and paintings are fairly abstract; some include a 
vague shape and only one or two colours, while 
others are more elaborate, consisting of many 
different shapes and colours. The book ends with 
a chapter called Forms Built by Music: 

Many people are aware that sound is always associ-
ated with colour—that when, for example, a musi-
cal note is sounded, a flash of colour corresponding 
to it may be seen by those whose finer senses are 
already to some extent developed. It seems not to 
be so generally known that sound produces form as 
well as colour, and that every piece of music leaves 
behind it an impression of this nature, which per-
sists for some considerable time, and is clearly visible 
and intelligible to those who have eyes to see.5

 
About two years ago I made a piece called 
Kreppa: A Symphonic Poem About the Financial 
Situation in Iceland. An almost 30 year history 
was being pressed into a musical piece. I trans
posed words and speeches from politicians, 
investors, protesters and other people involved 
with the 2008–09 financial crisis in Iceland, 
into musical notes. I collected material from 
various media: radio interviews with politi
cians, TV shows about the Icelandic investors 
and so forth. Having no experience of musical 
composition, I used a computer program that 
altered the talk of these people into musical 

transcripts. I then aligned each character with 
an instrument to “speak for them”. After that 
the sheets were put in chronological order, 
thereby telling the story of the crisis starting 
from a questionable fishing quota declared in 
the 80s, to a parliamentary election in 2009. 
The musicians were not informed which char
acter they were “playing”, so in some sense they 
had become channels, playing their instruments 
without understanding what exactly they were 
“saying” and without knowing where the notes 
in front of them were coming from. 

Anthropometries

Yves Klein made a series of paintings and perfor
mances titled Anthropometries, where he would use 
naked female models covered in blue paint dragged 
across or laid upon canvases as “living brushes” 
to make a print or an image. This idea apparently 
came to him partly from his practising judo and 
fascination with the marks left on the mat as the 
judo fighter fell. According to Klein, in the work, 
the torso and the thighs of the female body had 
been reduced to pure essentials. Klein referred to it 
as “the most concentrated expression of vital energy 
imaginable”; he also said that the models’ presence 
in the work “transcends personal presence”. He was 
attempting to create a concentrate.

From that moment, following the example of all 
painters, I hired models. But unlike the others, I 
merely wanted to work in their company rather 
than have them pose for me. I had been spend-
ing too much time alone in the empty studio; I no 
longer wanted to remain alone with the marvelous 
blue void which was in the process of opening.6

In SB&P one is reminded of an all too familiar 
situation where the romantic artist is standing 
opposite a female model, sculpting away with 
his hammer and mallet. This is the skilful male 
artist genius, possibly poor, but surely talented. 

Örn Alexander Ámundason / Master of Fine Arts 2
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The female model needs no acquired skill; she’s 
a tool for the artist to receive inspiration. In 
this piece however the circumstances have been 
altered and the models outnumber the artist two 
by one. They are ambitious, powerful women 
singing masterfully, expanding their vocal cords. 
Additionally, the artist isn’t showing any acquired 
talent or technique and the singers are in no way 
mere figures to inspire him, this time they are the 
ones portraying the actual artistry. The roles are 
switched and the artist is overpowered. There is a 
tension between the two fields, audibly the singers 
are in control and visually they also play an im
portant part, but we are still located in the cold, 
gray and damp oldfashioned sculptor’s studio.

 
La Bohéme  

one of the operas that inspired Styrofoam, 
Burlap and Plaster is La Bohéme by Puccini. An 
1830 period piece based around the struggling 
lives of Parisian artists.   

Marcello is painting while Rodolfo gazes out of the 
window. In order to keep warm, they burn the man-

uscript of Rodolfo’s drama. 
Colline, the philosopher, 
enters shivering and disgrun-
tled at not having been able 
to pawn some books.7

There is a compelling para
dox in the romanticized 
myth around these artists. 
They are freezing to death 
and starving and one of 
them, rodolfo, is burning 
the only copy of his drama. 

which should be a horrific, sickening act, but 
is displayed with a sharp, humorous, tongue
incheek dialogue. It’s difficult for the viewer to 
feel sympathy towards these characters since the 
seriousness of their situation is in no way evident 

in their communication. This makes the whole 
situation surreal. The viewer is uncertain if the 
characters have become mad from hunger and 
poverty or if the writer, Puccini, is toying with 
them. In Styrofoam, Burlap and Plaster a similar 
notion is present. The viewer has to deal with 
a setting where the artist is presented in seri
ous circumstances, confronted by professional 
opera singers wearing formal gowns, perform
ing famous arias skillfully. one would therefore 
perhaps not anticipate a transposition quite like 
this. The sculptures that are created are formless 
and are made in a desultory way. 

Interpretation  

The actions of the sculptor in Styrofoam, Burlap 
& Plaster can at first be seen as an attempt to 
create lifelike portraitures physically based on 
the singers, or some sort of a jam session as if 
the sculpting movement was a way of playing 
an instrument. However, there is never any real 
communication between the singers and me, we 
never look at each other, and are completely en
gaged in our own practices. There is an invisible 
barrier between us and the only thing penetrat
ing this barrier is the musical tones and the 
vague mutual. The sculptures then, rather than 
being realistic documentations of the singers, are 
some sort of a transposition from something else, 
something that is not quite evident, but turns the 
music and the presence and what we could refer 
to as a “situation”, into a sculptural object. This 
sort of attempt to try to document something 
that has so many factors into a 40cm³ sculpture 
is in itself a doomed attempt since a sculpture 
can never really be that “situation”.

Imploding Bouillon

The pocket soup, or the portable soup, was a type 
of dehydrated food used in the 18th and 19th 
century and a predecessor to the bouillon cube.

Örn Alexander 
Ámundason

Singer/Songwriter
Performance
25 min 
_

7. (Description of the 
beginning of Act 1) 
Wikipedia. April 17 2011. 
<http://en.wikipedia.org/
wiki/La_bohéme>

Örn Alexander Ámundason / Master of Fine Arts 2
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To make a Veal Glue, or Cake Soup to be carried 
in the Pocket:
Take a Leg of Veal, strip it of the Skin and the Fat, 
then take all the muscular or fleshy Parts from the 
Bones; boil this Flesh gently in such a Quantity 
of Water, and so long a Time, till the Liquor will 
make a strong Jelly when it is cold: This you may try 
by taking out a small Spoonful now and then, and 
letting it cool. Here it is to be supposed, that though 
it will jelly presently in small Quantities, yet all the 
Juice of the Meat may not be extracted; however, 
when you find it very strong, strain the Liquor 
through a Sieve, and let it settle; then provide a 
large Stew-pan, with Water, and some China 
Cups, or glazed Earthenware; fill these Cups with 
Jelly taken clear from the Settling, and set them in 
a Stew-pan of Water, and let the Water boil gently 
till the Jelly becomes as thick as Glue; after which, 
let them stand to cool, and then turn out the Glue 
upon a piece of new Flannel, which will draw out 
the Moisture; turn them once in six or eight Hours, 
and put them upon a fresh Flannel, and so continue 
to do till they are quite dry, and keep it in a dry 
warm Place: This will harden so much, that it will 
be stiff and hard as Glue in a little Time, and may 
be carried in the Pocket without Inconvenience.8

Like the bouillon cube, the portable soup is 
a condensed version of something else. For 
example the Veal Glue that is mentioned above is 
made from a leg of veal, it is boiled for hours and 
strained and in the end it has been compressed 
to small piece of jelly to fit in one’s pocket. The 
beef bouillon cube is a 3cm³ representation of 
kilos of leftover meat and bones. It still includes 
the nutrition and the taste of the beef but it is 
still not quite the same as the material it’s made 
from. In a way it’s a failed attempt to be the beef 
it comes from. In the end it becomes something 
else. It gains its own disposition.

An implosion is a macro version of the bouil
lon cube. The term implosion could possibly be 
used to describe the way the Styrofoam, Burlap 

and Plaster sculptures are created; an immediate 
concentration of matter and energy (the “situa
tion”). The “situation” collapses upon itself and 
is crushed by an outside force. everything that is 
around at that moment is drawn into this object. 
The sounds, smells and all that can be seen and 
felt is compressed. That object can be seen as an 
interpretation of the situation and scenario it is 
created in, since both the movement of the sculp
tor’s hands and the amount of plaster applied to 
its surface are directly affected by the “situation”. 
The sculpture becomes a 
manifestation of the situ
ation just as the bouillon 
cube becomes a manifesta
tion of the life of the cow it 
comes from.

recently I made a perfor
mance titled Samtöl (could 
be translated to Conver-
sations). I had a similar 
approach as in Styrofoam, 
Burlap and Plaster, creat
ing abstract documen
tary sculptures. In Samtöl 
I would sit by a desk with 
a phone book, a telephone 
and a big piece of clay. I 
would open up the phone 
book and choose a random 
number. The audience 
would then be able to listen to the phone call, 
through speakers, as I would ask the person on 
the other line if they would mind talking to me 
while I made a sculpture out of clay. The sculp
ture could be said to be a portrait of the person 
on the other line, it could also be said to be a 
portrait of our conversation. As soon as the phone 
call ended the sculpture was ready. The lump 
was placed on the desk, a new phone call made 
and so on. Here the sculptor is in an unfamiliar 
situation, he’s been situated behind a desk and 

Örn Alexander 
Ámundason

Singer/Songwriter
Performance
25 min 
_

8. The Lady, The lady’s 
companion: or, An infal-
lible guide to the fair 
sex, London : Printed 
for T. Read, in Dogwall, 
 White-Fryers, Fleet 
Street, 1743, p. 116.

Örn Alexander Ámundason / Master of Fine Arts 2
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in a desperate attempt to find inspiration he goes 
to a new low. As a last resort he opens the phone 
book in dire need of something to influence him. 
After each sculpture is finished he immediately 
starts working on a new one. This same addiction 
to inspiration can also be seen in the sculptor in 
SB&P, who is also doomed to a life of attempt
ing to represent what he senses. In an almost 
Sisyphean way he’s forced to live a life of produc
ing chunks of styrofoam, burlap and plaster.

The 7 sculptures in Styrofoam, Burlap and Plaster 
remain as a suggestive documentation of some
thing they themselves seem to have a hard time 
trying to recount. They are uncertain of their 
own purpose, they exist but they are not sure 
why, they are sure there must be a point of ori
gin, a birthplace so to speak, but they can’t bring 

it to mind. The sculptures are thirstily waiting 
for a viewer to look at it and give it a meaning. 
They are unformed lifeless beings. They hope 
that while the viewer is watching them they 
might be able to catch a glimpse of their own 
reflection in the viewer’s eyes and thereby gain 
an identity.

Örn Alexander 
Ámundason

Samtöl
Performance
30 min
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ANTóNIo CorCeIro-LeAL
Charting the Flesh

The structure of this writing started to appear 
after I encountered The Gay Science 1 by Friedrich 
Nietzsche, where prose coexists with poetry and 
each entry stands for a line of thought. Here 
therefore, different formats have been used, such 
as critical and reflexive prose, short tales, simple 
quotations, journalling experiences or even 
automatic writing. The writing is organised by 
numbers that identify each entry as independ
ent and at the same time able to be linked to 
any other entry. Some were originally written in 
Portuguese and then translated by me (6, 13, 14, 
16, 18, 22, 23 and 24).

1. The absolute necessity to hold onto a strong 
belief in life remains a highlight from my read
ing of Pure Immanence 2 by Gilles deleuze. I had 
to acknowledge that the potential to express life, 
as something that each one of us is entitled to do, 
has been driving my thoughts and actions for a 
long time. His writing gives me a peculiar per
spective on the body because it triggers opposing 
points of view that yet appear synchronised. 
Sometimes, I feel like a coldblooded physi
cian that sees thousands of bodies struggle for 
life, and approaches human physiology almost 
as pure mechanics and physics. other times, I 
feel more like a desperate romantic that believes 
in the creation of new possibilities of life, a 
wanderer always surprised at every expression 
of life. deleuze seems to be obsessed with the 
vital energy that animates the human body and 
he focusses not on its origin but instead on how 
this energy behaves and where it is moving to. As 
energy, it should never be restrained because it 
is always about expansion. I seem to be obsessed 

with all the circumstances around this expan
sion. So, belief is a movement of expansion, it 
empowers us to love the other, to heal from an 
injury or quite simply to dance. It is a movement 
towards a future and not the future as just one 
and predetermined. It is not a future that just 
follows now. It is a movement that explores the 
potential of movement, always testing where the 
limits are and who makes them. A future that 
demands time and space. The most awkward, 
daring childish things can happen when the 
movement of belief is set in motion. To believe 
in life is to explore the given world and find new 
worlds in it. 

2. Your body is climbing the mountain. There 
is a beautiful view from the top. A huge river 
crosses the deep forest that lies below. A few 
clouds seem to be frozen high in the sky. There 
is a light breeze. Your body spots something at 
the top and at the top realizes that it is a sort of 
engine. It resembles a big motorcycle without 
wheels. However, it has two wings and two odd 
structures that look like feet or big fins. It is 
functioning silently and moving slightly without 
given direction. It has no petrol tank. Your body 
sits on it and the engine starts running and takes 
off disappearing into the clouds. rapidly it ap
proaches the river and dives. Then it comes out 
of the water and runs into the forest. 

3. I came across the word ‘grace’ in a video work 
by Manon de Boer, called Resonating Surfaces 3. 
In this work, Suely rolnik interprets the use of 
the word by deleuze in correspondence between 
them. According to her, grace stands for “belief 

1. Nietzsche, Friedrich, 
The Gay Science, New 
York, Vintage Books, 
1974.

2. Deleuze, Gilles, Pure 
Immanence: Essays on 
A Life, New York, Zone 
Books, 2001.

3. “What he calls grace is 
belief in life and the ex-
pression of this life. That 
is grace.” Suely Rolnik 
in Resonating Surfaces 
from Manon de Boer, 
16mm film transferred to 
video, 2005.
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in life and the expression of this life”. I im
mediately felt a strong force of attraction to the 
word. Perhaps because it also suggests me other 
complementary aspects such as: the elegant 
movement of the body, when it is at the same 
time exercised, light and poetic, a welltrained 
body that performs seemingly impossible move
ments; defiance of gravity, because the move
ment suggested is an antigravitational one or 
even better, an agravitational movement that 
suspends the force of gravity as a limiting of its 
possible behaviour; the expression of an unbur
dened state of life, without distress or hardship 
and full of affirmation and joy. The word stands 
like a star that moves freely in the firmament, 
which amazes our imagination so that we want 
to take part in its movement. The word contains 
light, endlessly. And it includes an innocence 
that opens up a dreamlike atmosphere for deeds. 
But grace also brings an idea of exception or not 
being ordinary. Something that stands out from 
daily life because it is rare. And just as deleuze 
declares “It may be that believing in this world, 
in this life, becomes our most difficult task, or 
the task of a mode of existence to be discovered 
on our plane of immanence today.”4 Although 
restrained most of the time, whenever we see 
grace happening our body reacts with goose
flesh, which tells us that something extraordi
nary is taking place. It is interesting to note that 
“in Christian theology, grace is an attribute of 
God – a spontaneous, unmerited gift of divine 
favour for his children – a favour most manifest 
in the salvation of sinners. It is understood by 
Christians to be the ‘free gift’ of an uncaused 
and overflowing love and mercy – ‘totally 
undeserved’ by humanity.”5 Simone weil also 
underlines this exceptional nature, when she 
says “all the natural movements of the soul are 
controlled by laws analogous to those of physical 
gravity. Grace is the only exception.”6 I find in
spiring the idea of antigravitational movement 
that she imprints in the word. In my interpre

tation of the word, I also emphasise the sense 
of incredible potentiality that comes from the 
Christian concept but I totally detach it from its 
root in God. This potentiality is contained and 
originates in life itself, it is its natural expression 
and expansion. 

4. what is the difference between singularity 
and individuality? According to deleuze, when 
the singularity of life is expressed: “a man no 
longer has a name, though he can be mistaken 
for no other. A singular essence, a life…”7, and 
this life is also, according to him, “neutral”. And 
what is the nature of the expression of singular
ity? what kind of language is used? It seems 
obvious to me that it is a nonverbal language, 
which gives universality to this expression. It 
is not easy to say what kind of alphabet this 
language uses precisely because it is a nonverbal 
one. It uses “affects” and “percepts” (borrowing 
these terms from deleuze and Guattari) devoid 
of verbal articulation. To me, it seems that the 
expression of singularity holds some universal 
aspect in the same way that the expression of 
intimacy can build a link between us all. on 
the other hand, I think that the expression of 
individuality is directly connected to the private, 
to all the particularities of our life. So, it seems 
to me possible to express intimacy yet skipping 
over the private aspects that might have triggered 
that expression. The private is what is forgotten, 
it is the banal, and it is totally inessential. Being 
singular is being universal because it has the po
tential to resonate in all our bodies. expressing 
intimacy is the expression of something that is 
recognized as universal. It is absolutely necessary 
to express intimacy. 

5. “while you are away/My heart comes undone/
Slowly unravels/In a ball of yarn/The devil collects 
it/with a grin/our love/In a ball of yarn/He’ll 
never return it/So when you come back/we’ll 
have to make new love”8 Björk Gudmundsdóttir

4. Deleuze, Gilles and 
Guattari, Felix, What is 
Philosophy?, London, 
Verso, 1994, p. 75.

5. http://en.wikipedia.
org/wiki/Grace_in_
Christianity (19.03.2011)

6. Weil, Simone, Gravity 
and Grace, New York, 
Routledge Classics, 
2002.

7. Ibid. Deleuze p. 29

8. Lyrics of the song 
Unravel by Björk Gud-
mundsdóttir, in Homo-
genic, One Little Indian, 
1997.



229. This writing was 
loosely inspired by a 
lecture from Bracha L. 
Ettinger called Psycho-
analysis and Matrixial 
Borderspace, seen on 
the youtube channel of 
the European Gradu-
ate School, dated from 
19.07.2007.

10. De Beauvoir, Simone, 
Adieux: a farewell to 
 Sartre, New York, 
Pantheon Books, 1984, 
p. 127.

11. Ault, Julie, Felix 
Gonzalez-Torres, Göt-
tingen, Steidl Publishers, 
2006, p. 155.

6. The skin of a body touches the skin of another 
body. This touch produces electricity, heat. 
Steam is released. The smell triggers nonverbal 
memories in the bodies. The ears pick up sounds 
that communicate beyond the shared verbal lan
guage. The eyes look at the unspeakable motion. 
And there it stands an encounterthing, elusive, 
unstable, fluid, changeable. The encounterthing 
is an ethereal map not superimposable to the 
bodies from which it originates. Nevertheless, 
the fringes of this map pierce the bodies and this 
piercing makes the bodies part of the map. Scars 
are produced. They are two independent territo
ries of the same map. The bodies are part of the 
encounterthing. They are contaminated. In each 
body the sum of the nonhierarchical sensations 
captured by the senses is produced and this sum 
projects energy that feeds the encounterthing. 
electricity, heat energy, potential energy, radiant 
energy, chemical energy. every day encounter
things are built in all human contacts, some 
only through vision. Because of its instabil
ity and fragility most of the encounterthings 
experience an expansion in time and space that 
leads to its subsequent fragmentation. However, 
there is no destruction but natural conversion of 
these fragments into nontraceable molecules of 
brain activity. The scars produced are very tiny. 
Although fragile, an encounterthing can achieve 
immaterial consistency. The ongoing repeti
tion of contact between bodies can provide this 
consistency. But it is important at this point to 
make reference to a specific type of encounter
thing: one that is created between two bodies 
that share intimacy in time, that relate lovingly. 
This encounterthing constitutes itself from 
all the senses of the two bodies, because only 
between intimate bodies is it possible to explore 
and expand all the senses. The participation of 
the senses matches and contributes nonverbal 
information to map the encounterthing. Taste is 
a sense that takes part almost exclusively in this 
type of encounterthing. Between two intimate 

bodies there exist scents, steam, sweat, saliva, 
sperm and other liquids. In its immateriality, the 
encounterthing that results from a loving rela
tionship is the most consistent and one that most 
marks, physically and mentally, the two bodies. 
Its consistency becomes an immaterial active 
substance of the brain activity of the two bodies. 
Its consistency pierces the bodies in depth. Big 
scars are produced. each new contact is poten
tially an opportunity to upgrade and transform 
the encounterthing. The expression and share 
of sexuality between the two bodies can open 
up an abysmal dimension in the senses of the 
two  bodies. This abysmal dimension can lead to 
physical and mental death of the bodies, if the 
encounterthing tends to overlap with the bodies, 
merging with them. There should be no fusion, 
but expansion instead. The abysmal dimension 
of the senses opens the bodies to the expression 
of life and enables them to make an expansive 
exploration in the world. This encounterthing 
must be protected. Love must be protected.9 

7. “His death does separate us. My death will not 
bring us together again. That is how things are. 
It is in itself splendid that we were able to live 
our lives in harmony for so long.”10 Simone de 
Beauvoir

8. “Lovers, 1988. don’t be afraid of the clocks, 
they are our time, time has been so generous to 
us. we imprinted time with the sweet taste of 
victory. we conquered fate by meeting at a cer
tain TIMe in a certain space. we are a product 
of the time, therefore we give back credit where 
it is due: time. we are synchronized, now and 
forever. I love you.”11 Letter from Felix Gonzalez
Torres to ross Laycock

9. “I am very happy with the moment of alone
ness. In order to have a relationship you have to 
give up something. You give a part of yourself, 
and the other person gives a part of himself, in 
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order to be able to melt into something. It’s really 
about giving up. It took me a long time to regen-
erate and to heal.”12 Marina Abramović

10. The word abyss holds a strong fascination 
for me because it is a very strong “image” that 
can unfold several other “images”. The abyss has 
the magnetic energy associated with curiosity 
and exploration of the world (psychological and 
physical). The darkness in it offers an infinite 
possibility of discovery, an endless space of ex-
pansion. The darkness is an image of the future, 
it is a driving force that triggers the movement 
of a body towards it. Abyss is a negative sub-
lime image, its undisclosed and imperceptible 
unlimited extension in space reduces the body to 
a fragile and almost impotent and frozen figure. 
This figure is dazzled before darkness because 
he faces the possibility of dying. To fall into an 
abyss is plunging into a possible death. An echo 
might be possible in an abyss, which in empha-
sising the element of vastness reinforces the sense 
of the sublime. The wanderer stands looking at 
the entrance to the abyss. To move from that 
standing position is to overcome the feeling of 
the sublime, it mutates to belief in life. From be-
ing static to being in movement. Pure desire, an 
intoxicating movement that results in a phospho-
rescent body. A little star. But at the same time 
that this infinite darkness can unfold “things” it 
can also contain nothing, being just a disguise 
for emptiness and the void. In that case an abyss 
is a black hole. A gravitational field that endlessly 
deletes life and replaces it by a void.

11. The sun is shining and it’s quite warm. Birds 
fly all over the sky. Besides the huge river, several 
paths cross the deep forest. Your body is exhaust-
ed and lost but keeps walking. A clearing is just 
ahead and your body decides to rest there. While 
your body is laid down on the ground something 
falls from the sky and hits your head. The object 
looks like a torch but without a light switch 

and it is made of a very sticky material. Your 
hand touches the object and it becomes part of 
your nervous system. A powerful white light is 
produced. Your hand directs the light at random 
to one of the several paths that starts there. A red 
light appears in your brain. With some of the 
paths the light in your brain becomes orange. 
But suddenly, one of the paths turns the light 
into green and an enchanting ringing sound is 
heard only in your brain. 
 
12. The word ‘crisis’ is used by Julia Kristeva to 
characterize the contemporary western psychic 
space in connection to the figure of Narcissus, in 
Tales of Love 13, as well as emptiness. I think the 
body is in crisis. The mind is in crisis. Every-
day, constantly, obsessively. I wonder if there is 
any other option? The situation is critical. This 
emptiness transformed into a crisis deflects the 
body from movement, it leads to motionlessness. 
A frozen movement that can thaw just to col-
lapse on the floor. An absolute gravitational fall. 
Panic, confusion, lack of direction, being lost. 
An agonising suffering that leads to paranoia 
and delirium. A constraint of life, a decrease in 
the belief of life. Death appears as a natural and 
easy step. A death caused by muscular atrophy 
with fragile bones and no appetite. A feeble 
young body that cannot explore. A paralysing 
crisis. This is the first experience when the crisis 
is identified and acknowledged. When its effect 
is overwhelming. From that point there are three 
main options for life: it can turn numb, still 
(which leads to death at a certain point) or it 
can expand. Numbness is a reactive and passive 
life, a life projecting itself towards the past, a 
life with strong roots, a life with no imagination 
that fears the emptiness. Stillness is a life stuck 
in the present, a life overwhelmed with void and 
emptiness, blind, speechless, a life that is dead. 
Expanding, the last one, is a life that seeks the 
future, which acknowledges the emptiness and 
moves and plays within it, that takes chances, 

12. McEvily, Thomas et 
al., Marina Abramović: 
Artist Body Performanc-
es 1969-1998, Milano, 
Edizioni Charta, 1998, 
p. 17. 

13. Kristeva, Julia, Tales 
of Love, New York, 
Columbia University 
Press, 1987.
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that moves on without nostalgia. There is a way 
out, the option is to create, to use the imagina
tion. To play like a child.

13. The confrontation with the mirror image is a 
mixture of wonder, fascination, disgust, fear, and 
curiosity. It is essential to find that image. dis
cover this body and after that the boredom will 
appear and with it the need to metamorphose 

the body. 
The body is 
a mutant. 
The relentless 
repetition of 
the reinven
tion. The 
confronta
tion with the 
body unfolds 
the power 
of life, the 
annihilation 
of taboos. 
There are no 
taboos. The 
body lives. It 

grows, ages, suffers, heals, loves, feels anguish, 
expands. The body inscribes time on itself. The 
body looks again in the mirror because it lost its 
image, because it has become, it is not known. It 
feels empty, it needs to confirm that it breathes, 
that the heart beats, that the body is alive. The 
confirmation must be constant, it is urgent, 
continuous. It is from this confrontation and this 
trust and affirmation that the imagination can 
come. A new mutation allows imagination. Bore
dom is the lack of prospects for the future. But 
the body lives, energy flows through the blood 
vessels. The body produces unseen electricity. we 
must be vigilant, look closely, very closely, to per
ceive the transformation of potential energy into 
kinetic energy. This occurs in an endless fashion 
until death. This is the expression of life. And 

this transformation carries the urgency of expan
sion and communication. If the body does not 
move, it gets bored and decays slowly. The search 
for a new mutant must continue, because in the 
moments preceding the confrontation with the 
new image in the mirror, the body experiences 
the possession of the essence of life. 

14. Boredom forces repetition. The boredom of 
the mutant is the consciousness of a void that is 
absolute, magnetic, infinitely deep. An ambigu
ous void, potentially fascinating and terrifying. 
The mutant reinvents its amorphous mass. It 
repeats itself once more. It seeks selfdiscovery 
and finds itself slightly to one side. To repeat 
the process is the only way out because the body 
soothes, because it promises to achieve the il
lusion of having more of it. But the same does 
not repeat itself. The body lives, repeating and 
differentiating. A heartbeat cannot be repeated, 
it is unique. It will cease to allow its approxi
mate repetition. A heartbeat is fragile and finite. 
However, it expresses a quantity of electrical 
energy, vital, that cannot be contained, a small 
pure explosion. The expansion of the body starts 
to happen in the molecular, in the microscopic. 
Still there is no tool that helps us to perceive this 
movement. without this instrument this expan
sion is not easily detected. It is vital to discover 
that instrument. The amorphous mass will 
accumulate mutations in layers. It forms scars. A 
body without scars is a body that has not meta
morphosed. It is a body that does not seek. But 
it is hard for a body not to metamorphose. we 
are all empty. It is necessary to raise awareness of 
scars, layers. The mutant body needs to be aware 
of the new image. The amorphous mass would be 
nothing more if not in a society. Its power of ap
propriation and assimilation triggers mutations. 
The amorphous mass is necessarily incomplete. 
The form replaces the amorphousness. But the 
form is not stable. In essence the form will con
tinue to be an amorphous mass of flesh in search 
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of itself. And because it is amorphous it holds the 
promise of surprise and wonder. The infantile 
magic that contains the unexpected and the im
possible transformation. The amorphous encloses 
the infinite possibilities of form. The form is 
precarious. A scar inscribes the metamorphosis in 
the body, it is the mark of the movement of energy 
that is released and extinguished. The scar allows 
the future. The metamorphosis can be violent, 
painful. The previous form can be destroyed 
when the gap experienced is so overwhelming 
that death appears as an inevitable future. The 
new mutant body screams, inscribes its energy in 
the amorphous mass. The flesh produces heat, it 
is hot, and only and ever when there is motion. 
The flesh cannot be stopped, frozen. And if the 
experience of confrontation with the body is one 
of traumatic nature? It is necessary to build the 
image of trauma, making it conscious in order 
to heal. The image of trauma is pornographic, it 
does not allow for metaphors, it is tautological, it 
is incarcerated in itself. This image should be seen 
and perceived in a clinical fashion, with a strong 
light that pierces and shatters.

15. The sun has gone down and it is nearly dark. 
Some stars already shine in the sky. The shadows 
of the trees are vanishing. The night becomes 
clear but the starlight cannot enter into the deep 
forest that remains pitchblack. A few animals 
are making noises that echo all around. with 
each step the trodden branches and dry leaves 
crackle and break. Your feet hit on something 
hard. It is two meters in length and the surface 
is smooth and warm. Its shape resembles a 
surfboard with a windscreen and handlebars. 
on the front of it seven little holes form a circle. 
It looks comfortable. Your body lies down to rest 
and with this contact the object starts to float a 
few centimeters above the earth. Something like 
a glowworm comes out of one of the holes. It 
initiates a dance at random and your body is daz
zled by it. The object chases the light while it flies 
through the trees. After a while the light crosses 
the foliage and flies at full speed towards the 
sky. It bursts like a firework and spreads a vast 
stardust that lights up the whole firmament. 



2614. Gil, José, Salazar: 
A Retórica da Invisi-
bilidade, Lisboa, Relógio 
d’Água, 1995. (There are 
no official translations 
into English for José Gil’s 
books. I freely translated 
the titles and quotations 
that were used.)

16. Colour is vibration of energy. Colour per
meates material and makes it vibrate. Colour 
expands matter being itself matter. Colour char
acterises matter, gives it expression. The cores-
fortes (“coloursstrong” in Portuguese) attract 
the gaze, they indicate presence and highlight a 
singularity. The cores-fortes celebrate life, they are 
powerful affirmations of matter. The cores-fortes 
are the cores-vivas (“coloursvivid” in Portu
guese), they are colours that shatter the trauma, 
which expose the taboo. The cores-vivas disturb, 
they contain life and defend it, they are inde
pendent, they stir, they scream. The cores-vivas 
contain more light than other colours including 
white, their vibration is stronger, more urgent. 
The cores-vivas shine. Green expands matter, 
makes it explode. The ideal tone for green is 
fluorescent, somewhere between emeraldgreen, 
palelimegreen and springgreen in explosion. 
I will call this colour verde-luz (“greenlight” 
in Portuguese), because it transforms matter in 
lightemitting substances. The verde-luz gives life 
to matter, it indicates the presence of life, it alerts 
us to the existence of something fragile to be 
preserved and celebrated. The verde-luz is move
ment. The human body must use verde-luz, it is 
the colour that best expresses the power of life. 
The body becomes present, aware, impossible to 
hide. It is a moving body like the body of a child. 
A body that explores, that is inquisitive, that 
dances, that knows no boundaries or gravity. The 
verde-luz is impure and raw joy. The ideal tone 
of pink is smooth, somewhere between almond
flowerpink, mucosapink and marblepink. I 
will call this color rosa-carne (“pinkflesh” in 
Portuguese) because it pervades matter with the 
energy that flows in a living body. The rosa-carne 
is a light colour, which, although not a strong 
colour, imbues matter with a serene vibration, 
full of confidence. It is the colour of inexhaust
ible power. The rosa-carne is immortal. The rosa-
carne is cancellation of gravity, it is the possibil
ity of flight, the promise of a dream. Black is the 

absence of vibration, no movement. Abyssblack, 
voidblack, matteblack, implosionblack. Black 
is the annulment of matter while at the same 
time it is its infinite multiplication. Black is filled 
with immense future potential. Beside the black 
the cores-vivas vibrate with more intensity, more 
urgency, with more assertion. Black is a catalyst. 
The cores-vivas turn into stars. 

17. Something that resembles a huge elastic band 
is climbing up your legs. It stops at your waist 
and remains tight. Your body struggles to get rid 
of it but it stops exhausted. After a while your 
waist starts to move slightly and the band begins 
to enlarge. Your body dances randomly within 
the circular area that the band is creating. every 
time they touch the band enlarges and your body 
gets an extra impulse. endlessly. 

18. José Gil uses the word invisibility, in Salazar: 
The Rhetoric of Invisibility14, to characterise the 
behaviour of Salazar and the Portuguese dur
ing the estado Novo regime. For me, the word 
contains a tremendous psychological violence, an 
erasure of identity, a choking and atrophy of the 
body, a perverse and cruel existence for the body. 
A kind of ‘bare life’ (Agamben). Salazar did not 
invest in the worship of his image, he had no 
skills as an orator, he was not attracted by death. 
Abyssal differences when compared with other 
dictators such as Hitler or Mussolini. Salazar 
made himself invisible and made the people 
invisible. By becoming invisible he maximised 
his presence in people’s daily life, undetectable, 
disseminated everywhere. Salazar triggered the 
mechanism of production of terror and a rooted 
fear without object. The symbolic death that 
people were asked for was their invisibility, the 
erasure, the annulment of bodily expression, a 
discreet and narrow existence, the slow and sacri
ficial atrophy of life. An invisible body is a trans
parent body, empty, with no need to hide itself 
because it contains nothing, without inscription 
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in the real existence, without life. It is a body 
of glass without shine, dull, cold, hard and ex
tremely fragile. whenever it shows itself it is not 
seen. An invisible body does not know its mirror 
image. In Portugal, Today: Fear of Existence, Gil 
says that during the regime the Portuguese were 
deprived of “the narcissistic core, from which 
unquestioning belief in themselves and the world 
arises (...) which gives us confidence to act, urges 
us to think, compels us to explore and venture 
into the midst of others and ourselves.”15 Salazar 
vitrified the Portuguese. An invisible body does 
not believe in life because it cannot do it, it has 
no tools. The glass that is made needs energy, 
needs fire. Glass must be melted, liquefied, must 
become incandescent, solidify in a new form but 
still be able to infinitely liquefy itself. The incan
descent material is mutant, actively amorphous, 
a becoming form. The glass will continue to be 
glass filled with a slightly different absence after 
each new solidification. The glass may shatter, 
splinter. The glass can change colour and gain 
shine. The sacrifice of making the body invis
ible instilled in people the psychotic discipline 
of a superselfconsciousness, which cripples the 
whole expression of life. The body does not speak 
or sing, does not dance, does not wear vivid 
colours. Censorship became individual and, 
therefore, ubiquitous. The body is not allowed to 
become delirious. Gil identifies disquietude, in 
Seeking the Identity – the Disarray 16, as a possible 
essential feature of Portuguese culture and as 
a key factor in fostering the present and open
ing the future. disquietude as a natural state 
of a body that, after discovering its emptiness, 
its abyss, becomes mobile, restless, throbbing, 
random, unpredictable, expansive. disquietude 
allows life. The body has to allow itself to dis
quiet. The body should fall ill, become feverish, 
sweat, rave, fall asleep. wake up brand new. “The 
fear is inherited,” says Gil, precisely because it is 
“internalised, more unconscious than conscious, 
it turns out to be part of the ‘character of the 

Portuguese’ (sad, sullen, gloomy), it is part of the 
‘genealogical unconscious’ (Nicolas Abraham) 
that passes from father to son, from generation 
to generation.”17 The fear does not end with the 
end of a dictatorship. It is necessary to create 
new languages in which fear cannot find the 
verbalisations to sustain it. New languages that 
allow the body to create new movements. New 
languages where the body is lost and able to 
forget itself. 

19. My body cannot breathe. My chest is burst
ing with the lack of air. My body is swimming 
among these many many many many many 
many many many many many many many many 
many many many many many many many many 
many many many many many many many many 
many many many many many many many many 
many many many many many many many many 
many many many many many many molecules 
of water. The will to escape. A sudden feeling of 
panic took hold of my mind, a void that feeds on 
the vital energy and becomes desperation. It is 
unlikely that my body can die through submer
sion in and inhalation of water, at least for now. 
So, why is my body experiencing this lifethreat
ening sensation? My body does not trust in itself. 
As a consequence my thoughts are disorganised 
and confused, plunged deeply into chaos. There 
is no point in doing this. Useless. dull. My body 
is here. In this open water surrounded by its 
internal sound. Surrounded by the cold. Very 
very cold. My face is numb and several joints 
hurt. exhausted, very very exhausted. But my 
body keeps repeating the same movements. over 
and over again. My body performs the same 
movements billions of times. Arms rotate in a 
routine manner, sometimes with pain and at 
other times numb. There is no escape. My body 
will arrive somewhere and it will feel brand new. 
Breathe. Inhale. exhale. Inhale. exhale. deeply 
and tranquilly. Inhale. exhale. Inhale. exhale. 
Inhale. exhale. 

15. Gil, José, Portugal, 
Hoje: o Medo de Existir, 
Lisboa, Relógio d’Água, 
2004, p. 132.

16. Gil, José, Em Busca 
da Identidade – o Des-
norte, Lisboa, Relógio 
d’Água, 2009, p. 20.

17. Portugal, Hoje: o 
Medo de Existir, p. 78.
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Pluto by Björk Gud-
mundsdóttir, in Homo-
genic, One Little Indian, 
1997.

19. Foucault, Michel, 
História da Sexualidade 
II – o Uso dos Prazeres, 
Lisboa, Relógio d’Água, 
1994, p. 120. 20. “excuse me/But I just have to/explode/ 

explode this body/off me (she screams five 
times)/I’ll be brand new/Brand new tomorrow/ 
A little bit tired/But brand new (she screams 
seventeen times)”18 Björk Gudmundsdóttir 

21. The sun was shining when the group left the 
small island. But dark clouds were taking over 
the sky. The wind was blowing more strongly, 
the surface of the water was rough. In less than 
one hour the group would reach the land that 
marked the end of the exercise. The sun was 
gone. Something was keeping the group together 
all the way. No one was sprinting and no one was 
lazy. My body was with the others. It was get
ting darker. Suddenly, the air got colder. It had 
started to rain. And with it a new sound merged 
with the water movements. The intensity in
creased, more and more. The sky darkened, more 
and more. Several lightning bolts lit everything. 
The group stopped. The waves were bigger. 
everybody looked at each other and checked that 
no one was missing. From the shoulders down, 
the warm water around my skin was a safe area. 
From my shoulders up the skin sensed a mashup 
of wind, water and random pressure of rain
drops. My body was exhilarated. A tremendous 
peal of thunder echoed around the group.

22. An exercised body is elastic, adaptable, 
mutant, unpredictable, mobile. exercise is a tool 
that enhances the expression of life. An exercised 
body approaches and subordinates itself to the 
elasticity of the mind. The movement of an ex
ercised body tends to the speed of thought. The 
mental discipline required to exercise translates 
into pure life energy, a total conviction in life, an 
immense desire for expansion. exercise creates a 
positive feedback between mind and body. The 
expansion of the mind expands the body, which 
in turn, expands the mind. Mind and body mov
ing into the future. Note that Michel Foucault 
points out, citing xenophon in History of Sexual-

ity II – The Use of Pleasure, that the benefits of 
exercise are “where less than one might expect: in 
thought, because a body with poor health leads 
to consequences such as forgetfulness, discour
agement, bad mood, madness, so that even 
knowledge might ultimately be expelled from 
the soul.”19 

23. A deep cut in the skin. No blood. only a cut 
that tore biological tissues, which have separated 
and created banks, excavating towards the bone. 
A rough cut, unexpected, violent, painful. with 
no bleeding for a moment. It resembles a corpse, 
until a new cardiac cycle and muscle movements 
in the area of the cut are able to reveal the blood. 
Blood, blood, blood and more blood. Blood that 
floods the cut, blood that flows through the skin. 
Blood dripping from my body. Time and space 
are altered. The time lived by my body acceler
ates dramatically and the space where it fits 
destabilises itself, erases itself. The bleeding does 
not stop, the time lived by my body accelerates 
more. My body senses that it may soon become 
extinct, each second contains too many small 
events. My body tries to survive by mobilising all 
its energy to restore homeostasis. My mind has 
trouble deciding what to do. The acceleration of 
the time lived by my body brings chaos to my 
thought. My mind experiences a lapse of time 
and my body is lost in space. Mind and body are 
uncoordinated. My body falls. The blood stops 
dripping. The pain overwhelms my mind. Pul
sating, radiant, omnipresent. The centre of my 
body is the deep cut into skin. My body controls 
the mind, subdues it and enslaves it. The healing 
began. dried blood, oxidised. A black crust cov
ers the cut. 

24. rosalind Krauss enquires into the medium 
of video. She puts forward the possibility that it 
is narcissism, as a psychological condition. She 
argues that “unlike the other visual arts, video 
is capable of (...) producing instant feedback. 
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António Corceiro-Leal

Gaze
HD digital video, colour, 
silent, 5 min
Video Stills

Gaze
HD digital video, colour, 
silent, 5 min
View of the installation



3020. Krauss, Rosalind, 
Video: the Aesthetics of 
Narcissism, October,  
Vol. 1 (Spring 1976),  
p. 52.

21. Kristeva, Ibid.,
pp. 382-383.

22. Ibid, p. 380. 

The body is therefore as it were centred between 
two machines that are the opening and closing 
of a parenthesis. The first of these is the camera; 
the second is the monitor, which reprojects 
the performer’s image with the immediacy of a 
mirror.”20 This effect of encapsulation and mirror 
seems to make inevitable the use of the word 
narcissism, and although the essay dates from 
1976, the contemporary digital age of video, 
with the consequent alienation and virtualisa
tion of the moving image and equipment, serves 
to emphasise the role of the mind. The camera 
generates moving images on the monitor (now 
a small screen connected to the camera) in real 
time, which become part of the mesh of images 
and sensory associations that constitute the 
thought. The video is a catalyst for thought. 
The video is an extension of thought. The video 
becomes materialised thought, able to gather 
feelings and emotions. However, I am reluctant 
to agree that narcissism is the main psychologi
cal condition involved, because that limits and 
reduces the possibilities of video. Using the 
camera can involve many different psychological 
conditions. Proof of this multiplicity is the use of 
different types of the gaze in video, as the clini
cal, the naive or the childish, the voyeuristic or 
the seductive, among others. This multiplicity of 
perspectives is suggestive of a psychological con
dition, which I am interested to highlight since I 
feel it connects to my own practice, characterised 
by curiosity and analysis, and with an acute need 
for expansion and creation. I will call disquie
tude this psychological condition. And I wonder 
if this disquietude is not an answer to narcissism, 
as defined by Kristeva. She says that “today Nar
cissus is an exile, deprived of his psychic space, 
an extraterrestrial with a prehistory bearing, 
wanting for love. An uneasy child, all scratched 
up, somewhat disgusting, without a precise body 
or image, having lost his specificity, an alien in 
a world of desire and power, he longs only to 
reinvent love.”21 It seems to me that this move

ment that Kristeva suggests to reinvent love, is 
only possible if the encapsulation of narcissism 
can be pierced. A deep boredom with the mirror 
image leads to piercing, starting the search for 
a new mutation within the amorphous mass of 
core narcissism. Kristeva says: “what is at stake 
is turning the crisis into a work in progress.”22 I 
think that this work in progress that she refers to 
already represents a different psychological con
dition that steps out from narcissism, precisely 
because it summons up movement, mobilisation 
of vital energy, belief in life. Imagination and 
creation become tools that shatter the encapsula
tion of narcissism. disquietude as a psycholo
gical condition.
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eMIL Z. eKBerG
To make peace is to forget 1

My artistic process was born with the early work 
Den Lilla Våldsboken / The Little Book of Violence 
(2006) out of existential questions and preartis
tic work. This piece was an early move towards 
defining the building blocks of the self, using 
feminism and psychoanalysis to analyse my 
own childhood and its imagery. Imagery that, 
just like that of many other young men of my 
generation, was defined by film, TV and most of 
all video games. The work Den Lilla Våldsboken 
/ The Little Book of Violence, also exhibited as 
Memo, is composed of 189 pen and ink draw
ings rendered directly into a bound notebook 
and hence, in the spirit of selfanalysis, lacking 
the possibility of editing or selection. The book 
contains a collection of drawings of real and fic
titious weapons and armoured vehicles, labelled 
and drawn from memory and based on video 
games and films. other sources include smaller 
series of drawings reflecting the violent humour 
of my group of friends in the 90s as well as semi
erotic images of women posing with weapons. 
 
In the work I explored my role as a man and how 
I related to the outside world in relation to this 
imagery. My analysis can be compared with that 
of Laura Mulvey in that I as a man investigated a 
field of images both as a spectator and a partici
pant.2 This was a man’s world with male protago
nists that emphasised powerful idealised images 
of the self in these simulations and fictionalisa
tions. These men, myself included, demanded 
and created their own scenarios and contexts. 
In this patriarchal world of violent images the 
people shown in the films and video games were 
made into objects that could be owned.3 

while working on the book I had the insight 
that the real nature of this imagery was in fact 
quite different from this interpretation. In reality 
this interpretation had to a great extent formed 
the book and limited its scope due to its focus 
on gender issues. Like Michèle Montrelay asking 
herself whether “psychoanalysis was not articu
lated precisely in order to repress femininity?”4  
I could question whether my entirely feminist 
and psychoanalytical approach to this imagery 
didn’t quite simply limit the book. Not only 
that, but that it may even have been construed 
to make not only this book but by extension 
my whole upbringing into a question of gender 
issues. The next question arose quite naturally: 
shouldn’t this imagery, shouldn’t I, be more than 
a genderrelated query? 

In this text I will attempt a new analysis of the 
imagery of my youth. This time I will approach 
it using the notions of simulacrum and methods 
based on walter Benjamin, Jean Baudrillard 
and Umberto eco. I have chosen not to use any 
artistic references other than my own work, 
partially for reasons of space and scope, but 
mainly because the purpose of the text is not 
only to better understand this imagery but also 
my own process in relation to it. My investiga
tion will focus on four of my most meaningful 
artworks with regards to my process: The Arab 
Blaster Series (200910), Alien Invasion (2010), 
Robotic Catastrophe (2010) and The People Look 
Like Flowers at Last (201011). 

The key concept of this text, simulacra, is divided 
up into three degrees by Baudrillard. The first 

1. Susan Sontag, Regard-
ing the Pain of Others, 
Picador 2003, p. 115

2. Laura Mulvey, “Visual 
Pleasure and narrative 
cinema”, (ed.  Jessica 
Evans, Stuart Hall) 
Visual Culture: A Reader, 
SAGE Publications, 
1999(2007), p. 385

3. Ibid., p. 381

4. Craig Owens, “The 
Discourse of Others”, 
(ed. Hal Foster) The 
Anti-Aesthetic: Essays 
on Postmodern Culture, 
New Press, 199, p. 68
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stage of simulacra is counterfeit, defined as the 
nonmechanical copying of an original. Produc-
tion, the second stage, is defined as the mechani
cal production of copies of an original. The third 
stage is simulation, defined as the production of 
copies based on a module and it is bound into a 
coded or binary system5. 

In my analysis I have found that both film and 
video games are clear examples of simulation. 
Simulations as well as media such as film and 
computer games are binary; they present the 
viewer or the player with stimuli that make only 
an immediate reaction possible6. This pertains 
particularly to video games since their entire 
structure is made up of binary code, and the 
interaction with the player is meant to stimulate 
him/her to react. A reaction that in turn leads to 
another stimulation.

Modulation, which is one of the cornerstones in 
the notion of simulation, pervades film and video 
games just like the concept of genres7. This is so 
since a genre is essentially a modulation, or a tra
dition of using modulation. Genre here is of great 
importance since it is the concept of genre that 
leads us outside the simulation of film and video 
games, towards the social formations that it has 
transformed8. The transformation or change that 
I am interested in is the relationship that we as 
a social body have applied to that which genre 
has transformed into modules. This is a hyper
real situation where, as Baudrillard says, “the 
unreal is no longer that of dream or of fantasy, of 
a beyond or a within, it is that of a hallucinatory 
resemblance of the real with itself”9.

Looking at the imagery of video games and films 
one automatically also thinks of images in the 
media. Just like films and video games, mass 
media representations are excellent examples of 
simulation. They have their own digital systems to 
represent the real and just like film present stim

uli using images and information that the viewer 
is then meant to react to. on closer consideration 
we realise that mass media images don’t represent 
reality so much as that they copy it using a system 
of newsworthiness and journalistic principles and 
traditions. In this sense mass media representa
tions are deeply rooted in the hyperreal.

In my investigation of the phenomenon of genre 
I have chosen to focus on those genres involving 
war, destruction and violence. I have chosen this 
focus not only because these images formed the 
basis for my work on Den Lilla Våldsboken / The 
Little Book of Violence but also because in my 
opinion it is through these genres that the me
chanics of the hyperreal and simulation become 
most apparent. 

For us in the west, war and all its implications is 
usually something remote, something we see on 
the news, fictionalised on film and simulated in 
video games. For the majority of us these media 
sources are the only way in which we encounter 
this reality, and the only way we are able to relate 
to it. we have hence created our own image of 
reality dictated from the outside by these media 
and their representations. This is a distorted im
age of reality where, through representations, we 
get to know every detail of an exploding attack 
helicopter as well as the anxiety and suffering of 
the dying soldier in the trenches. It is precisely 
this distortion or distancing that so clearly shows 
the mechanisms of simulation and the hyperreal 
i.e. the copying of reality.

Before I can continue with an analysis of the four 
works that I mentioned previously it is necessary 
to spend some time elaborating on my discussion 
of representation and the media image by looking 
more closely at the mass media image itself. For 
this I will use a piece from a period immediately 
after completing Den Lilla Våldsboken / The Lit-
tle Book of Violence. Jerusalem Liberated, Status 

5. Jean Baudrillard, 
”Simulations”, (ed. 
Richard Kearney, David 
Rasmussen) Continental 
Aesthetics: romanti-
cism to postmodernism, 
Blackwell Publishing 
2001 (2007), p. 411

6. Walter Benjamin, 
”The Work of Art in 
the Age of Mechani-
cal Reproduction”, (ed. 
Richard Kearney, David 
Rasmussen) Continental 
Aesthetics: romanti-
cism to postmodernism, 
Blackwell publishing 2001 
(2007), p. 175

7. Baudrillard, Ibid., p. 411

8. Benjamin, Ibid., 
p. 168

9. Baudrillard, Ibid., 
p. 425
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2007 (20078) also took the form of a book and 
includes a collection of 69 pen and ink draw
ings divided into nine chapters, or songs as they 
were called in this case. The drawings goes from 
representing cityscapes and exteriors of Jerusalem 
in the introductory songs, to showing scenes from 
the nightlife of Jerusalem and Tel Aviv in the last 
song. In between we find drawings of destroyed 
houses in the Jenin refugee camp, burntout 
buses, as well as drawings of Hamas martyr 
parades and children trying to fight Israeli tanks 
with slings. In the songs in the middle of the 
book you find a series of drawings represent
ing dismembered bodies of the dead and dying, 
like scenes following a suicide bombing or the 
phosphorus bombs of the Israeli attack helicop
ters. The drawings in the book are unmistakably 
translations of images from the realm of mass 
media photography. In order to continue our in
vestigation we must first take a closer look at the 
meaning of these photos per se before proceeding 
with an interpretation of this translation. 

I am going to focus on the representation of acts 
of violence and their victims, and in order to do so 
it is necessary to define this representation. what 
is the photographic representation typical of mass 
media? one could say that this representation 
is a forgery or copy since it represents a presenta
tion, which in this case is the violent act itself. 
This is so since it was made by a selective creator 
who actively chose his angles and lighting.10 The 
photographic imagery of mass media could just as 
well be a product since it springs from a mechani
cal reproduction of several photos from a negative. 
Since the mass media image is meant to be seen 
as documentation of a newsworthy event it is also 
a stimulus to provoke a reaction, and can hence 
be classified as simulation.11 Mass media imagery 
contains to various degrees all levels of simulacra. 
It is an image of the presentation that it represents 
and it lacks the authenticity of this presentation, 
its presence in time and space, its aura.12 Accord

ing to Benjamin photographic representation in 
the media context is an expression of our eager
ness to bring things closer,13 an eagerness that, 
75 years later, is just as tangible in contemporary 
society. In its role as a thing brought closer, this 
representation achieves documentary status and 
an authenticity of its own. 

In the light of this authenticity, what does the 
translation I described earlier mean? First, one 
should question the substance of the authentic
ity, whether it was more than purely simulated. 
This authenticity, which can be seen as virtually 
unlimited, comes from the fact that a photo
graph as opposed to a painting doesn’t only 
interpret reality but practically copies it, like a 
rubber stamp.14 what seems to happen when the 
photograph is translated into a drawing is that, 
in my opinion, the authenticity falls away; the 
drawing challenges and questions it. 

However, what happens in the process of transla
tion into drawing is not only a loss of authentic
ity but that something which was previously 
lost in the act of photography is regained – the 
aura. It is, however, not the presentation’s own 
aura which is recreated but rather it constitutes 
an aura that has its origins in the drawing itself. 
The drawing represents a representation that in 
itself represents a presentation; an original, at the 
same time as the drawing is an original in itself. 
A suspended situation is created where the draw
ing can be seen as a representational drawing, 
the original photographic representation or even 
as the presentation itself. of course the notion 
of the drawing as the original presentation is 
an illusion since we simulate the feelings of the 
presentation’s victims and their perpetrators. 
when the reality shines through, it is not only 
the reality of the represented events but more 
so the reality of the simulation. This applies not 
only to the drawings but also to the representa
tion that they represent, and by extension to all 

10. Benjamin, Ibid., p. 171

11. Ibid., p. 170

12. Ibid., p.168

13. Ibid., p. 169

14. Susan Sontag, On 
Photography, Penguin 
Books 1977 (2008). 
pp. 153-154
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The Arab Blaster Series
18 pencil drawings.
29,7 × 42 cm
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Alien Invasion
Pencil, pen, paper collage,
106 × 142 cm
_

15. Sontag, Regarding 
the Pain of Others. p. 113

16. Ibid., p. 10 mass media representations – visual as well as 
audio and textbased. 

The Arab Blaster Series (200910) consists of 18 
pencil drawings, each of them 29.7 × 42 cm. The 
drawings represent a series of scenes resembling 
screen shots with explosions and gun fights 
between Israeli soldiers and “Arab terrorists”. The 
drawings imply that these scenes take place in 
the world of video games. The perspective in the 
drawings is from slightly above and they contain 
a range of computer concepts such as menus, 
cursors, duplication and modelling. In The Arab 
Blaster Series I have worked with a fusion of the 

simulated 
reality of 
computer 
games and 
the im
agery of mass 
media and 
the meet
ing of these 
two worlds 
with “true” 
reality. The 
characters in 
the drawings 
enact events 
from the im
agery of mass 

media as well as clichés from a certain genre of 
video games. The way in which we interpret these 
drawings is also varied, oscillating between seem
ingly referring to the language of video games 
while in the next instance being a comment on 
the PalestinianIsraeli conflict itself. Jerusalem 
Liberated, Status 2007 and The Arab Blaster Series 
both refer very clearly to a geographically specific 
place and conflict, however clearly seen through 
the eyes of the mass media. one could ask oneself 
why it is important to identify those fighting and 
those suffering when one contemplates remote 

suffering, what it really means? To the victims 
themselves it means everything, as Paul Lowe 
found out when he exhibited two series of photo
graphs during the civil war in Yugoslavia in 1994 
at a gallery in occupied Sarajevo.15 one of the 
series included images of the occupation and gen
erated much interest among the citizens of Sara
jevo. They were, however, irritated when they saw 
that the second series was composed of images 
from Somalia’s civil war, which Lowe had taken 
some years earlier. It seemed unacceptable to see 
one’s own suffering compared to that of others. 
To the citizens of Sarajevo the images of dying 
Africans were just mass media images, while their 
own suffering was of enormous importance. To 
them it trivialised their very real suffering to the 
level of the remote, nearly fictitious suffering that 
as a european one was in the habit of observ
ing with detachment on the TV screen. In the 
same way the identity of those portrayed means 
everything to the Israelis and Palestinians. To a 
Palestinian the image of a dead Palestinian child 
is always the image of a Palestinian child killed 
by the Israeli oppression while the image of a 
dead Israeli child to Israelis is always the image of 
an Israeli child killed by Palestinian insurgents16. 
For those present, those who have taken sides, 
the identity or nationality of those portrayed is 
always of the utmost importance. one could say 
that this is not the case for observers, us from the 
west, but that would be untrue in my opinion. 
In the mass media there are always conflicts that 
become more than just examples of the remote 
suffering of others, conflicts that become em
blematic and where identity plays an important 
part even for us spectators. The conflict between 
the Palestinian and the Israeli peoples is one of 
the most obvious examples of such a case. Here 
even the spectator takes sides (different politi
cal parties in Sweden can even be identified as 
proPalestinian or proIsraeli). Just as some Serbs 
react to the muchpublicised images from the 
bread line massacre of 1992 by denying that it 
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Robotic Catastrophe
Pencil, pen, paper collage.
106 × 142 cm 
_

17. Ibid., p. 110

18. Role Playing Game
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ever took place, Swedes often react to images of 
‘their’ side’s brutality with denial or explanations 
that put the blame on the other party. To the 
west the war has become a spectacle where one 
can choose sides, cheer on one’s favourites just 
like in a football match.17 Just like those fighting, 
those who are sure of their side’s righteousness 
and that the other side stands for evil and oppres
sion, we do not want the war to end. 

Robotic Catastrophe (2010, collage, pen and ink, 
pencil, 106 × 142 cm) and Alien Invasion (2010, 
collage, pen and ink, pencil, 106 × 142 cm) refer 
to the world of film; we see gigantic robots and 
spaceships wreak havoc as they shoot down 
fighter planes and attack helicopters in scenes 
inspired by the scifi genre. These two draw
ings are in many ways a play with this genre just 
like the The Arab Blaster Series. The latter does, 
however, not problematise science fiction but 
rather the early rPG18 genre. These 18 drawings 
are full of several of this genre’s clichés, includ
ing the humour typical of the early rPG genre, 
as well as its traditional characters, scenes and its 
play with ethics. 

The People Look Like Flowers at Last (201011, 
144 × 348cm) is a pencil drawing of a battlefield. 

The lower two thirds of the drawing show a field 
littered with dead bodies while the upper part is 
just sky. The bodies lay strewn as after a battle 
but it is hard to make out what has happened 
since one gets the distinct feeling that the bodies 
do not belong together – they seem to have been 
brought together from a wide range of geograph
ic and historical contexts. In addition the bodies 
seem to originate in different media forms: some 
come from documentary war photography (one 
can even identify some wellknown images such 
as o’Sullivan’s fallen confederacy troops as well 
as chief Big Foot at wounded Knee) while others 
seem to come from the worlds of film and video 
games. The People Look Like Flowers at Last has 
something in common with Alien Invasion and 
Robotic Catastrophe that I have not emphasised 
previously – all three of them are collages. Since 
they consist of fragments of drawings that have 
been reassembled into a new image they can still 
be described as drawings; however, it is clear that 
these fragments belong together and that they 
most probably were created to fill the space they 
now inhabit. The significance in using this col
lage technique is the way it thus draws bounda
ries between different parts of the  drawing. 
It implies that these parts do not fit together 
completely, that they differ in some way. we are 
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The People Look Like 
Flowers at Last
Pencil, paper collage.
142 × 348 cm

The People Look Like 
Flowers at Last
Pencil, paper collage, 
details
142 × 348 cm
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encouraged to see the drawing as a whole at the 
same time as we are encouraged to separate its 
different parts from one another and treat them 
individually. The use of collage also indicates 
that the drawing is a construction, that it hasn’t 
so much been drawn as assembled. 

More than classical painting and drawing, 
collage as a technique is reminiscent of how the 
images of film and video games are produced. 
Benjamin wrote about this difference between 
painting and film and emphasised that the 
cameraman’s image consists of a multitude of 
fragments that are then mounted together ac
cording to a new law.19 one could say that the 
same thing goes for The People Look Like Flowers 
at Last where fragments from the wars of world 
history have been collected and remounted in a 
new order. 

As photography the people depicted in The Peo-
ple Look Like Flowers at Last are signs, signifiers 
of their own suffering, of the gruesome fate that 
awaited them, signs that can be owned and that 
in their role as photos can be used as an exten
sion of their subject and to gain control over this 
subject.20 Craig owens points out in connection 
with Martha rosler’s The Bowery Of Two Inad-
equate Descriptive Systems that the greatest in
justice done to those identified as victims in the 
photograph is that they do not own their own 
history.21 In this case, that they have been made 
into a signifier of their history. one can debate 
whether these people in the drawings are being 
subjected to injustice once again or whether 
they now have been vindicated since they no 
longer signify the story of their own suffering but 
rather of their subsequent fate: of how they were 
changed into symbols of their suffering. one 
could even question whether this vindication 
isn’t just is an extension of the previous injustice. 
But maybe it was quite simply necessary, neces
sary in order to be able to draw into question this 
system of representation and its mechanisms. 

These drawings don’t only problematise mass 
media, the film industry, the gaming industry, 
simulation and hyperreality and its mechanisms. 
one could even say that they deconstruct these 
media forms. The essence that was previously 
pivotal to the original form of the images is now 
embedded in all its appearances and its hierar
chies are inverted.22 That which previously was 
possible only as something that referred to some
thing else is now only possible as a referent while 
that which previously was its own simulation is 
now reliant on those references whose simula
tion they are now embedded in. All this has been 
placed in a new framework, these media images 
and fragments are no longer the same as they 
were previously; they have been transformed into 
something new.23

Since we are focusing on the use of mass media 
imagery in the drawings the question arises: 
how evident it is that this sort of imagery has 
been used as source material? If you look at The 
People Look Like Flowers at Last the trained eye 
can differentiate between the wellknown war 
photographs and the equally familiar images of 
terrorists and troops from the game Counterstrike, 
perhaps even the typical cinematographic signs 
in certain of the bodies. Looking back at The 
Arab Blaster Series the video game elements are 
as distinct, and the undercurrent reminiscent of 
mass media is present in a way that I will soon 
elaborate on. Robotic Catastrophe and Alien Inva-
sion hark back to the world of film, no elements 
from the media world are included that couldn’t 
just as well originate in the world of film. How
ever, even though these drawings question and 
deconstruct the image systems of mass media, 
computer graphics and film, these three are also 
unavoidably embedded in one another, a kind of 
immanence.24 Filmmakers and game developers 
are constantly adapting media imagery to their 
own medium, as well as using material from each 
other. For their simulation to achieve the status of 

19. Benjamin, Ibid., p. 173

20. Sontag, On Photo-
graphy, p. 155

21. Owens, Ibid., p. 79

22. http://plato.
stanford.edu/entries/
derrida/#Dec 
(3/4/2011)

23. Jacques Derrida, 
“Economimesis”, (ed. 
Richard Kearney, David 
Rasmussen) Continental 
Aesthetics: romanti-
cism to postmodernism, 
Blackwell publishing 2001 
(2007), p. 431

24. http://plato.
stanford.edu/entries/
derrida/#Dec 
(3/4/2011)
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trompe l’oeil they have to recreate the same feel
ing that we have when we encounter the subject 
outside that particular medium. In the case of war 
and violence, mass media is where we usually en
counter this subject, as explained previously. For 
example the film industry uses scenes which read 
as filmed by a news team, in order to make the 
plot seem more “real”, while the gaming industry 
constantly distorts war photography in order to 
achieve the same results. exploring the mecha
nisms of mass media and the film and gaming in
dustries we see that by constantly referring to each 
other together they have formed a hyperreality. 

It is hence not surprising that people who have 
experienced violence say “it felt like a film” 
when trying to describe how real their experi
ence was.25 The decades of catastrophe films has 
quite simply created this new version of “it felt 
like a dream”.26 This is hardly surprising. Since 
its inception photography has had the power 
to create substitute worlds.27 war has become 
a spectacle; but saying that is highly, almost 
disgustingly provincial in the sense that we quite 
simply assume that everyone is a spectator.28 
reality seems to have come closer and closer to 
what we see through the lens and according to a 
common interpretation of Paul Virilio’s War and 
Cinema, media can be said to be the continua
tion of war29,30.

one of the most important keys to under
standing my work lies in an investigation of 
the question: what is it that happens when this 
imagery is translated into a medium as traditional 
as drawing? we’ve already mentioned several 
consequences but the greatest difference between 
a medium such as drawing, and hence also my 
drawings, and a medium such as film or video 
games is the viewer’s possibility of contempla
tion. In film and gaming this is impossible since 
the stream of images and stimuli make only an 
instant reaction  possible31. 

Lastly we can now ask ourselves the question: 
what will the viewer think of when he or she 
looks at these drawings? will he or she contem
plate the evils of humanity? or the aesthetic 
qualities of the work? or will the viewer reflect on 
what I have investigated in this text: the relation
ship between film, video games, genre, media and 
reality? will the viewer go so far as to question 
his or her own perception? or will he or she see 
the drawings as a memento mori, an object that 
strengthens one’s own sense of reality?32 will they 
ask themselves about the intentions of the artist 
in creating such brutal and violent images? or 
will the viewer think of what Hal Foster proposes 
with regards to Andy warhol and Jeff Koons: that 
perhaps the artist takes on a strategic nihilism 
where he joins that which he cannot beat in order 
to analyse and expose the mechanisms of simula
tion?33 or that he has quite simply accepted 
the arrival of a new era of which he is already a 
part? will the viewer understand that the process 
is still highly existential, and that for the artist 
understanding this imagery is to understand 
himself? or will the viewer see him or herself in 
the images, or someone else they know or once 
knew, and finding that, be indignant over the fact 
that their own suffering is enmeshed with that 
of others to the point that it is only a small part 
of a greater understanding that people all over 
the world are capable of subjecting each other to 
extreme cruelty? 34 will they feel that herewith 
their suffering is forgotten? or is it as Sontag says: 
to make peace is to forget? 35

25. Sontag, Ibid., 
p. 161

26. Sontag, Regarding 
the Pain of Others, p. 22

27. Sontag, On Photog-
raphy, p. 162

28. Sontag, Regarding 
the Pain of Others, p. 110

29. Sontag, On Photo-
graphy, p. 161

30. Paul Virilio, Krig och 
Film; Perceptionens 
Logistik, Bokförlaget 
Anthropos AB, 1984

31. Benjamin, Ibid., p. 175

32. Sontag, Regarding 
the Pain of Others, p. 119

33. Hal Foster, “Thirteen 
most wanted men by 
Andy Warhol”, (ed. Hal 
Foster et. all), Art Since 
1900: modernism anti-
modernism postmodern-
ism, Thames & Hudson, 
London: 2004, p. 490 

34. Sontag, Ibid., p. 116

35. Ibid., p. 115
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American artist Nancy Spero once said the fol
lowing about exhibitions:

”It’s like theatre, when the play is over it’s finished. 
It only stays in the memory of those who saw it and 
remember it.” 1

I want something to remain afterwards. Maybe 
the reason why I paint is that the paintings 
remain as physical objects after I am done. 
That there is something left after they’ve been 
exposed, been made visible. I think it’s the same 
with politics. After the revolution. we need to 
know what we want then. what happens after 
we’ve won?
 
Images that have become symbols of struggle 
and resistance. I look at them, paint them, add a 
layer, more depth. By painting them, I turn them 
into new images, here and now. This links their 
history to the present, turning it into a different 
history. From a different time. 

After Palestine, I began to paint again, after 
having taken a long hiatus. I never abandoned 
painting completely, but I did hide it away, as it 
ceased to be a functional method for the things I 
wanted to express. I also felt somewhat burdened 
by having to regard myself as a painter, and 
relate to a craft so rife with traditions, techniques 
and a vast history, all things that I felt excessive 
amounts of respect for. As though I was worried 
that someone would forbid me to paint. 

It also had to do with the roles one is given 
in life, and their meanings. The roles of painter, 
artist, woman, and activist. It’s just the same 

with norms. As soon as I felt that I had been 
given a role, and grasped its meaning, I wanted 
no further part of it. It was the presumptions 
involved that I was trying 
to resist. In Palestine, the 
different roles became im
portant, and I could see an 
advantage to them. I regard 
artists as a kind of chame
leon, shifting in and out of 
different roles, depending 
on what they are working 
on for the moment. A por
tion of my art deals with 
these roles that we adopt 
in our relationships to each 
other and to the world.

After the west Bank, 
I was back in the studio, 
far away from everything 
that had occurred. It was as 
though it had never really 
happened. It was all so 
unreal that it felt paralys
ing. It only existed if I 
remembered it. I wanted 
to convince myself that what I had experienced 
and seen had really happened, and was still hap
pening. The materials I had gathered, the video 
footage and photos, was the evidence we keep 
expecting to give us the truth, a documenta
tion of reality and the events that actually took 
place. But what I needed was something else. I 
needed to find a tangible way for my mind and 
body to approach both the physical images and 
the ones inside me. The images that were caught 
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on camera, the bodily memories of motion, and 
the things I could actually remember. I began to 
paint again. The pictures became a kind of story 
about pictures that already existed, and an ongo
ing history. The enduring image of resistance.

during my first years at the Art Academy, I 
tried to continue working with the paintings 
and images that had occupied me before. I was 
painting figuratively, and using symbols in my 
work. Before the Art Academy, my main subject 
had been the depiction of a kind of utopia. 
This was a world of armed young women, with 
broken teeth, situated in expressive landscapes. 
The subjects treated were class, sisterhood, and 
strength, but also danger and fear. I painted on 
chipboard rather than canvas, because it gave the 
pieces a rawer feel. My approach to painting was 
fairly uncomplicated. My favourite painters were 
people like Helene Schjerfbeck, dick Bengtsson, 
Lena Cronqvist, Frida Kahlo, and Per Kirkeby. 
The narrative elements of Henry darger’s im
agery had a huge impact on me. I was passion
ate about the political art of the 70s, and I was 
politically active within the leftist autonomist 
movement. during my first years at Malmö, 
I had a hard time figuring out what I wanted 
to achieve with my paintings, and why I made 
them. It was no longer an uncomplicated thing 
for me, and I felt as though I were being put into 
question. I was inspired by emma Goldman and 
Angela davis, who were my role models, along 
with the Palestinian activist and revolution
ary Leila Khaled. with Leila Khaled, it wasn’t 
just her political activism that inspired me, it 
was also the picture I had of her. A black and 
white photograph. The beautiful face of a young 
woman in a Keffiyeh, wielding an automatic 
weapon, and wearing a finger ring made from a 
bullet and the safety pin from a hand grenade. 
The photo made its way around the world, and 
Leila Khaled became the poster girl of the Pales
tinian resistance movement at the end of the 60s. 

An attractive female revolutionary who hijacked 
airplanes. The picture served its purpose, but it 
also served to lessen public awareness of Leila’s 
political work. In her book Shoot the Women 
First eileen Macdonald writes of her encounter 
with Leila many years later. Before the interview, 
Macdonald asked people about Leila, and was 
told various rumours: that Leila Khaled had be
come fat, and had given birth to many children.2 
They commented on her looks, as though that 
was the only important thing, even though she 
was still politically active. This was also the way I 
reproduced the picture. Painted it, remade it, in 
an attempt to preserve it. Similarly to my passion 
for the art of the 70s: before I was born. The 
politics, the revolutionaries, the catchwords, and 
the images. Things that had already been done, 
had already happened, were already history.

Politics and Art

I wanted to work with art, and I wanted to re
main politically active. I had a hard time making 
those roles fit together, I didn’t have the tools. 
one view of political art is the claim that every 
artwork is political in that it directly or indi
rectly offers an alternative to our society. For me, 
this wasn’t enough. I didn’t want to be an artist 
who was content to silently observe the world, 
and then depict it. I wanted to play an active role 
for change, by means of resistance. However, 
I also wanted my art to serve as an alternative, 
something separate from my political involve
ments. what attracted me to the paintings I 
liked was mainly the way they were painted, not 
the things that they depicted, and this was also 
how I would come to use painting. It gave me 
some respite from all the other stuff. Art must be 
permitted to be just art, but the art that inspired 
me was explicitly political. I liked Barbara Kru
ger’s powerful words, and Jenny Holzer’s illumi
nated signs with their goading messages. I liked 
their directness. working with art also served as 
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an alternative to my role as an activist. I needed 
a second outlet for my political work, besides the 
street and the movement. In the west Bank, the 
fact that I was an activist and an artist would be 
very significant for my continued work.

during my first years at the Art Academy, 
talking about my art made me uncomfortable. 
when I didn’t want to talk about the actual 
paintings, or couldn’t talk about them, I talked 
about my political involvement. I felt the need 
to talk about who I was and where I came from, 
and I did it through my political ideas, and these 
topics led on to discussions about my work. It 
was important to me that I should be allowed 
to express my political views to the people who 
regarded me as an art student first. After a while, 
I began to find ways to put it all together, and 
relate the political elements to my artistic work. 

How could I work with art in a political way, 
and how could I use art in my political work?

These are huge questions. while I was think
ing about this, I took a break from painting, 
and sewed a flag that was 6 metres long and 2 
metres wide, and had the word “work” written 
on it. It was raised in Malmö Folkets Park as 
part of a project led by Annika eriksson. It was 
inspired by the old trade union flags I had seen at 
the national Labour Movement Archives. Work 
was a celebration of the labour movement and 
the park, and indirectly of my own background. 
working with textiles and sewing in the studio 
was another reaction to the preconceptions about 
what is typically feminine in art. of course, the 
flags that were kept in the archive on Porslins
gatan 3 were sewn by women as well. 

Later that same year, I took off for the west 
Bank in occupied Palestine. 

I had seen Mona Hatoum’s solo exhibition at 
Magasin 3 in Stockholm a few years earlier, and 
it had made a huge impression on me. The same 
duality was present there as well. In the piece 

Keffiyeh, the classic patterns of a traditional Pal
estinian scarf were woven from dark human hair. 
This kind of scarf was originally a traditional 
Arab headdress for men, but has since become an 
important symbol of the nation of Palestine. The 
piece was about identity and nationalism, and 
the use of the hair made it more feminine, which 
was perhaps a critique of the patriarchal order.3 
After my visit to Palestine, Hatoum’s pieces took 
on an even greater meaning for me, and I view 
them differently now. I think that’s the way pic
tures work, we interpret them based on our own 
experiences, our own history. I understood that 
many of the pieces had a fairly general meaning 
for the Palestinian people, both those who reside 
in the west Bank or in Gaza, and the many 
thousands like Hatoum who live in exile all over 
the world. 

The west Bank, 2009 

”Protect me from what I want.” The first few 
days on the west Bank, the words of Jenny 
Holzer kept repeating over and over in my mind. 
In my case, they meant: “Help! what have I 
done? what am I doing here?” 

I spent a semester as an exchange student 
at the International Academy of Art Palestine 
in ramallah. I had put myself in a conflict 
zone, or a war zone, if you like. I wanted to do 
everything. I wanted to take an active part in the 
resistance against the Israeli occupation of Pales
tine, which was more horrendous when experi
enced up close than I could ever have imagined. 
The oppression is constantly present, at every le
vel of everyday life. It wasn’t just the blatant kill
ing and violence committed by the occupational 
forces, or the checkpoints and settlements, or the 
wall. The oppressive structure was everywhere, 
and the longer I spent in ramallah, the more it 
was revealed to me, and the more elements of it 
became apparent. of course, my situation, as a 
westerner with a Swedish passport meant that I 
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enjoyed special protection and privileges. I was 
able to travel quite freely in the west Bank, and I 
could leave the country when I liked. 

Art as resistance

The art scene in ramallah was vibrant, youthful 
and exciting. I met artists who worked in ways 
that appealed to me, and I began to see how art 
could be an act of resistance. on the other hand, 
many of the Palestinian artists were tired of 
being perceived as Palestinian artists rather than 
artists who happened to be from Palestine. Most 
creations, whatever the intentions behind them, 
inevitably became political in the eyes of the 
viewer. For me, as an outsider looking for new 
ways of working with art, this was an interesting 
artistic context to be a part of. The young artists 
criticised their own society, its nationalism, as 
well as other more or less visible social structures. 
I became convinced that art was as important for 
the resistance against the occupation as activism. 
It was plain to see that artists played an impor
tant role in this society, where the stakes were 
always high.

Bisan Hussam, a fellow student at the Academy, 
made a video piece of Israeli bulldozers demol
ishing Palestinian homes. The video was shown 
alongside three display cases where Bisan had 
placed various items that he had found in the 
demolished buildings. Some of the things on dis
play were a pink school bag, a small notepad, and 
a toothbrush. during an interview I did with 
him for a film project I had begun working on, 
he said the following about the piece: “A house 
is more than a building, after all. It’s where you 
keep all your things, where you eat, where you 
hang out. It’s your home  your life.”

In Khaled Jarrar’s film Journey 110, peo
ple struggle to make their way into Jerusalem 
through an underground tunnel. People whose 
passports were the wrong colour, or who didn’t 

have the right papers to get through the check
point wade through the dark, flooded tunnel, in 
constant fear of the military, who might show up 
any moment. In another piece, which was divid
ed into two parts, Khaled had people apply for 
residence permits for Palestine. I was one of a fair 
number of participants. we were interviewed, 
given forms to fill out, and had our pictures 
taken. our applications were considered, and a 
few days later we were asked to collect our “green 
cards”, the proofs of our permission to reside in 
a nation that isn’t acknowledged as a country, 
a state without territories. Khaled had to add a 
disclaimer on the cards, so that the Palestinian 
and Israeli authorities would know that this was 
an artwork, and not a criminal act. 

The artists’ pieces used the occupation as 
their subject matter, and their messages were 
both poetically and directly stated. A lot of 
the art I saw and experienced in Palestine was 
concerned with the conflict, which was always 
present on some level. They treated the topic in 
many different ways, often with a touch of hu
mour and irony. during my stay, Khaled Hou
rani, the professor of the Academy in ramallah, 
initiated a project aimed at bringing a painting 
by Picasso to Palestine. The most important part 
of this piece was to highlight the maddening 
amounts of red tape involved in trying to import 
a Picasso original, which just happened to be a 
critique of oppression, to a nation suffering the 
hardships of occupation. To my mind, these 
pieces offer essential insight into certain aspects 
of the illegal Israeli occupation. They are also 
a way to tell a story that the shallow, formulaic 
narrative of the news media could never express 
properly. They taught me the truth I hadn’t been 
able to formulate, or rather hadn’t been able to 
believe: that art can be a more important source 
of fact than real news reporting, which we are 
expected to treat as a source of objective truths. 
This also represents an opportunity to enter 
into and open up new areas of discourse, new 
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perspectives, and perhaps most importantly, to 
explore the emotions that make us all human.

In 2009, AlQuds (Jerusalem) was the  UNeSCo 
Capital of Arab Culture. different cultural 
events were held all around the west Bank, and 
in the eastern areas of AlQuds. Plays, films, 
exhibitions, concerts, and literary events – all for 
the celebration and recognition of Palestinian 
culture. Several of the events were methodically 
disrupted by the Is
raeli police, it didn’t 
matter if it was a 
film screening or a 
dance night. Many 
of the visitors who 
lived in the west 
Bank, that is, on 
the other side of the 
wall, were stopped 
at the checkpoint 
when they travelled 
to visit an exhibition 
or take part in an art 
workshop. 

It wasn’t just 
during the culture 
capital year in Al
Quds that artists had 
a hard time visiting 
their own show 
openings, or visiting other artists’ exhibitions in 
other towns on the west Bank. They would often 
be sent back at the checkpoint, even though their 
passports and papers were all in order. Tina Sher
well, principal of the Academy in ramallah, had 
been through this many times, and for the older 
artists it was routine. The art of these artists was 
considered a threat, an act of resistance, in and of 
itself. It didn’t matter if it was a performance at 
the wall or a painting of a landscape in a gallery. 
All art, all culture, was a threat to the power struc
ture, and in the case of Palestine, Israel.

As for myself, I was struggling with my art, and 
having a hard time coming up with projects 
I wanted to do. There were so many things I 
wanted to do, but there were also so many that 
had already been done. I was careful not to 
come across as some outsider trying to make art 
about life in an occupied country; I wanted to 
maintain an awareness of the ramifications of my 
own role as a temporary visitor, and an observer. 
There were a lot of things to make up my mind 

about, and a lot 
of paradoxes, but 
the most impor
tant thing was not 
to normalise the 
occupation. I was 
often given dif
ferent suggestions 
and propositions 
for projects when 
people found out 
I was an artist. In 
Nablus, in the north 
west Bank, they 
asked me to paint a 
mural on a build
ing. Almost every 
building there was 
decorated with some 
kind of painting, 
and the streets were 

lined with martyr posters. I was asked to make 
a painting of a family’s house being demolished 
by the Israeli military. I was both delighted 
(remember, I had been passionate about the art 
of the 70s, and political art, a genre where there 
is some history of mural paintings), and hesitant. 
The offer came from a friend, a leftist politician 
I knew from before, when I’d been working for 
an organisation. He had come to help me make 
some vital contacts when I began filming. My 
doubts were based on my feeling that one of the 
young Palestinian artists should be allowed to 
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make the painting. I didn’t feel entitled to do it. 
But my friend felt that my being an outsider only 
made it more important that one of my pieces be 
on display in the city. In the end, the painting 
was never made, and my friend was imprisoned a 
couple of months later.

during most of my stay in the west Bank, I 
collaborated with the dance group Sarab. I made 
projections that were used as the backdrop for 
a performance. working with a stage space was 
new for me, as was the illustrative aspect of this 
work. our aesthetic approaches were very differ
ent too. I had found another role to play with.

The Crucial, Visible Body

After a while, I felt that I had to take part active
ly, and make physical resistance. As international 
activists, our role was to try to prevent the force 
used by the Israeli soldiers against the Palestin
ians from escalating, and to prevent Palestinians 
from being arrested or killed. our function was 
as a kind of observing human shields. It remind
ed me of the French philosopher MerleauPonty, 
of the visible body that can see and be seen. My 
body, and its appearance, was the crucial element 
for my role as an activist. when it was made 
visible to the Israeli military, it became a source 
of protection for the other bodies that were made 
guilty by their own visibility. 

Another task I performed for the organisation 
was working with the media, documenting 
events and making sure that information reached 
the outside world. I began to film.

At the hospital in ramallah, unprepared for 
what was coming, I was pushed into a coldstor
age room. with my camera. There, on a stainless 
steel bunk, was a human body with a bullet hole 
in the chest, right by the heart. I was standing 
there, a film camera in one hand and my digital 
camera in the other, like a reporter looking to 
catch the money shot.

Film

My artistic and political work both helped 
me make my own contacts in different parts 
of the west Bank. These two roles contrib
uted something to each other that would have 
been impossible to achieve otherwise. I began 
collaborating on a film project with the artist 
Anders rundberg, who was my roommate in 
ramallah. Film felt like the best artistic outlet 
at the time. I wanted to make a film about the 
local women’s movement, so I travelled around 
interviewing women, most of whom were affili
ated with the leftist movement. My theme was 
the double oppression, the occupation of Israel 
and the repressive patriarchal order. Later on, 
the film would take a different turn. There were 
so many important stories to tell, there was so 
much going on, and it was all so damned messed 
up. I experienced many different situations and 
conversations that have been etched into my 
memory ever since.

The women I worked with would often tell me 
stories of Leila Khaled, who was still one of the 
most important people for the liberation move
ment in Palestine, especially for the women. 

At the beginning of her chapter about Leila 
Khaled, eileen Macdonald writes: “She shattered 
a million and one taboos overnight; and she revo-
lutionised the thinking of hundreds of other angry 
young women around the world.”  4

Meeting Leila Khaled

At the end of the summer of 2009, the film 
project Anders and I were working on had led 
us to Leila Khaled, who was living in Amman 
in Jordan. we crossed the border from eilat in 
Israel, and entered the southern part of Jordan 
with a scribbled phone number on a slip of paper. 
In Amman, we waited for the contact who was 
to take us to Leila for an interview. Finally, we 
received the goahead. one morning, at eleven 
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o’clock, we were told we were welcome to visit 
her for an interview.

I was nervous, the whole thing felt unreal. 
The thing I’d dreamt of, but never imagined 
possible, was actually happening to me. I was 
sitting in Leila Khaled’s home, looking at that 
picture of her as a young woman. The hijacker, 
the revolutionary. The picture I’d had on my wall 
throughout my teens, the picture I had painted, 
drawn, been fascinated by. The image I had 
never been able to let go of. The icon. And now, 
here I was, sitting at her table drinking a cup of 
coffee. A chain of related elements was present in 
the room. on the wall, the photo of Leila at 24; 
next to me, the older Leila, in person; and finally 
myself, with all those years of reproducing the 
image of the young hijacker behind me. History 
as the constant passage of time, and the per
manence of historical records. Being recreated, 
keeping the past constantly present.

The meeting with Leila Khaled became its 
own film, Things will Change, which was pre
miered at the Gothenburg Feminist Film Festi
val during autumn 2010. The film is a documen
tary of 26 minutes. The viewer sees Leila, sitting 
on a couch in her living room, and the interview 
footage is alternated with images from the west 
Bank, and archive images of Palestinian refugee 
camps and Leila in her youth. At the start of 
the interview, our nervousness is apparent as we 
ask our questions, and we decided to include 
that as it creates a sense of intimacy between us 
filming and asking questions, and Khaled being 
questioned and exhibited. As an artist, I had the 
freedom to relate to Leila on a personal level, as I 
was under no obligation to be impartial. A large 
part of the footage that never made the final film 
was the conversations we shared as political com
rades. we also wanted to focus on the present 
day situation and the ongoing struggle in Pales
tine, as well as in europe and on the internation
al stage. The hijackings were mentioned, but we 
chose not to focus on them, partly because that 

has been done, and partly because we wanted to 
draw attention to Leila’s current activities. It also 
became a way of awarding Leila due recognition 
as the important person she eventually became, 
and still is to this day. To reconnect with, and 
highlight, her political commitment. In an 
interview during the feminist film festival, I said 
that I wanted Leila to receive the same interna
tional status and recognition that Che Guevara 
has been given. despite being dead for so long, 
his face and name remain the iconic attributes 
of a legendary revolutionary. She, on the other 
hand, is relatively unknown to my generation, 
and is almost forgotten by previous generations. 
Since then, I have used Leila, the image of her 
and the person she is today, as the storyteller in a 
narrative of my own. 

All resistance is Civil

The film was also featured in my graduation 
show Allt motstånd är civilt (All Resistance is 
Civil). By showing it along with eleven paint
ings, I wanted to narrate the political history of a 
nation, a resistance movement, and a struggle for 
liberation. I used the image of the young Khaled 
as a symbol of history, and also showed the im
age being viewed by herself more than forty years 
later. The face of a revolutionary confronted with 
the image of the illegal wall: both symbols of the 
history of Palestine. I was fairly uninhibited in 
my use of symbols. I painted an olive tree, a tear
gas grenade, a Keffiyeh being woven on a loom, 
a scene from a demonstration, water tanks, and 
satellite dishes. They were all images, objects, 
and situations that I had seen, experienced, and 
then interpreted. The paintings also became my 
own story, along with the story of Khaled in the 
film. The film expressed things that weren’t told 
in the paintings, with its direct narration, and its 
focus on the older Leila and her story. The film 
was necessary for me to be able get the things 
I wanted to say in the paintings across as well. 
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when I began working on the show, it wouldn’t 
have been enough for me to just paint. I had to 
be clear, and the documentary film meant that I 
was able to paint more freely. The poetic aspects 
and the political aspects were joined and united. 
After the west Bank, I began to work more with 
space, and the installation of the paintings in the 
room took on a greater significance than before. 
The paintings weren’t independent pieces either, 
they belonged together, were related to each oth
er, and became a single piece when viewed as a 
united whole. I had done things like that before, 
but it had never been this obvious, for myself or 
for the viewer. All of the paintings were hung on 
the same wall, illuminated by three construc
tion lamps mounted on tripods. As the viewer 
stepped in front of the lights, which were stand
ing on the floor, their shadows were cast over the 
paintings. In this way, they became a part of the 
installation, and of the story, just as we all are, 
after all. The subjects took on a great importance 
as I strove for clarity, which fostered permissive
ness. I let go of that tiresome respect I had previ
ously held for the craft of painting. This became 
a method, the technique wasn’t the point, it was 
what you could actually see. I also added text 
to add a layer of illumination to the subject I 
was working with. That felt liberating. I didn’t 
spend a lot of time contemplating how to paint, 
I discovered a rhythm of composition and color 
instead. It was chaotic and direct, and it was me. 
during this time, I was reading Akke Kumlien’s 
book Oljemåleriet (oil Painting) from 1946, and 
I enjoyed experimenting with different mixtures 
and techniques in my paintings. This increased 
my understanding, which in turn increased my 
freedom. That was probably why I managed to 
let go of my old hangups about painting. I used 
painting, but the important thing was the object 
itself. It had to do with that thing about wanting 
something to remain afterwards. And after all, 
the different oils, turpentine, and pigments I 
was reading and learning about, only exist to 

make the paintings last for as long as possible, to 
make them permanent and durable, in the purest 
technical sense. 

And everything Turns into Images

For me, painting is a way to approach political 
images that have become symbols of struggle and 
resistance, and that have remained intact, un
changed, despite the passage of time. They repre
sent the same things. existing images, symbols and 
icons. By reexamining and painting them, I can 
create new images. Linking history and time to the 
present, recreating the images as they are renewed, 
and making them entirely new, here and now. 

My artistic work somehow concerns the 
different layers in our perceptions of and interac
tions with our environment and our society, as 
well as the ways that we accept responsibility 
for our actions. when I am working on a piece 
in the studio, that practice is connected to my 
participation in political meetings, demonstra
tions, and other more direct actions. I take these 
actions because I believe that change is possible, 
and that art can be a way to effect it. For me, 
art is a method, or tool, for political action. I 
want art to be permitted to be direct, and pose 
questions, but also to offer answers. I don’t want 
it to merely reflect on our society, for the artist to 
be a passive chronicler who refrains from active 
participation. Artistic freedom, then, became a 
way for me to do my political work. It opened up 
new routes, which in turn revealed new options. 

of course there is a duality here, in the fact 
that I am producing a kind of object that is 
often put into question by political art. Part of 
my work as an artist, especially in my role as a 
painter, is in how I relate personally to what I am 
doing, that is the wish and desire for something 
to be there afterwards, after the exhibition, after 
the play, after the revolution, something that will 
give us an experience of what was, the images 
that become an extension of the very experiences 
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that we are able to relive by viewing their depic
tions. when I think of revolutions and historical 
events that have inspired me, images always play 
a central role, since the events took place before 
my own time. But even now, in egypt, Tunisia, 
Libya, Palestine, the Intifada and the people on 
Tahrir square in Cairo are essentially available 
to me through images, since I’m not participat
ing in the events myself. But of course, that’s 
not the only place where 
revolution begins. It begins 
wherever people break free 
of the structures of fear, and 
go out on the streets. The 
revolution can be put down 
and crushed, but the images 
are eternal.

My art is about the act 
of performing artistic work 
in relation to the things in 
the world around me, and 
not simply depicting them. 
I wanted to go to Palestine 
to aid the resistance, in the 
direct, physical sense, but 
I also wanted to work on 
my art. In Allt motstånd är 
civilt, it was important to 
me that I take a stand, and not just depict the 
conflict and the occupation. However, I didn’t 
want to include any pictures of dead children, or 
of settlers throwing rocks or shooting Palestinian 
farmers. Because I wanted to speak of hope. That 
change can happen. As Leila Khaled put it in a 
phrase we decided to use as the title of the film: 
“Things will change”.

when I think of my role as an artist, and 
my chosen profession, that’s the idea I want to 
base my work on: that change is possible. when 
I use painting to freeze a moment and make it 
permanent, I need to keep looking forward as 
well. The vision. The hope that, one day, we will 
have won. 

Time, it’s almost two years since I was sitting 
in Leila Khaled’s house, looking at the framed 
photo of her in her youth. It’s in the past, but the 
chain that was revealed then, that I would later 
recreate, is permanent, still being created. I open 
my inbox, and find an email from Leila:

“dear Celie, congratulations on interna
tional women’s day. I received the invitation and 
will apply for the visa tomorrow.”

Celie Eklund

When Leila Khaled came 
to Stockholm
Print on paper. 
29,7 × 21 cm
_
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MArIA erIKSdoTTer 
Makeshifts

october

Movements. Space. Movements in space. If I 
could only agree that the watch has a direct rela
tion to time everything would be so simple.

I once heard a learned man say that the motions 
of the sun, moon, and stars constituted time; and I 
did not agree. For why should not the motions of all 
bodies constitute time? What if the lights of heaven 
should cease, and a potter’s wheel still turn round: 
would there be no time by which we might measure 
those rotations and say either that it turned at equal 
intervals, or, if it moved now more slowly and now 
more quickly, that some rotations were longer and 
others shorter? 1

I have made several halfhearted attempts to un
derstand einstein’s Theory of relativity without 
much success. Perhaps I mean the Special Theory 
of relativity, but for the time being this feels, if 
you excuse me, relatively unimportant. He seems 
likeable. einstein, I mean. But he appears to have 
an odd view on time. Perhaps I have misunder
stood, but doesn’t he claim that time and the 
watch in some way belong together? when I was 
little I had a theory that the hands of the clock 
slow down when you watch them.2 If that is 
correct, I thought, we should be able to stretch 
time by looking at the clock every now and then. 
empirical enquiry has made it clear long ago that 
this is not the case. In fact the clock is not much 
to do with this at all.

The studio. Piles of clock hands, in front of 
me. Seconds. Minutes. Hours. Twelve of each 
sorted in piles. Sixty seconds + three thousand 
six hundred seconds + fortythree thousand 

two hundred seconds = fortysix thousand eight 
hundred and sixty seconds.3 Time needs a body 
and therefore becomes a sculpture. or: I need 
to give time a body and therefore I sculpt. Com
paring. Scrutinising time. How it is stitched 
together. Stitches. Seams. Schemes. Fortythree 
thousand two hundred seconds have smaller 
mass than three thousand six hundred seconds.

The studio four years earlier. An old alarm 
clock, in front of me. opened at the seams, the 
hands and the shell removed. what remains is a 
pecking hen. It just goes on pecking as if nothing 
had happened. Pecking. Picking. Ticking.4 Like 
the potter’s wheel turning round in the absence 
of heavenly bodies. Augustine goes on:

And while we were saying this, would we not also 
be speaking in time? Or would there not be in our 
words some syllables that were long and others short, 
because the first took a longer time to sound, and 
the others a shorter time? O God, grant men to see 
in a small thing the notions that are common to all 
things, both great and small. Both the stars and the 
lights of heaven are ‘ for signs and seasons, and for 
days and years’. This is doubtless the case, but just 
as I should not say that the circuit of that wooden 
wheel was a day, neither would that learned man 
say that there was, therefore, no time.5

we understand each other, 
Augustine and I.

February

Ingmar drops by. He feels 
like chatting and we do our 
best. we say that this is a 
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calm Saturday evening, that we were up at six al
ready, which is highly unusual, and that we are very 
tired now. Ingmar says that his worst experience in 
this genre was when he was working in the Volvo 
plant at Torslanda and had to leave home around 
four in the morning. In his broad Gothenburg 
accent he explains how the working day started at 
05:48 and how he had to punch in one minute be
fore, and how sometimes he would take a later ferry 
that would bring him there right on time.

‘But then I wouldn’t be changed into my 
gear, you know, and not everyone liked that.’

‘No, of course not’, we say, laughing ever so 
slightly.

our body language tries, as far as possible, to 
imitate that of a worker. After all we are engag
ing in small talk on the highest level and this is 
about getting closer to each other, about con
necting. Moreover, he has made us interested.

‘why did you start at 05:48? That feels like a 
rather odd time, doesn’t it?’

Ingmar tells us about the two shifts, about 
the working day ending at 23:18, about MTM 
and TMU and how a halfhour would be de
ducted from your salary if you punched in one 
minute too late.

‘Six minutes, you know, is one tenth of an hour. 
Fortyeight, fiftysix… well, you understand.’

we do. He means fiftyfour. we are follow
ing. Sixty. Thirtysix milliseconds constituted one 
TMU, a Time Measurement Unit. So one hour con
sisted of 100,000 TMUs and this construction was 
the basis for Methods-Time Measurement, a system 
for analysing and optimising labour. or perhaps 
the labourer. each moment was carefully studied 
and assigned a standard time. I listen attentively to 
Ingmar’s stories, interject and ask questions. ‘Small 
talk’ would no longer be the correct term, but there 
is something temporary about how the three of us 
relate our bodies to the conversation.

‘Perhaps I should get myself a timeand
motion study man’, I say. ‘Someone to clock me 
in. To give me standard times for an essay.’

Now it is Ingmar’s turn to ask. He wonders 
what I’m doing. His eyes rest for a second on my 
computer (which in turn has been staring at me 
for the last three hours).

‘Are you doing some job?’
This is the first time we meet. Before this we 

have only heard each other through the walls 
and ceilings (floors), through footsteps and eve
ryday sounds. once I saw his blood in the shared 
hallway. It was a Friday evening, quite early. Too 
early for blood, somehow.

‘Maybe we should go up and see if he’s oK?’
‘I guess he’s all right. He must have slipped 

on the ice outside and cut his hand.’
This sounds credible. A hand bleeds liberally 

but no great quantities and the traces in the 
hallway are drops, as if from a hand.

‘I’m studying at an Art Academy’, I say. ‘It’s 
my fifth and final year. we’re writing an essay.’

There are no followup questions about what 
I paint, no enquiries of what will become of me 
when I graduate. Ingmar manages to smoothly 
integrate my reply into the conversation, and as 
I gradually or perhaps partly withdraw to my 
own thoughts it moves on to the trade unions, to 
leaders versus bosses and other such things. Soon 
this is no longer a conversation but, as in the 
beginning, small talk.

After Ingmar has returned upstairs I lie 
on the sofa with what lingers. Thoughts about 
systems, thoughts about people. I asked what 
happens if you have to scratch your leg when 
you’re working, if you’re not able to perform your 
tasks in the standard time? Ingmar replied that 
such things were included in the calculations, 
that there was a margin of 7%.

The Four Seasons

Confused and seduced, twisting and turning 
the everyday. Asking. Answering. The blurring 
between art and life, so to speak.6 Sidetracks. 
exploring every corner without knowing if any
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thing relevant can be found. Important! High 
and low, directly and indirectly. Subconsciously, 
consciously, unconsciously. As if I were disen-
tangling an endless yarn, with more ends than is 
reasonable.

In the studio the projects grow up together, 
more or less. Most of them are in dialogue with 
each other. Commenting and discussing. Some 
continue to do so even after they are ready, 
steady, finished. Go! Because they have to share 
my attention, I take care to give them the time 
they need. A time-and-motion study man would 
probably have made the assessment that the 
process needs to become more efficient. Rhythm. 
The rhythm of nature, of the body, of the work-
ing process. The wheel is turning at the speed 
necessary to give the pot its shape. If we want we 
may explain this with energy and gravity. And 
perhaps with a pinch of geometry. In the end 
the result will always be the same if we neglect 
rhythm. Flat. Deflated. 

Everything has its time, and the important 
things are not always where you look for them. 
Most probably they are hiding just around the 
corner of your consciousness. I am not speaking 
of coincidence here, but of a focused, non-linear 
search. Attentiveness. Seeing the tree from above 
instead of keeping your feet on the ground7, 
or planting seeds of an unknown kind. Ques-
tioning or redefining logic and fruitfulness. At 
preparatory art school in Finland I wrote a mani-
festo, which should still be somewhere among 
all my papers. My memory of it is somewhat dif-
fuse, which is perhaps just as well. The ambitions 
were probably of unrealistic proportions. But my 
thoughts at the time concerned topics that would 
become important to me and are mentioned in 
this essay. I promised myself never to be content 
with looking at things from one perspective, to 
challenge my thinking and work for, not against. 
I don’t succeed with this every day, but the 
ambitions are there, whether they are realistically 
proportioned or not.

Gathering information in everyday life, from 
meetings with people and from books and the 
Internet, is essential. A becoming rather than 
research, shaping a world of thought. Not always 
visible in the ‘finished result’, but present. I look 
for fixed points and approaches, for definitions 
of reality. I inspect constructions and patterns, 
digging up those that are less clear. I poke them 
and make them waver a little bit. Sometimes I 
turn them around or create new ones. Not to 
confuse, but to understand and communicate. 
To challenge. To stretch boundaries. Inviting 
you to balance on a line suspended between what 
we have thought and what we might think.

January

Nowadays we move around more and more 
easily. Before the railways were built different 
 Swedish cities still had different times. Lo-
cal time, following the sun. Very impractical 
for writing time-tables. To make things easier 
something called railway time was introduced in 
1862. The battle stood between Stockholm time 
and Gothenburg time, and the latter emerged 
as the winner. This was the state of affairs for 
seventeen years: local time and railway time. 
Untenable. As the first country in the world we 
therefore introduced unified national time on 1 
January 1879.

Today we are following the official world 
time scale UTC (Coordinated Universal Time), 
which is a combination of two other time scales. 
One of them, Universal Time 1 (UT1), is based 
on calculation of the earth’s rotation around its 
own axis. The other one, International Atomic 
Time (TAI) is based on time comparisons 
between atomic clocks in various countries. 
One second is now defined as ‘the duration of 
9192631770 periods of the radiation equivalent 
of the passage between the two hyper-fine levels 
of the basic condition of the Cesium 133 atom8. 
Luckily this is not something most of us need to 

7. Eriksdotter, Maria, Alla 
träd i Magistratsparken 
jag kunde klättra upp i 
den 9 maj 2009 (All Trees 
in the Magistrate Park 
that I Was Able to Climb 
on 9 May 2009), climb-
ing documented in slide 
show with 27 images, 
2009.

8. www.sp.se, accessed 
21 March 2011.
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care about in our everyday life. The only thing 
that matters is that we understand that it is 
something very small and exact.

Because the two time scales do not fully 
coincide, and because the earth’s rotation is not 
constant, leap seconds are used to keep UTC 
updated against UT1. Since the leap second 
was introduced in 1972 24 positive leap seconds 
have been inserted, the latest one at the New 
Year 2008–2009.9 Few clocks are constructed 
to handle the leap second, but on those that are 
23:59:59 is followed by 23:59:60 instead of a 
switch directly to zero. I myself tried to capture 
the latest leap second on film. Whether the result 
was a success or not is a matter of definition. One 
of my clocks was radio controlled and most of 
my hope was pinned on it. The other one was the 
website http://www.LeapSecond.com/java/nixie.
htm, a clock based on the computer clock that I 
had connected to one of the NTP servers of SP, 
the Technical Research Institute of Sweden. The 
radio clock made no effort at all to catch up with 
events, it just went on as usual. On the website 
time started going backwards and continued to 
do so until the page demanded to be updated.

June

A raft commands the floor, approximately in 
the middle of the room. In a corner a computer 
screen shows an animation of the earth rotating 
around its axis. On the wall we find a construc-
tion drawing of the raft, a photograph of it as it is 
floating in the pond of the quarry at Dalby and 
the following text:

The raft consists of elements made of wood and 
styrofoam, joined together with wooden plugs and 
metal hooks. By using the raft’s measurements and 
construction you have the capability to transport 
yourself over exact distances. The way to do this is to 
move elements from one end of the raft to the other. 
No tools are needed. In August 2009 the raft was 

moved 204 cm in the pond of the quarry at Dalby. 
This displacement involved 12 discrete moments.10 

The injunction is concrete: transport yourself 
over a distance of your choice by using the 
construction and measurements of the raft. 
Because of the moving water the starting point 
soon becomes unclear and it may therefore ap-
pear impossible to measure the distance. What 
is the starting point then? That part of the water 
or that place in the Universe where you were 
located when you started?

The perspective changes, depending on what 
you choose to relate to. If the Universe is your 
point of reference it suddenly seems irrational to 
claim that you can make exact measurements of 
anything at all if you use the commonly accepted 
methods. Between the starting and finishing 
points the earth’s rotation has already brought 
you somewhere else. Using the raft is, on the 
other hand, more reliable. If you know its meas-
urements and the number of elements you have 
displaced it is always possible to calculate how 
far you have moved. 

If you don’t happen to have a raft at hand while 
measuring you may just as well use two hooks, 
a string and a piece of tape in the middle of this 
string. Attach the hooks to the ends of the string. 
Attach one hook to your past and the other one to 
your future. The piece of tape will now show your 
exact location at this very moment of your exist-
ence in the Universe. If you believe Bjarne Lönn-
roos, that is.11 I saw the work at  Kiasma in Helsinki 
in October 2010, and just as in Förflottning there is 
a non-questioning and very concrete text, although 
the meaning is much more abstract.12 Firm but 
floating. A gap is created, and if we are to put our 
finger somewhere it will be here.

It took me a long time to work on the raft. 
On and off. The work started with thoughts of 
building something new with a limited amount 
of material. Of how we make use of what we 
know and then readjust when the circumstances 

9. Conversation with 
Carsten Rieck, SP, 4 
February 2011.

10. Eriksdotter, Maria, 
unpublished note for the 
work Förflottning, 2010 
(see note 13).

11. Lönnros, Bjarne, How 
to Measure the Exact 
Point of This Moment 
of Your Existence in the 
Universe, 1992.

12. Eriksdotter, Maria, 
Förflottning, 2009–2010. 
The title is an invented 
word made up of the 
existing Swedish words 
förflyttning and flotte. It 
is difficult to find a good 
English equivalent of för-
flyttning. Neither move-
ment nor displacement 
are quite close enough. 
Flotte translates as ‘raft’ 
and in the title we also 
find the word flottning 
which means ‘raftage’.
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change. during studio visits by my teachers I 
spoke of contacting a philosopher to let him 
carry out the action. And to have conversations. 
The teachers’ response was positive and I started 
doing research about persons at the department 
of Philosophy at Lund University. Immersing 
myself in their research specialisations, weighing 
one against the other. I got in touch with some
one who gave me names of persons who might be 
relevant and interested. I thought this over and 
continued to work on the actual construction 
of the raft, wanting to have come a bit further 
before making contact, hesitating about how to 
go about it. But building it took time, sometimes 
because of mistakes that forced me to start all 
over again. Sometimes things simply went slow
ly. There was resistance, this I felt clearly. It was 
equally clear that a process was going on in my 
subconscious, a process that needed to get into 
phase with the form. I simply had to let go of my 
frustration and put my other plans on ice. Glu
ing styrofoam, sculpting plugs, bending hooks 
and oiling. Slowly but surely the raft acquired 
the body I had been denying it by focusing too 
much on the idea. My thoughts developed and 
changed with the construction. when it was 
finally ready it was no longer relevant to have 
a philosopher on board; I had decided to do it 
myself, at least this one time. The selected loca
tion was the pond in the quarry at dalby. with 
the high mountain walls I would minimise the 
impact of the wind. The little lake was a leftover 
of human activity, and this suited my purposes 
perfectly. The enclosed location also ensured 
that I would not drift all the way to denmark. 
Not that there 
is anything 
wrong with 
denmark, but 
when I create 
actions that 
contain a cer
tain amount 

of coincidence I also create frames. For the time 
being our neighbouring country was outside of 
these frames.

with assistance from two compassionate friends 
the raft was lugged to the waterfront and pieced 
together. The weather was perfect for some raft
ing and when I was already out on the pond I lay 
down on my back and closed my eyes. The plugs 
that held the raft’s elements together allowed for 
certain mobility, harmonising with the rhythm 
of the waves. I noted with delight that the raft 
was also functional from a meditative point of 
view, and then I started performing the purpose 
of my outing. I methodically moved elements 
from one edge to the other. I pulled out the iron 
hooks, lifted the styrofoam, wriggled out the 
plank and moved everything to the other side, 
while at the same time keeping count on how far 
I had reached. For a displacement of 204 cm the 
procedure needed to be repeated twelve times. 
After a little less than half an hour I had finished 
and drifted towards one edge of the little lake.

when I returned home I discovered that the 
raft had been marked by the voyage. Seeds and 
pollen floating on the water had drawn a move
ment on the styrofoam and I realised that my 
sculpture had received its form.

February

At 9am on a Friday morning in February 2011 I 
am confusedly braving the snow in the outskirts 
of Borås. A direct result of a parliamentary deci
sion around 40 years earlier, as part of regional 

policy, to 
relocate some 
of the State’s 
activities. 
I am about 
to visit SP, 
the Techni
cal research 
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Institute of Sweden. As part of my work on 
my MFA graduation exhibition I will have the 
privilege to share the knowledge accumulated 
by some of the fantastic people working there. 
Half an hour late I have found my way to my 
meeting with Carsten rieck, one of those who 
keep an eye on our national time. He assures 
me that it is oK, that he is often late himself. I 
think that this is probably what happens when 
you work with time, either that or the other way 
round. I notice in passing that he is not wearing 
a wrist watch.

He takes me to the room inhabited by enti
ties such as atomic clocks and Fröken Ur.13 The 
whirring sound from the equipment is palpable, 
creating a feeling of being in the middle of an 
ongoing process. The atomic clocks turn out to 
be completely different from what we normally 
associate with clocks, quite useless if we have an 
appointment to keep. Carsten tells me what they 
are working with, explains pedagogically and 
answers my questions patiently. Sometimes it is 
difficult to put the various sizes into perspective. 
Some things are so immensely big, others so 
incomprehensibly small. one doesn’t necessarily 
exclude the other, by the way.

The sensation of occurrence is reinforced by 
what Carsten tells me. every five days the read
ings of the atomic clock are registered and at the 
end of each month they are sent to the Bureau 
International des Poids et Mesures (BIPM). There 
they are compared with the numbers from other 
countries and recalculated. After about fifteen 
days the results are returned and the colleagues 
at SP get to know how well they have been keep
ing time. Any necessary adjustments are made 
and the work continues.

’Measuring time takes time’, says Carsten, 
summing up the difficulties of international 
timemeasurement.

delays are inevitable. whichever technology 
we use we can never compare different measure
ments of time at the same time. Time begins to 

look more and more like a murmur of voices, a 
constantly ongoing negotiation. or perhaps an 
auction.

Still, it is rather nice that the delay is usually 
so slight that it becomes insignificant to most 
of us. I’m thinking of how the development of 
timekeeping makes my way of relating to time 
different from that of Augustine. Perhaps mostly 
because we nowadays relate to time much more 
extensively. But is it our need to know the exact 
time that has driven this development, or is it 
the development that has created a need to look 
at the watch every couple of minutes? Carsten 
thinks the driving force is political and eco
nomic interest rather than people’s desire to be 
in touch with each other, but also that these new 
possibilities created a need.

‘If you have a quarter of an hour before you 
have to pick up the children from kindergarten, 
well, then you use it.’

I am inclined to agree. If we had to look up 
at the church belfry every time we needed to 
know the time there would hardly be any use for 
that last minute before the eBay auction finishes.

‘Speaking about which, you should have 
been in Lisbeth’s office fifteen minutes ago’, says 
Carsten.

we leave the room and let the stairs guide 
us back to the ground level. Lisbeth Neugebauer 
works in the department of Mass and gives me 
a tour of the comparative laboratory for weight. 
Before entering the room we pass through an ante
room where we are supposed to put on protective 
gear, but this time we somehow don’t have to. All 
the grit we might have under our shoes sticks to 
the gluey floor. It is the room that needs protect
ing, not the people entering it. The temperature 
and the humidity are carefully regulated, and 
Lisbeth tells me the room rests on a concrete 
fundament with shock absorbers, to minimise 
vibrations. She shows me thread weights of 1 milli
gramme and upwards, and it becomes obvious that 
these tasks demand a steady hand. It is important 

13. The name of the 
Swedish ‘Speaking 
Clock’ directly translates 
as ‘Miss Clock’. Just to 
avoid confusion, they 
don’t keep an actual 
young lady at SP, just a 
recording of her voice...
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that scales in trade and production show the cor
rect measurements. To assure this, the weights are 
sent to SP for calibration and verification. I ask her 
if she is very particular about the scales she has at 
home, but she says she doesn’t have any.

on our way back to the office we pass the door 
to the room where the national kilogramme is kept. 
The weight, or the mass, consists of 90% platinum 
and 10% iridium. This is no. 40 of the 40 proto
types produced in 1889 to define the kilogramme.

The kilogramme is the unit of mass; it is 
equal to the mass of the international prototype 
of the kilogramme.14

The kilogramme is thus not defined as a weight 
but as the mass of the international prototype 
(no. 1). every thirty years someone travels with 
the kilogramme to Sèvres in France so that it can 
be cleaned and weighed. Sweden and Mexico are 
the countries whose kilogrammes are most con
stant in relation to the international prototype 
kept at the BIPM.15

At lunch I speak to Jan Johansson, Head of 
the department of Measuring Technology. I tell 
him some things about my art and we chat about 
the earth’s gravity, the tide and other things. The 
earth’s rotation is influenced by many different 
factors. one very important aspect is the melting 
polar glaciers whose enormous mass is trans
formed into a power with much greater mobility 
than the compact body of ice.

‘But then there are many other things that 
you might not think about if you don’t know 
them, for instance leaves.’

‘Leaves?’
‘well, yes, all the leaves on the trees during 

summer weigh quite a lot together.’
How little it takes for a thought to induce 

vertigo! Leaves. It is easier to imagine how things 
that burn in the earth’s core influence its rotation. 
You know, perhaps they fall off and end up some
where else. Autumn leaves falling to the ground 
are of a completely different nature. There is still 

quite a lot of food on my plate when I realise that 
the others have already emptied theirs. It is not 
easy to remember to eat when you are treated to 
such delicacies of knowledge and perspective.

‘So, now you will meet Leslie? He has a story 
he tells whenever he gets the chance; you’ll prob
ably get to hear it.

The story is of an old sea captain who rows 
out to an island every day and fires a cannon to 
signal that it is noon. on his way there he passes 
a watchmaker’s shop and takes the opportunity 
to set his watch after those in the display. The 
watchmaker, in turn, is completely unaware of 
the captain’s daily routine and is in the habit 
of setting his clocks after the salutes, which he 
considers very punctual.

It is a good story. First of all because it is 
entertaining, but also because it pinpoints 
something that is actually relevant. The surname 
of this Leslie, who does indeed tell the story, is 
Pendrill, and he is my last meeting of the day. 
The week before he was at the royal Society in 
London, attending a conference convened with 
the hope to arrive at a new SI (Système Interna-
tional d’Unités) definition of the kilogramme.

In the front row there were two or three 
elderly gentlemen who were perhaps hoping 
more than anyone else, because they had been 
working on this since the 1960s. Time was, so 
to speak, running out for them, and they were 
wishing for some final results and perhaps also 
some recognition. But when the results of the 
various methods were presented the differences 
were too great to be acceptable, and one of them 
said impatiently:

‘well, then I suppose we’ll just have to use 
the average value!’

Any new definition requires that tests carried 
out in different laboratories by different teams 
of researchers should produce constant results 
within a certain margin of insecurity. Leslie tells 
me that there might be several reasons why that 
this has not yet been achieved. on the one hand 

14. The International 
System of Units. Paris: 
Organisation Intergou-
vernementale de la 
Convention du Mètre, 
Stedi Media, 8th edition, 
2006, p. 20.

15. Bureau International 
des Poids et Mésures 
(International Office of 
Weights and Measures).
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there are some rather mundane technical prob
lems, on the other hand something unknown 
might be influencing the measurements. This 
‘something’ might be a component that the 
researchers have simply forgotten to include in 
their calculations.

‘But. There is also the possibility that we dis
cover unknown effects in the laws of physics. A 
precondition for these two methods of providing 
constant values is that the laws of physics apply. 
Perhaps nature does not conform to our model, 
and in that case we are facing a fundamental 
change in our understanding of the world.’

Here they are again: knowledge and perspec
tive. And vertigo. 

But until now we must be content with a kilo
gramme defined by a small lump locked in a room 
just outside Paris. Most of the 40 original proto
types have increased in weight during the years. 
The main reason for this is air pollution. The 
changes may also be something to do with the 
manufacturing process. Some of the kilogrammes 
have rushed in one direction or another, but then 
the human factor is probably to blame and the 
reason is most probably defective hand ling. Some 
prototypes have even been stolen.

So how do we know that the international 
prototype is the most constant kilogramme? The 
fact that the others have become heavier may just 
as well indicate that, like the Swedish and Mexi
can kilogrammes, it has lost some of its weight.

‘Yes, that’s true. But we don’t know that, 
because our only instrument for measuring is 
defined precisely by this one.’

It is almost like time, I think, only to take 
this thought back the next second. Time is a 
continuous process, to which many timekeepers 
contribute bids that are then calculated. For the 
kilogramme it has simply been decided that one 
of the prototypes is right and the others must 
relate to it. on the other hand the kilogramme 
itself is also a continuous process. It is time for 
the traditional Swedish Friday coffee at SP. I am 

lucky; today there is cake. during the day I have 
had my stomach and my head completely filled 
and I now head back out into the snow and sleet.

Scenario

delays in time measurement. we simply don’t 
notice them. They become part of the clockwork 
hiding behind the clockface at which we hastily 
glance.

But in what ‘ length’, then, do we measure passing 
time? Is it in the future, from which it passes over? 
But what does not yet exist cannot be measured. 
Or, is it in the present, through which it passes? But 
what has no length we cannot measure. Or is it in 
the past into which it passes? But what is no longer 
we cannot measure.16

Augustine again. His words resound from a 
distant past when people’s worldview differed 
substantially from how we view the world today. 
But scientific progress is no cure for evanescence; 
the shadow will not be captured. As I mentioned, 
measuring time takes time, and delays are an inev
itable consequence of time’s ephemeral character.

A sound image is emerging. The time is given 
by different voices. depending on when you enter 
into the work these voices contradict each other, 
to a smaller or larger extent. At first they are syn
chronised, but gradually the builtin discrepancy 
generates a syncopated rhythm. The space where 
this process takes place is a room within a room, 
whose construction is of the temporary kind. 
Chipboard sheets stand upright in a circular ar
rangement, supported by exterior struts. The tech
nical makeup of this sound piece is given away on 
the outside; cables from the loudspeakers on the 
inside are drawn through holes, to show that they 
are connected in a way that governs the move
ment of the voices. one loudspeaker is mounted 
on each chipboard sheet. Surrounding the listener 
with the delay, the clockwork is laid bare.

16. Saint Augustine, Ibid., 
pp. 186–187. 



62

Maria Eriksdotter / Master of Fine Arts 2

January

on 1 April 1989 the company Stave Puzzles 
released a jigsaw puzzle entitled 5 Easy Pieces. It 
was produced in an edition of 30 and construct
ed in such a way that it was impossible to resolve. 
The joke was not appreciated. Furious customers 
got back to the owner, Steve richardson, who 
paid them their money back.17

From chaos to order; we like that. A jigsaw 
puzzle must end in a unified picture. The hu
man brain is searching for underlying patterns, 
cate gorising and drawing conclusions before 
we are even aware of it. Step by step we build 
structures and systems that are used by millions 
of people every day. These common points of 
reference, which together constitute what we 
call reality, are a precondition for our ability to 
understand and interact. But to value this is also 
to be aware that they are fundamentally human 
constructions. Svein Sjøberg, a Norwegian 
expert on Science and Technology education, 
writes:

Science is driven forward by people who are not 
that different from other people. These researchers 
must be seen both as individuals and as members 
of a society. They are part of what we might call a 
society of researchers, which again is part of society 
at large. If we want to understand the nature of 
science we must know something about society at 
large, about the society of researchers and about the 
researcher as an individual. The ideas of science (its 
notions, laws, models, theories) are cultural prod-
ucts, created (or constructed) by people throughout 
history, in a never-ending social process.18

everywhere in this continuous process  little 
leap seconds are being inserted to adjust a 
construction that has its limitations. And little 
kilogrammes making trouble and refusing to 
conform to a system that, however fantastic it 
might be, still has margin of insecurity. Some

times, seemingly illogical actions yield the best 
results and very distant points of reference create 
the widest perspectives.

April

I am in Malmö, in a room four metres wide, six 
metres long and three metres high. Malmö is 
not very functional for my purpose, so we shall 
pretend for a moment that this room is situated 
somewhere along the Meridian. wikipedia tells 
me that the earth’s circumference at this location 
is 40,007.86 kilometres. That is 40,007,860 
metres. The earth rotates around its own axis in 
24 hours, i.e. 86,400 seconds. If we divide this 
by the amount of metres we learn that one metre 
is 0.00215958 seconds long.

width: 4 × 0.00215958 = 0.00863832 s
Length: 6 × 0.00215958 = 0.01295748 s
Height: 3 × 0.00215958 = 0.00647874 s

If I remember right volume is calculated by 
multiplying height by length by width. So:

0.00863832 s × 0.01295748 s × 0.00647874 s 
= 0.72517093 s3

At the moment only myself and the few people 
with whom I have shared these calculations are 
aware of the notion of cubic time.

‘The logic is questionable’, says Carsten.
‘Yes, I know’, I reply. ‘But the exhibition is in 

September, so I have time to work on this.’

The numbers here above, the facts presented and 
the method used will most probably have to be 
modified. what remains is the play of the ab
stract and the concrete, the attempt to approach 
and embrace something that cannot be captured. 
Physical space is being dissolved. At least, its 
meaning has changed. we no longer just travel 
by train on an everyday basis; we have become 

17. Wolkomir, Richard, 
Mästare i pussel-pyssel, 
in Readers Digest, 
volume 54., June 1996, 
p. 73.

18. Sjøberg, Svein, 
Naturvetenskap som 
allmänbildning – en 
kritisk ämnesdidaktik 
(Science as General 
Knowledge – A Criti-
cal Didactic Overview). 
Lund: Studentlitteratur, 
2010, p. 45 
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frequent flyers. we use a world wide web and 
create virtual rooms. one condition for this is 
common definitions and points of reference; the 
Swedish State railways (almost) understood this 
already in 1862. Time is defined on a level that is 
more exact than we can fathom, and at the same 
time space is being abstracted.

I am in Malmö (but let us pretend that I am 
on the Meridian), completely without standard 
times for an essay. But I know that I have spent 
a lot more than 7% of my time on scratch
ing my leg and other really important things. 
And that the room that encloses me measures 
0.72517093 s3. Approximately.
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SArAH JANe GorLITZ
–

Complications of time

we commonly think of time as a homogene
ous, continuous medium in which we exist, 
with events strung out in a chronological series, 
lying alongside each other, almost like points in 
space. This representation of time as movement 
along an axis can be traced back to Aristotle, 
who believed time was composed of base units 
of abstract ‘instants’ which 
developed incrementally 
and linearly into the future 
and backward into memo
ry1. Such an approach relies 
heavily on a practical per
spective of the universe, and 
offers a simple, mechanical 
model of time. It suffices as 
a convention adopted for 
everyday use, but provides 
an incomplete picture of the 
breadth of our experience 
of time. 

As a system it also fails 
to resolve two paradoxes: 
it cannot account for the 
actual passage of time, nor does it explain the 
quality of our experience of the past as past. If 
the present is a succession of infinite instants, 
where does one situate the limit between the 
present moment and the next? Gilles deleuze 
writes: “it is as if the past were trapped between 
two presents: the one which it has been and the 
one in relation to which it is past.”2 Further
more, we tend to associate reality as that which 

is perceived directly with our senses, the full, 
immediate present. with the absence of these 
stimuli the past becomes even less than a faded 
shadow – and risks being relegated to the realm 
of the unreal. This perspective of the past as sim
ply derivative (and the future, anticipated) of the 
present flattens out the complex interrelations of 
past and present, forming a closed system, which 
excludes the new and unpredictable – as well 

as other possible modes of 
experiencing time (such as 
dreaming).

Nunc Stans (The Standing 
Now 2010–) is a piece that 
can be read as a complica
tion of the standard view 
of time. It consists of a col
lection of found accidental 
prints, discovered beneath 
old framed flower em
broideries, obtained from 
flea markets and second
hand stores. These cloth 
handiworks once inhab
ited domestic spaces, and 
functioned as decoration, 

and personal mementos. Although handmade, 
and thus unique, these stylised images were 
mostly made according to a pattern; and so in a 
way, each becomes a multiple. It is unlikely that 
the creators of these images would have antici
pated that their stitched designs would gener
ate another image on the paper framed behind 
them. These paper images seem to stand outside 
of codifiable time, even as they are in fact direct 

Sarah Jane Gorlitz
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_

1. Deleuze, Gilles.  
Cinema 2, trans. Hugh 
Tomlinson and Robert 
Galeta. London: Con-
tinuum, 1989, p. 35. 

2. Deleuze, Gilles. 
 Difference and Repeti-
tion, trans. Paul Patton. 
New York, NY: Columbia 
Univ. Press, 1994, p. 80.
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traces of time – made by light itself. Created 
indirectly over long, but indefinable periods 
of time, (longer if you include the making of 
the embroideries), by various levels of light in 
unknown locations, they speak of a past, but an 
inaccessible, generic past. Though suggestive of 
a reality not so distant from us (that of another 
generation – perhaps our grandparents’ liv
ing room), we simply do not have access to the 
specifics of their contexts (how they functioned 
or what meaning they may have had for their 
owners). At the same time, it could be argued 
that their place in time must be linked with their 
moment of discovery – are they then wholly new 
images, despite whatever remnants of another 
time they might carry? Now, as I have collected 
them together to be shown, and exposed them to 
a common light source, their unprotected images 
will begin to fade away. Some may disappear 
from our eyes faster than others, but when can 
we mark the end of their existence? does my 
photographing them arrest a moment of their 
time? Caught in a neverending darkroom of 
developing, or frozen in the singular moment 
of a photograph, both processes present a print 
of time, both present a different, yet equally 
‘real’ manifestation of the work itself, in a sense 
coexisting as an always becoming and an always 
already become. 

duration, crystallisation, 
and the virtual image

Henri Bergson’s concept of ‘duration’ seems 
better equipped to describe the experience of 
time within my work, than traditional concepts 
of chronological time. His writings, and those of 
Gilles deleuze offer an alternative, nonlinear, 
‘lived’ experience of time, with the possibility 
of coexistence, rather than successive relations 
between the past and present. 

Bergson maintained that time is not simply 
an experience within consciousness, nor are 

memories stored within consciousness or the 
brain. rather, as deleuze explains, “it is we who 
are internal to time”3, to the flux of duration, 
and who move between memories of different 
levels and intensities in our acts of recollection, 
reminiscence and perceptual recognition. Think
ing of time as movement, Bergson proposed that 
the paradox of time’s passing from present to 
past could be resolved if one was to conceive of a 
continuous ‘splitting’ of time into “two sym
metrical jets”4. In each moment of the present, 
he writes, there is both an instantaneous living 
present which passes, and a past that is preserved 
and is contemporaneous with the present, in the 
act of memory5. deleuze elaborates:

“It is clearly necessary for [the present] to 
pass on for the new present to arrive, and it is 
clearly necessary for it to pass at the same time as 
it is present, at the moment that it is the present. 
Thus the image has to be present and past, still 
present and already past, at one and at the same 
time. If it was not already past at the same time as 
present, the present would never pass on. The past 
does not follow the present that it is no longer, it 
coexists with the present it was. The present is the 
actual image, and its contemporaneous past is the 
virtual image, the image in a mirror.”6 

According to deleuze, this virtual image can 
form a bridge between the present and the non
representational past by contracting the past 
into the present, and expanding virtually to hold 
the whole of memory7. The flow of the present is 
always already ‘crystallised’ with the past, from 
its very beginning. To envision the incorpora
tion and preservation of the past within the 
interior of the present, deleuze elaborates this 
analogy of the crystal – a natural formation that 
occurs when two fluid states meet and combine 
into a multifaceted, omnidirectional structure, 
which preserves itself while expanding along an 
internal pattern. on one hand this movement is 
inward, a gathering of everything together into a 

3. Deleuze, Cinema 2, 
p. 80. 

4. Bergson, Henri. 
L’Energie Spirituelle. 
1919. Quoted from “The 
memory of another past: 
Bergson, Deleuze and 
a new theory of time”, 
2005 by Alia Al-Saji,  
pp. 131-132. 

5. Bergson, Henri. 
Key writings, ed. Keith 
Ansell-Pearson and 
John Mullarkey. London: 
 Continuum, 2002, 
pp. 124-156.

6. Deleuze, Cinema 2, 
p. 76. 

7. Deleuze, Cinema 2, 
p. 77.
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point – the crystal as having a magnetic potential 
to attract and incorporate everything around 
it. on the other hand, it is expansive, situating 
these elements into an already growing forma
tion that has the potential to expand indefinitely, 
like a seed. 

In this way he describes our existence as 
characterised by an expanding network of end
lessly relaunching circuits connecting the actual 
and the virtual8. It is a kind of intermingling 
and exchange that I feel can be compared to an 
engagement with process of painting.

In an ongoing series, entitled Crystalized Still 
Lifes (2010–), I paint directly into an already 
existing painting, a representation of a found 
glass crystal object. This is not a straightforward 
juxtapositioning, a superimposition of the object 
onto the existing painting. I hold the crystal 
in the space between me and the painting, and 
paint it while looking through it, allowing for a 
much more complex and involved mediation. The 
process collapses the space between the crystal 
and the found painting, but also fuels the flowing 
and intermingling of information: the crystal’s 
refraction of light, colours from the painting and 
surrounding studio; my receiving, interpreting 
and expressing information back as paint into the 
original painting; and the resulting integration 
of these colours and marks back into the crystal, 
back into the feedback loop. The time of day, my 
concentration and ability, my interest in achiev
ing more or less mimetic representation, my 
position and the distances between myself, the 
crystal and the painting all impact on the result
ing image. The parameters of the experiment are 
set, the potentialities are innumerable. 

In a way, this can be seen as 
a remapping of a paint
ing onto itself, with the 
intervention of me and my 
crystal. Accordingly, the 

process of creating these paintings could con
tinue indefinitely. within the image it becomes 
impossible to distinguish between what was 
prompted by the actual (perception) or the vir
tual (imagination, memory). The crystal focuses 
our attention on the possibility that perception 
is attached to external surroundings, and is not 
merely an interior subjective experience. 

At play in the unfamiliar 

In becoming familiar with our environments and 
formulating conceptions about the world, how 
its systems work, it is important to remember 
that experience is fundamentally incomplete. we 
can never perceive a thing in its entirety, only 
as a fragment, and our minds tend to fill in the 
blanks. In our daily existence we tend to relax our 
critical disposition, and rely on habits, clichés and 
other automatic learned responses. our habits 
around the setting of a table for a meal are a good 
example. In all cultures, some of the strongest 
rituals and taboos concern the preparation and 
consumption of food. The experience of eating is 
highly organised – the tiniest transgression can 
trigger disorientation, the feeling of being out of 
place. In the series Bordet är Dukat (2011), I made 
collages out of a vintage book about Scandina
vian tablesettings. each colour image in the 
book was altered according to a pattern or inner 
logic that I developed while studying the image, a 
process which itself set off a series of other adjust
ments (some of the parameters being already 
partially set by the image). But as the pages were 
doublesided, the impetus for the collage could 
be found on one side, but not the other. when 
viewing both sides of these collages, enjoyment 
can be found in each kind of engagement; in 

the possibility of retracing, 
reimagining the original 
image, and at the same time, 
in the abandonment of the 
possibility of creating a 
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cohesive, unified image. we cannot return to the 
origin, we can only acknowledge the desire to do 
so, to be aware of the value of play, of spending 
time with things that we do not have full access 
to, nor completely understand. In testing out, re
turning to a theme, and play, repetition does not 
seek a resolution. As derrida writes, in repetition 
something always escapes9. 

Similarly, deleuze speaks of a disorientation in 
Cinema 2 when he describes certain encounters 
with images where our sensorymotor faculties 
jam or break, and thus cannot properly absorb, 
or effect, the usual immediate response10. An 
‘opticalsound image’ he says, is nonlocalisable, 
it does not induce action nor extend into move
ment11. rather than linking up with the actual, 
it forms a bond with the virtual. It is ‘no longer 
any question of an explanation, a causality, or a 
linearity which ought to go beyond themselves in 
destiny. on the contrary it is a matter of an inex

plicable secret, a fragmenta
tion of all linearity...’12

I would argue that paint
ing, too, has the potential 
to slow and complicate our 
perception, to the point of 
delaying reflexive re
sponses. In the building up 
and dissolving of a painted 
image, in the inclusion 
of inconsistencies, in 
evocative ambiguity, we are 
encouraged to bridge the 
distance to an unavailable 
source. The series entitled 
Visions at the Bayswater 
Hotel (2010) takes an ap
parently trivial, familiar 
moment (the perception of 
a pattern of light through 
a curtain) and passes it 

through several visualisations. In one variation 
done on a wooden panel, the curtain’s floral 
patterns merge with the surface that supports the 
image, while the spots of light have an uncanny 
optical brilliance. Upon approaching the paint
ing, it is easy to see how this is accomplished – 
these areas have been sanded thin from the back 
and are lit by a window from behind. But for a 
moment perhaps, this curious effect may elude 
classification, may lead the viewer to suspend 
their judgment, their preconceived notions of 
what to expect.

The importance of the approach 
to an object

In this complication of the viewer’s experience, 
the subjects of my work are cast in a kind of 
interpretative mode, being always and already at 
a distance to us. I often attempt to approach sub
jects or contexts which no longer exist, or that I 
have only distant experience of. In using second
hand objects within my work, I am not necessar
ily attempting to revive or reactivate their utility, 
or to quote from them, nor do I wish to make 
an ironic gesture. My involvement as a collector 
goes beyond (restorative) nostalgia or a mourn
ing for a lost past. rather, my work is an attempt 
at eliciting a dialogue with these objects  I feel 
that perhaps through these objects I could find a 
way to ingrain memory as the virtual within the 
actual present, reengaging the past as potential
ity. The reinvoked past infuses a sense of doubt 
into the experience of our temporal space as a 
coherent and unified whole, and questions the 
assumption that the present can be described 
in terms of its own logic, separated from the 
context of history. 

The discarded items I speak of were found hidden 
among heaps of other objects in flea markets or 
secondhand stores, in chaos. Unlike the more 
common path direct from manufacturer to 
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consumer, these objects came from a multitude 
of sources, of pasts. The marketplace serves as a 
point of both constant reestablishment of value 
and redistribution. These things have become 
temporarily unnecessary, surplus or otherwise 
ownerless, but the fact that they have been gath
ered and not completely thrown out shows that 
they are considered to retain some use value (as 
oddities and antiques, or affordable, useful tools). 

For me their fascination is that while they once 
had a specific context to which they belonged, 
they now have been cut off from their ‘proper’ 
place and time. They might carry a physical 
trace of their pasts as markings of age, and I may 
recognise something familiar in their forms, or 
guess at their apparent use, but their remoteness 
from my own experience is palpable. In offering 
me content that I can never verify, or clarify, my 
relationship to them is much like a relationship 
to a vague generality, rather than a relationship 
to a fully defined particular. The objects enter 
into my studio as fragments of other places 
and times, and I examine, make arrangements 
and form attachments to them. Painting them 
becomes a way of exploring them in an intimate 
way, as a tracing of the virtual over time. 

during the renaissance, it was common practice 
for the painting of religious scenes to be set in 
domestic interiors, even the patron’s own home. 
To add to the realism of this space, saints and 
religious figures would then be surrounded by 
choice objects owned by the patron – with the 
additional benefit that these objects, after their 
spiritual ‘visit’ in the painting, would then be
come devotional prompts when returned to their 
ordinary place in the house13. Although the ob
jects that I use do not have spiritual value for me, 
their hidden histories, their uncanny familiarity, 
their virtual existence offers me an inexhaustible 
number of entry points into an engagement with 
the world. 

Prelude to an other

“If time does nothing it is nothing” Bergson 
writes, and therefore ‘living’ means an open
ness to time, such that the virtual and the real 
are “different modalities of reality.”14 To con
sider “different modalities of reality” within 
a subjective experience however, warrants a 
reconsideration of the subjective experience itself 
and questions the traditional understanding of 
the subject as a unified, individual, autonomous 
being. (Furthermore, such an approach also ques
tions the isolationism of the self, the primacy of 
the author, and in terms of art: the high modern
ist conception of the artist.) This very approach 
is at the heart of JeanLuc Nancy’s discussion of 
subjectivity. Nancy’s work questions the ability 
of the self to fully detach itself from coexistence 
with others, to find its own ivory tower, a separate 
niche, populated fully and completely by itself. 

The impossibility of fullyfledged individualisa
tion leads Nancy in Being Singular Plural, to 
replace the existential model of individuality 
with the notion of singularity. This enables a 
reconceptualisation of the self towards a more 
neutral subjectivity – where the authorial voice 
is subdued. Here, the construction of meaning 
is not only based on declarations, statements of 
the type “I assert that…”, expressed according 
to an individual agenda, but rather according to 
a selfgenerating relational structure created in 
the moment of encounter with the other. Nancy 
explains: “Being cannot be anything but being
withoneanother, circulating in the with and 
the with of this singularly plural coexistence.”15 

“Beingwithoneanother” denotes the sharing of 
subjective experience between many singulari
ties. By extension we can propose an expanded 
theory of subjectivity that acknowledges its own 
limits, one that does not see the innumerable 
other subjectivities as the impassable ‘other’, 

13. Aynsley,  Jeremy. 
Imagined Interiors 
 Representing the Domes-
tic Interior Since the 
Renaissance.  
London: V & A Publica-
tions, 2006, p. 57. 

14. Marrati, Paola. “Time,
Life, Concepts: The
Newness of Bergson”.
MLN 120, no. 5, (Dec.
2005): 1099-1111. DOI:
10.1353/mln.2006.0018.
retrieved from Project
Muse. p. 1109.

15. Nancy, Jean-Luc.
Being Singular Plural,
tr. Anne E. O’Byrne and
Robert D. Richardson.
Stanford, CA: Stanford
Univ. Press, 2000, p. 3.
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but recognizes instead a constant overlapping of 
subjectivities within a shared field of experience. 
Paola Marrati emphasises that Bergson believed 
the field of experience to be broader than ‘hu
man’ subjectivity, and that therefore the field of 
experience is not constituted by, nor necessar
ily related to, a subject.16 we form conceptions 
about the world in an openended process that 
allows for elaboration and growth. 

The practice of grasping

within my own process of painting subjec
tive experience plays a key role, but while my 
perspective is acknowledged, and surely domi
nant in my work, my intention is to question it 
through an attempt at mixing it with various 
other perspectives embedded in other layers in 
my paintings. I create situations where I must 
react to decisions made by other artists, or to 
complications in the materials themselves. My 
role is most limited in my practice in Nunc Stans 
(‘The Standing Now’, 2010–), where the images 
emerge almost without the author’s input, or at 
least with one very removed.

In much of my work, the original other is 
always the irreconcilably foreign (entity). In us
ing found paintings, the data usually considered 
important concerning the original (such as the 
artist’s identity, where and when the painting 
was completed) is inaccessible to me. Yet its pres
ence still lurks in the shadows. My imagery is of
ten obscured in films of paint or strata of wood. 
depicted spaces are suggestive rather than exact, 
containing areas of indefinition, incompleteness 
and internal contradictions (of perspective, light 
etc.). with the layering of glazes, it is not always 
clear if certain vibrant patches are being lit from 
a light source behind (the primed white canvas 
or light itself) or if they sit opaquely on top. I 
achieve this by working into wet or dry layers 
wiping away and sanding into the surface. There 
is a feeling of a potential for a ‘revealing’; we 

think: if only I could just shine some more light 
on it, take a step back, hold it at another angle or 
move some pieces around, then a more coherent 
image would appear. Yet it is through bringing 
attention to these difficulties of readability, by 
suggesting a lack of accessibility, that I hope to 
encourage the attempt. 
 
windows, screens, curtains, often appear in 
my painting, light and reflections too. wood 
blocks the light or lets it faintly through. The 
characteristic movement is one of passing from 
one thing to another, of obscuring and revealing. 
when darkness sets in, things that are obvious 
and familiar become strange and unfamiliar. 
Illumination has long been associated with a 
moment of enlightenment, with a moment of 
transcendence. But the clear light of reason 
does not fall steadily on my work – the outlook 
is more cloudy and uncertain. At times, light 
seeps through wood as if it were a heavy curtain, 
and circles of woodgrain become flares of light. 
elsewhere light slices through cracks in a collage 
suspended between glass sheets, splintering the 
image. Light can divide and clarify but it can 
also overlap and obscure, as when paying equal 
attention to both sides of a printed page has the 
effect of merging them into one. It will refract 
a thousand images on encountering a crystal, 
seeming to contract the visible into an infinitely 
dense point in space. when it shines through a 
painting from behind, it helps to reveal details 
of brushwork and thickness of paint as though 
excavating its surface. 

The revealing moment 

The manipulation, position and direction of 
light are a crucial aspect of my work. But often, 
rather than shining down upon a depicted 
subject, light faces the viewer, originating from 
somewhere within the work. Like the reflec
tion of light that shadows your movements 
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on  another surface, it exists only in relation 
to the viewer. It is part of a performance, or a 
demonstration, grabbing the attention of an 
audience, requesting their participation. The 
daily schedule of natural light conditions in my 
studio determines my own patterns of work and 
movement there. Morning or afternoon light 
enters into my palette, frequently determines 
composition, and is an active participant in my 
work, even in the presentation of my work. 

There is a special moment at the end of a 
performance when the curtain drops and the 
lights go on. An awkward transition. The end 
has come and gone and we are ejected from 
the imagined space and time of the story. In 
the series, Back-Lit Paintings (2011–ongoing), 
I placed found paintings in a window and at
tempted to create a representation of the varying 
light on the image. when viewing the original 
subject matter of a given painting, under normal 
light conditions one becomes involved in the 
presented fiction, one partakes in its particular 
point of view. But when the lights come on from 
behind, revealing the painting’s support, the 
bare structure overwhelms the experience of the 
original, seeming to question the reading estab
lished a moment ago. It has been altered, but 
neither temporally nor physically – it can readily 
return to its other state. Painting this effect is a 
way to recognize this change of states, even as it 
transforms further, into a painted image.

These works present the possibility that the 
ordinary, the bland, the everyday is one and 
the same as the curious, unique exciting other, 
simply with a change of perspective. with the 
addition of light, it is no longer what it was, it is 
the same and yet also something else, it is a mul
tiple. even if we understand the ‘trick’, so many 
other readings become available. The previous 
information is still present – the only thing 
refuted is its sole definition as cliché, or that it is 
a static, closed whole. 

Vibrating inside and outside 
of painting 

In this way, my work vibrates between being 
a singular point and being a circuit, between 
different points on the circuit, between one kind 
of circuit and another.  each of my pieces is a 
variation on a theme, like a relaypoint, testing 
out different variables within an elliptical series. 
But each can also be seen as a circuit itself, like 
a Crystalized Still Life (2010) painting, which 
includes the movement of the found painting 
through the crystal into my eye, into memo
ries, imagination, and paint, and back into the 
painting, and now into a new circuit the eye of 
the viewer too.  The painted surface can be seen 
as something of the residue of this process, a 
possible point of contact between various differ
ent positions. The surface of the painting is this 
active place, an actual, material location. 

As mentioned before, for me, what has being 
has “beingwithoneanother.”  And so, what 
has being is in a kind of state of vibration of 
always expanding and contracting its being. 
Sometimes it is almost undecidable whether 
something has being or not. Many of the videos 
I have made over the past years in my parallel 
collaborative practice with wojciech olejnik, 
have dealt with such negotiations of being. 
Stopmotion animation, as a medium which 
itself is a collage or collapsing of time, offers an 
interesting method for developing this idea. The 
video St. Helena Olive Tree, Extinct 1884–1977, 
2003– (2010), for instance, concerns a species, 
the St. Helena olive Tree, which was extinct by 
the late 19th century and rediscovered 80 years 
later, only to disappear once more in 1994. It 
was the only species in its genus – having been 
separated from Africa in the island’s tectonic 
journey to the South Pacific – and during its 
brief revival countless attempts were made to 
propagate the tree. Cuttings and seedlings were 
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shipped around the world to greenhouses, but 
to no avail – from 2003 there remains no living 
tissue in any botanical collection. The paper 
replica of the tree that appears in the video does 
not respond to the wind heard through the 
speakers, it stands motionless as the gridlike 
shadows of a greenhouse slowly moves across its 
surface. The paleness, ghostliness, inbetween
being of the plant is like a shadow (or a imprint 
created by light on wood) but the shadow of the 
greenhouse and the disjointed eerie sound of its 
movement are also part of its being. This video 
is an attempt to investigate not only how the 
plant’s history demonstrates the expanding and 
contracting of its being, but the impossibility of 
establishing the boundary of being – that it slips 
into superstitions, suppositions, into indeter
minable, hypothetical realms. In this video we 
attempted to make this vibration, this process 
of moving from one determinant of being to the 
next, itself visible. 

Painting as an extended experience

A painting makes visible a process – a series of 
immeasurable gestures – that exists somewhere 
between an artist’s involvement in the making of 
an image and each encounter between the work 
and a viewer (continuing in memory). 

It is a slow way to make an image. Paintings 
are made within time, and they can be contem
plated indefinitely, as objects that carry traces of 
their making within them. Since the invention of 
photography, mimesis can no longer be said to be 
painting’s primary function. Making a painting 
must be seen rather as a way to create difference 
– to suggest, to make an abstraction from the 
actual, to create a presence out of a process. To 
create a presence out of a process is to consider a 
painting (as a becoming), in relation to time.

In earlier stages of my painting practice I often 
relied on photographs as a preparatory tools for 

paintings, and was interested in the medium’s 
way of assembling reality into an image (in rela
tion to painting). The relationship of photogra
phy and painting finally became more decipher
able to me once I started thinking about light 
and time.  The first of the Visions at the Bayswater 
Hotel (2010) paintings was inspired by a still 
photograph, but the subsequent versions moved 
gradually away from this representation into a 
parallel, but painted experience. In negotiating 
the wood grain, I began to establish myself as 
the mediation, finding that certain parts of the 
image needed more light (in photographic terms, 
more exposure) and thus more sanding away, 
more paint, more labour, more time.  I felt as 
if I had to somehow approximate the practices 
of the lens and the darkroom myself, and that 
the building up of a painting is like a rubbing 
into life.  Painting can be compared to alchemy 
and early experiments with photography, if one 
locates painting as a testing ground, where what 
is sought is, to some degree, out of our control. If 
one understands that painting’s language is not 
straightforward, but contains inconsistencies and 
allows for doubt. 

As a representation made by hand, by definition 
its dimensions include the collapsing of physical 
matter and immaterial thought (the actual and 
the virtual). Painting can be an act of resistance, 
of doubt, a way of recognising the constant state 
of change (and the lack of absolutes) – the in
consistencies, irrationalities and emotions of the 
human equation. As an act of duration, it can be
come a way of reaching towards and prolonging 
the experience of an encounter with the viewer. 
Because a painting is ultimately meant to enter 
someone’s home, to exist alongside everyday life 
as an object of contemplation, this encounter is 
meant to be indefinite in time. In this encounter 
however, the viewer’s experience must also be 
considered as a complicated set of sensations, 
beliefs, memories, etc. experience is the constant 
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negotiation of one’s perceived inner and outer 
worlds. There is arguably no such thing as a 
private space – like a seed, the ‘inner’ is always 
developing in relationship to an outside. one is 
like a book in a library, always available, with an 
author’s name on the spine, within a finite space, 
but always in a context, in a grouping.

what defines us then as singular beings is the 
way we develop a ‘mode’ of being in the world. 
In the practice of everyday life we encounter 
varying densities of information and meet them 
with varying levels of engagement. during our 
perception of these dense and diffuse areas we are 
not simply receiving but accommodating stimuli, 
evaluating and corresponding them to matching 
memories, determining their interest to us.

_

It’s as if you are a magnet approaching an op
posing magnetised field. The space between you 
is felt – you may be concentrating on reaching 
that other point but it is the presence of the 
distance that separates you that you feel most. 
You instinctively move to the centre of its apex, 
feeling that this is the entrance. You push against 
that force, but it only deflects you to the side. It 
is almost impossible to balance here, and when 
you slide over it, you are hurled down an ever
unpredictable path. Yet you continue to try, and 
your movements may become desperate, calm or 
playful, passes over the unreachable. of course, 
you can enter this space if you turn your back, 
but being stuck in this closeness facing out is a 
different situation entirely. Here you no longer 
face the light, you have lost your dynamic en
gagement in passive resignation – it is much less 
exciting and dangerously difficult to be released. 
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wordS. 

Sometimes, certain words 
stay with me. It makes me 
think about why. But why 
isn’t always the only thing 
of interest. Certain words 
have a wider meaning, give 
rise to more images than 
was perhaps intended. 
Maybe it has to do with as
sociations. Maybe analysis. 
Maybe semiotics. Maybe 
it’s a misunderstanding. 

I create contexts for those 
words that stay. often very 
controlled contexts. Con
trolled by me. even when I 
invited the audience to par
ticipate in the piece Under 
konvalescensen(s)/Under 
konvalescensen(a) [during 
the Convalescence(s)/dur
ing the Convalescence(a)] 
this occurred under very 
strict restrictions. But they 

were perhaps not as obvious to others as they 
were to me.

My titles often include the words that I based the 
pieces on. These are the words I have worked with 
during my time at the Malmö Art Academy:

Tumbleweed

Apophenia

Inkognito [Incognito]

Konvalescens [Convalescence]

Metamorfos [Metamorphosis]

Tallkottkörteln [Pineal Gland]

If someone else was to think about these words 
as much as I have, they would probably come up 
with completely different pieces. But this is just 
speculation on my part.

In addition to the words, I have worked with the 
creation of different characters and voices.

VoICeS.

To keep the different voices in my texts apart, 
I’ve used different ways of visualising them. 
examples of the voices I use are:

CUrSIVe & HANdwrITING (Since I 
hardly write by hand anymore it feels as though 
I no longer have a personal style of handwriting. 
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At the very least, it’s been forgotten. But I know 
it was beautiful once, because my teacher told 
me so, back when having beautiful handwriting 
was still something desirable. Now my hand
writing is easily manipulated. I use cursive as 
well sometimes, both the oldfashioned kind 
and the newer style. You can see the difference 
in the letters “t”, “z” and “r”, for example. I like 
to use handwritten text to emphasise that the 
text was written by an actual person. Suppos
edly, your handwriting can reveal who you are. 
Graphologists claim to be able to determine 
whether someone has forged a document by 
analysing the handwriting. There is a wide
spread notion that it is impossible for one person 
to write exactly like someone else. Hence one’s 
handwriting is strongly bound up with one’s 
identity. This makes it interesting to use hand
writing to build up different identities in a piece. 
I have used my own handwriting in two diaries. 
The handwriting also changes somewhat in both 
of them: 

THe dIArY in Under konvalescensen(s) At the 
beginning of the diary the style is controlled and 
hard. The writing is neat. Later, it becomes more 
careless. on the last page (which is torn out of 
the diary) the last line is so long that it needs to 
wind its way up to the top of the page. The ordi
nary rules of writing have been broken.

THe dIArY in Metamorfossyndrom [Metamor-
phosis Syndrome] At the beginning of the diary 
the style is controlled and soft. It is written with 
care. As time passes the writing becomes less 
precise. The letters become bigger, the lines are 
uneven, and the writing is lighter, since the pen 
isn’t pressed as hard against the paper. 

(MY NAMe. 

I use my own name in the diary in Metamorfos-
syndrom. It’s written on the first page of the 

diary. It even has my correct birth date, further 
verifying that it’s my diary. I have previously 
used my own name for characters/voices in 
Korrespondens med Inkognito [Correspondence 
with Incognito]. In this piece there were several 
“Joruns”. The piece is structured on a number of 
different levels:

1. The letters between Inkognito and Jorun3. 
2. The diary where you can read about a 

Jorun2 who initially controls but is later 
controlled by the narrative. 

3. The artist Jorun1 who has produced the 
work.

one reason for using my own name is to lend the 
piece a certain authenticity. The viewers have usu
ally seen something to inform them that I made 
the piece. By using my name from real life (the 
world that the piece exists in) I establish the con
nection between the two. However, it’s unclear 
what belongs to the piece and what is real.*)).

TYPewrITerS (I have used two different 
typewriters so far. one is from the early 1900s. 
It produces text with an old, nostalgic feel to 
it. I used it when I wrote Kafkas brev till Felice 
[Kafka’s Letter to Felice] in the piece Metamor-
fossyndrom. The other typewriter is probably 
from the 1970s. It has a nostalgic feel about it 
too, to some extent, but it also has a certain sense 
of authority. The font isn’t particularly beautiful. 
In fact it’s rather ugly and squashed. But it suits 
some voices. I can even use two colours with it:

 black
 red

This means I can vary the tone, but it can also 
be used for different voices that are somehow 
similar. My piece Allt (är (viktigt (Apophenia))) 
[everything (is (Important (Apophenia)))] exem
plifies my use of this technique.)
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a dYMo (a little plastic machine that stamps 
letters onto a strip of plastic. dYMo makes 
things look neat. It is mostly used to put labels 
on files or drawers – it makes a very orderly 
impression. The plastic strips that are used come 
in different colours. I most often use:

 black
 red).

*reALITY.

what happens to all the things that can’t be 
measured. There’s no room for them in reality.

THe PHoToGrAPH.

one can always question the verisimilitude of 
photography. It looks like reality. But it isn’t real
ity. Nowadays it’s easier than ever to manipulate 
photographic images. However, there is a kind 
of photograph that still bears witness to some 
sort of authenticity. The Polaroid. But on the 
other hand, it’s easy to forge Polaroids too. In 
Korrespondens med Inkognito I worked with two 
series of Polaroids. one was real, and the other 
was forged. I’d made the latter by using scanned 
Polaroid frames and inserting photos I’d taken 
using ordinary film. Initially, it was quite difficult 
to tell the two series apart. I don’t think anyone 
noticed the difference when I exhibited the piece. 

THe STAGe. 

The space in which I 
show my pieces can be 
regarded as a kind of 
theatre except that the 
performance has either 
left the space to continue 
elsewhere or an inter
mission has allowed the 
audience to come up and 

take a closer look at the stage set or the perfor
mance itself takes place behind closed doors and 
the things that remain to be seen are only traces 
and fragments left there and one could say that 
the viewer takes on the actor’s role entering the 
stage and interacting with the objects and that 
this in turn makes me the artist a kind of direc
tor of all of this or one could interpret the whole 
thing in a completely different way. 

ANALYSIS.

“I have not always been a psychotherapist. Like 
other neuropathologists, I was trained to employ 
local diagnoses and electro-prognosis, and it still 
strikes me myself as strange that the case histories I 
write should read like short stories and that, as one 
might say, they lack the serious stamp of science.”

Sigmund FreUd The Standard edition of the 
Complete Psychological works of Sigmund 
Freud Volume II, STUdIeS oN HYSTerIA 
by Josef Breuer and  Sigmund Freud, Fräulein 
elisabeth von. r, p.160

Analysis depends on the use of the imagination. 
I sometimes deliberately overanalyse – going 
beyond reason in my analysis. Minor details 
become inflated. Connections form between dif
ferent things. The seemingly trivial can become 
very important. everything bears meaning. 
everything is important. I tried to imitate Freud 
by writing a case study in the form of a short 
story. The result was the text Björnkvinnan [The 

Bear woman], which 
is part of the piece 
Metamorfossyndrom. 
It was interesting to 
construct an analysis 
where I already knew 
what I wanted the 
symptoms to signify 
and where I could 

Jorun Jonasson / Master of Fine Arts 2
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create my symbols accordingly. But what’s the 
real difference between a constructed analysis 
and any other analysis. Analysis rests on an 
agreement that something always corresponds 
to something else and doesn’t change its pattern. 
In order to conduct an analysis one needs a basic 
agreement that something means something 
else. But is it the case that everything follows the 
same pattern. Can previous lessons be applied to 
new events. Things could accrue new meaning. 
or might details be precisely that, mere details, 
maybe even completely insignificant. How can 
one know whether one has analysed or over
analysed something.

The activity of analysis is a search for meaning. 
It’s nice when events in your life or things you’ve 
learned come in useful in new situations. Mean
ing is important. Because what can you do with 
nonsense. Things can’t simply happen by chance, 
that would make them seem insignificant. 
There’s a sense of safety in things having a pur
pose. A thing that lacks purpose is hard to place. 
That’s not the way the world works. everything 
is supposed to be sortable. And then archived. 
Certain people are supposed to be able to find 
their way back to all the important stuff. Certain 
people are to be allowed no access to it.

THe ArCHIVe.

“Thus the life of a collector manifests a dialectical 
tension between the poles of disorder and order.”

walter Benjamin, Selected writings 2:2, p. 487

In the archive, objects are collected and organ
ised. However, the nature of the order followed 
varies. To me it’s not always the objects in 
the archive that are the most interesting, but 
rather the actual order/chaos itself. For my work 
on Metamorfossyndrom I visited the Nordic 
Museum’s archive in Stockholm, looking for 

the description of different kinds of björndanser 
[bear dances] in Sweden. I noticed there that the 
information hadn’t been gathered in accordance 
with any particular system. Some of those who 
had done the research had clearly followed the 
same set of questions, while others had not:

63
region: dalarne
Parish: Älvdalen
Topic: d a n c e
Transcript of a letter to Mats rehnberg from 
weaving teacher Liv Trotzig, living in Älvdalens
åsen, 23 July 1941

Björndans
“I asked my good friend Säl Gustaf, c.a. 65 years 
old, about bear dances. At that stage I hadn’t 
heard of this other than in connection with 
tame bears. Someone else that I spoke to said 
that children used to play a game by that name. 
one would stand widelegged while the other 
would crawl between his knees whereupon the 
first boy would grab him and they would roll 
around together.” [own translation]

or:

149
region: dalsland
County: Lundal
Parish: erikstad
Topic: dances
Source: A.J. Lundgren in erikstad, born there 
in 1863.

The term björndans is not known here and no 
such costume etc has occurred here (at least not 
by that name).
erikstad, october 1941. A.J. Lundgren

Sometimes the answers are long and detailed, 
sometimes there are followup questions, 

Jorun Jonasson

Opposite page:
Metamorfossyndrom
Mixed media 
Variable dimensions
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sometimes nothing at all (and the selection of 
places visited seem to have been quite random). 
one can only assume that this was due to the 
 different characters of those taking the notes, as 
well as those who answered the questions.

The degree to which deviation/disorder/chaos is 
permitted to exist in the archive is interesting. 
The choices made in designing the structure 
speak for themselves. This generates more infor
mation. It isn’t always easy to explain deviation/
disorder/chaos. The choices aren’t all fully con
scious. But they are always important.

BIG oTHer/BIG A.

There is a cupboard in my piece Under konva-
lescensen(s). This cupboard is referred to as 
ArKIVeT [THe ArCHIVe]. during the 
exhibition the cupboard is locked and cannot 
be opened. It contains objects that are not seen 
by the viewer, only suspected. on the last day 
of the exhibition, however, the cupboard could 
be opened. If you found the right key. How
ever, when the cupboard was opened, there was 
nothing in it except a greeting from den lilla 
sjuk lingen [the little sickly one]. The contents had 
found a new home.

The entire work is based on Jacques Lacan’s ideas 
about the mirror stage. ArKIVeT stands in for 
the unconscious (le grand Autre). Although we 
can’t access it, it is a part of us.

“At the end of these two sets of memories he came 
to a stop. She was like someone transformed. The 
sulky, unhappy face had grown lively, her eyes were 
bright, she was lightened and exalted. Meanwhile 
the understanding of her case had become clear to 
me. The later part of what she had told me, in an 
apparently aimless fashion, provided an admirable 
explanation of her behaviour at the scene of the dis-
covery. At that time she had carried about with her 

two sets of experiences which she remembered but 
did not understand, and from which she drew no 
inferences. When she caught sight of the couple in 
new impression and these two sets of recollections, 
she began to understand them and at the same 
time to fend them off. There then followed a short 
period of working-out, of “ incubation”, after which 
the symptoms of conversion set in, the vomiting as 
a substitute for moral and physical disgust. This 
solved the riddle. She had not been disgusted by the 
sight of the two people but by the memory which 
that sight had stirred up in her. And, taking every-
thing into account, this could only be the memory of 
the attempt on her at night when she had “ felt her 
uncle’s body”.”

Sigmund Freud
The Standard edition of the Complete Psycho
logical works of Sigmund Freud Volume II, 
STUdIeS oN HYSTerIA by Josef Breuer 
and Sigmund Freud, Katharina, p.131

The patient Katharina starts recounting two of 
her memories. She is unaware of the fact that 
they are relevant for the original account of her 
ailments. Freud lets her talk freely and later 
realises how the two memory sequences can ex
plain her symptoms. The fact that she chooses to 
talk about her memories in this context reveals 
the link between them and her hysteria. These 
kinds of links are important for the analysis. It’s 
important to see how people assemble things, 
it’s the systems they use that reveal what they are 
looking for. An analysis strives to decipher codes. 
THe ArCHIVe is the code. Psychoanalysis 
is the only way to open THe ArCHIVe and 
obtain insight into the unconscious. An analysis 
is the only way for us to open the archive and 
possibly begin to understand the world. 
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EVERYTHING IS IMPORTANT.

K L A U S
11+12+1+21+19=64 

1 11 20 2
10 9 18

1 9
8

C O N R A D 
3 15 14 18 1 4

12 1 4 17 3
11 3 13 4*

8 10 9
2 1
1

F R A N Z
 6+18+1+14+25=64

12 17 13 11
5 4 2
1 2
1

K A F K A
11 1 6 11 1
 10 5 5 10

5 0 5
5 5
0

A P O F E N I 
1 16 15 6 5 14 9 

15 1 9 1 9 5 
14 8 8 8 4 

6 0 0 4 
6 0 4 
6 4 
2 
 
 
 

A P O P H E N I A
1 16 15 16 8 5 14 9 1

15 1 1 8 6 5 8
14 0 7 2 1 3
14 7 5 1 2

7 2 4 1
5 2 3
3 1
2

A P O P H Ä N I E
1 16 15 16 8 28 14 9 5

15 1 1 8 20 14 5 4
14 0 7 12 6 9 1

14 7 5 6 3 8
7 2 1 3 5
5 1 2 2
4 1 0
3 1
2
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APPENDIX.

Waiting for Tumbleweed 1 2007  
The piece consists of three fans placed on the 
floor along one of the walls of the room. Pots with 
tumbleweed growing in them have been placed 
on the floor. The plants grow over the course of 
the exhibition. The fans are switched on and they 
generate wind in the space.

Allt (är (viktigt (Apophenia))) 2 2008
One thousand yellow index cards have been 
mounted on one wall of the room. They bear text 
written with a typewriter or a DYMO. Words and 
numbers written with the DYMO have been at-
tached to the other wall, as well as a photograph 
behind a pane of glass. Seven library cards, also 
behind glass, have been placed on the third wall. 
The cards placed furthest to the left and furthest 
to the right bear authentic titles and their authors, 
i.e. Franz Kafka, Die Verwandlung and Klaus 
Conrad, Die beginnende Schizophrenie. The cards 
between those two reflect a kind of transition from 
the one to the other. 

Korrespondens med Inkognito 3 2009
Part 1: On one wall are letters from Inkognito that 
have been received and opened by Jorun 3, except 
for one that she has left unopened. There are also 
letters from Jorun 3 to Inkognito that haven’t been 
opened. They hang in front of lamps so that the 
viewer can hold them against the light to read their 
contents without opening them.

Part 2: Receipts, a copy of The Trial by Franz 
Kafka, pages from that book with certain letters 
cut out (particularly observant viewers will notice 
that these are the same letters used by Inkog-
nito in his letters), a scalpel, envelopes, medicine 
packaging, Polaroids, a bottle of Portuguese wine 
called Incognito, typewriter ribbon, photographs, 
a cardboard envelope used to post photos, a diary 
and a bus ticket to Oslo, with the same departure 
date as the opening of the exhibition, the day the 
piece was shown. 

Under konvalescensen(s)/ 
Under konvalescensen(a) 4 2010 
(s) stands for a lower case “s”. In the piece the small 
“s” becomes the character den lilla sjuklingen [the 
little sickly one]. I play the character myself and 
move into the exhibition space, but the character is 
only there when nobody’s looking. Den lilla sjukl ingen 
communicates through the diary. The audience can 

read the diary to follow the course of events. The 
beginning of the exhibition also marks the beginning 
of den lilla sjuklingen’s convalescence.

Prologue/Letter from Läkaren [the doctor]: there 
is a letter from Läkaren that sets out the premises 
for the introductory phase. Läkaren asks den lilla 
sjuklingen to document all states experienced in a 
diary that will form the basis of a diagnosis.

(a) stands for lower case “a”. In the piece, “objet 
petit a” becomes the character antagonisten [the 
antagonist]. The role is enacted by the audience and 
by me. The audience can write letters to den lilla 
sjuklingen, but the introductions for the letters are 
set by me. I have a predetermined message in mind 
that I want to communicate. If the viewers write 
something else I reserve the right of interpretation 
when I assume the role of den lilla sjuklingen. Two 
boards of MDF are mounted on the wall of the room 
where the audience write their letters. There’s a 
photo on one and a mirror on the other. The mirror 
has been painted over except for two gaps in the 
paint where you can still look yourself in the eye.

Although the role of antagonisten is played by 
many different people the image that den lilla sjuk-
lingen has of them remains constant. The view that 
antagonisten has of den lilla sjuklingen is already 
determined. 

Through a large window one can see into the room 
where den lilla sjuklingen lives. Every day, changes 
occur in the room: the bed is sometimes made, some-
times not, the lamp is switched on or not, letters are 
opened and new pages are added to the diary.

On the last day den lilla sjuklingen has visited the 
space where antagonisten works. It has been de-
stroyed. The room in which den lilla sjuklingen lives 
has been emptied of furniture. But the letters, the 
diary and THE ARCHIVE (a little cupboard on the 
wall) are still there. For the last day I even changed 
the descriptions in the titles of the pieces. The new 
list of contents depended on what was left, what 
had disappeared and what was new.

Metamorfossyndrom 5 2011
Booklets: Maxi & Schnute; interviews with Berlin’s 
city bears, attempt at a correspondence with 
them, as well as photographs.

Dance: description of “björndans” or bear dancing, 
descriptions of different forms of bear dancing in 



87

Jorun Jonasson / Master of Fine Arts 2

different parts of Sweden with drawings, photos 
and transcriptions of narratives of the bear ballet. 

Björnkvinnan: case study signed Sigmund Freud.

Tendenser [Tendencies]: various news clippings 
and Polaroids.
The diary: Joruns dagbok [Jorun’s Diary] over 
the course of one year. Contains text, photos, 
Polaroids, blueberry prints, hair, a tooth and an 
x-ray. The text is handwritten in pencil, in cursive. 
It changes over the course of time.

The letters: Letters to Felice Bauer from Franz 
Kafka, dated 17 November to 8 December 1912, the 
period when he was writing The Metamorphosis.

The objects: The Hair, the Bear’s Tooth, the String 
Mute, the Rope, the Mask and the Bullet Casings.

All of the above are presented on a table. There’s 
a tree stump at the table for the viewer to sit on 
when reading/viewing/touching the piece. Around 
the tree stump are traces of blueberry bushes. 
The room is dark but there’s a lamp on the table 
that can be switched on as needed. There are also 
thin cotton gloves on the table to be worn when 
handling the objects/booklets/diaries/letters. The 
table is at one end of the room and at the other 
end there is a door that can be opened or closed 
as desired.

Jorun Jonasson

Under konvalescensen (s)
Mixed media
Variable dimensions

Under konvalescensen (a)
Mixed media
Variable dimensions
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LIFe 

“If we are in a situation, we are surrounded and 
cannot be transparent to ourselves, so that our 
contact with ourselves is necessarily achieved only in 
a sphere of ambiguity” 1

As I work on this text I have George orwell’s 
six rules for writing hanging on the wall above 
my desk. The first rule is as follows: “Never use 
a metaphor, simile, or other figure of speech 
which you are used to seeing in print.” In other 
words, avoid linguistic clichés. The only real 
problem with this advice is that it’s hard work 
to follow it. Trying to avoid clichés can also, 
however, have a limiting effect. Basic human 
questions like: who are you? who am I? what is 
the world? have a cloud of banality hanging over 
them in language, so heavy with rain that as I’m 
writing this I have to force myself to leave the 
words untouched on the paper. This is how this 
language operates – it forces many things into 
the same words and can turn the most compli
cated of relationships into banal clichés in the 
blink of an eye. 

In the organisation of the world as it is experi
enced by a person there are many patterns. This 
form of language is just one of these, and within 
this text an obvious example – as here – the 
written language must be said to play a central 
role. The patterns not only organise the world, 

they also produce it. The individuals who enter 
this circular movement are created through their 
relationship to the world and each other – and 
are therefore, like language, like the world, both 
subjects and objects in the round dance. 

“The round dance” is not a randomly chosen 
term. The movements of the human body dancing 
provide an effective metaphor for this philosophi
cal model, and are at the same time a continuous, 
concrete practice of these processes. The power 
relations among the nodes, and the production of 
meaning between them, seem tangible in the way 
that they take part in the movement. 

The dancer (individual) leads 
The body (world) leads 
The dance steps (patterns) lead 
The dancers (community) lead 

The lines can be shuffled around and all per
mutations are equally valid. 

Logical, linguistic reasoning is central and of 
inestimable value for both political and practical 
interactions between people; and collocations 
of words are often seen as clearer than any other 
meaning producing system. experience of living 
in the world is however a totally different and 
more holistic process; language always appears in 
combination with the other dance steps involved 
in an individual’s meeting with the world. 

INGrId KoSLUNG
–

Ingrid Koslung

Mass Re- Creation
C- print 2006 from 
on going photographic 
series
100 × 40 cm
_

1. Maurice Merleau- 
Ponty, The Phenomenol-
ogy of Perception (part 
3). Routledge, 1994, 
p. 381
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Images, movements or sounds that can signify, 
among other things, cultural, ideological and 
identityforming codes, are some of the other 
systems that operate continuously. others are 
“pure” feelings and sense impressions. 

If you look away from the western, Judeo
Christian tradition where body and soul form a 
dichotomy, then there is no a priori hierarchical 
difference between the dance steps. Like a choir 
they all enter into the dance.

ArT

These “other” dance steps could simply be 
called aesthetics. The term “aesthetics” has gone 
through a number of changes, and is today gen
erally understood as having to do with beauty 
and art. However based on its etymological 
origins in ancient Greek language, it encom
passes a lot more than that. It was derived from 
the Greek αἰσθητικός (aisthetikos, meaning 
“esthetic, sensitive, sentient”), which in turn was 
derived from αἰσθάνομαι (aisthanomai, mean
ing “I perceive, feel, sense”).2 In this form the 
term can be said to represent all dance steps that 
are not pure logical reasoning.

Phenomena that today are grouped under the 
term “art” often include the conscious use of and 
experimentation with aesthetics in this meaning 
of the word. 

A scientific paper, in contrast, seeks to reach a 
conclusion through logical reasoning. It feels 
obliged to oppose its own aesthetics, or to 
transcend them. whether or not it is even pos
sible to uphold this “standard”, the norms, the 
common set of rules as to how meaning should 
be produced, are always present. even criticism 
of these rules is supposed to adhere to the rules 
themselves. Science should attempt to be, claim 
to be, want to be objective, causal, empirical. 

How power, politics and aesthetics have oper
ated within science through centuries does not 
change that. A scientific text should, plainly said, 
stay by the wall observing the other dancers. 

Art is different. when logical reasoning enters 
into art practice, it operates in parallel with 
other aesthetic structures. The strict norms 
which separate the scientific type of meaning 
production from all others, are not present, and 
the nerdy looking guy standing in the corner 
watching the dance will not automatically be 
the one everyone listens to. Art is an infiltrat
ing body, moving into the dance. Its pattern of 
movement is not set before it comes into being. 
The unique possibilities that art holds are linked 
to this position from which it operates – it can 
enter into potentially all kinds of analysis of 
the world, while seeing things from inside the 
dance and acknowledging its own position. This 
position grants art the ability to act through new 
selfshaped, often ritualised rules of action. To 
collect elements, categorise them, compile them 
in ways which are not predetermined. 

eternity is out of reach. Art cannot and will 
not reach any conclusions about the centre of 
things – or timeless truths about being or doing. 
This modernist dream is long gone. Art is on the 
contrary more timedependent than any other 
form of expression, as it is not only happening 
within time, but is also painfully aware of its own 
situation, like an insecure teenager not yet sure 
about how to move seamlessly through the night. 
within the dialectic process of blending into the 
massive dance floor, feeling the music controlling 
the body – before falling back into selfconscious 
scrutiny – therein lies its paradoxical possibility 
of acting as a free unit. In what I see as its most 
interesting form, art is not only made through 
contemporary norms, ideologies, aesthetic codes – 
it openly acknowledges this, its own position as a 
combined cultural product and producer. 

2. wikipedia, 
http://en.wikipedia.org/
wiki/Aesthetics



90

As a result of this double presentness, art can 
function as a space for dealing with or even 
breaking with the structures within which it 
 operates – not only those of the socalled art 
world (thank heavens) but also within other 
fields of interest or sociological arenas. Art has 
the potential to discreetly remove structures, 
truths, dynamics, and for a moment leave things 
more open, malleable. There is no mysticism to 
this mystical realm. This realm that we admit to 
not seeing through, not ever knowing thorough
ly, this dark, foggy shape that hovers behind 
each and every dancer as we interact. Its mystery 
is commonplace and always present, it needs no 
affirmation in itself, but it needs to be dealt with, 
touched. directly. Insecurely. 

As the artist “lets go” of it, the artwork not only 
feels her body being taken over by the rhythm 
and music. In the same way that large groups of 
people when moving start resembling one big 
morphing body, she begins blending in, and syn
thesises with the other dancers and movements 
till she holds no autonomy of her own. where 
she begins or ends is unclear. This is, in my view, 
the reality of all art projects and pieces – they 
do not hold the answers to every question they 
pose, nor do they know where they will end up. I 
personally have a strong liking for work that does 
not hide this process of unplanned synthesis but 
exhibits its infiltrative nature openly within its 
basic form. works that even embrace their mal
leable nature as a way to retain their freedom. 
Joachim Koester writes about this with regards 
to history. How the “unresolved” nature of a 
piece may hinder its historical instrumentalisa
tion – rather than fortify it.

”Politically the mission of my photographs is simple: 
since they always contain a hidden remainder, they 
cannot be immediately consumed. The photographs 
are scenarios where latent narratives can unfold. 
They are mute and unresolved and exactly that 

makes them changing and binds them to the future 
as an unspoken potentiality. Thus I hope the images 
resist the instrumentalisation of history which is 
the prevailing mode – the historical detail is above 
all chaotic and marked by chance just like the 
weeds, bushes and trees that grow up in abandoned 
places. But perhaps another message is hidden in 
the mistakes, unresolved ideas and obsolete spaces 
that attract me. They remind me of the enormously 
destructive powers abiding in the market-driven 
economies (the destructive undercurrent associated 
with the former Soviet Communist countries is 
more frequently noted). Wrapped in phantasmago-
ria we seem to forget everything that never becomes, 
what one may call “the archaeology of abandoned 
futures,” while the forgotten spaces that remain 
behind, grown over and filled with traces of earlier 
activities, become monuments of the unrealised – 
the potential – a crack in oblivion.” 3

Though admittedly most often at a very small 
scale, an artwork can also form “scenarios where 
latent narratives can unfold” at earlier stages in 
its development. what turns it will take are 
not predetermined. My own work consists of 
a series of trials and experiments where outer 
occurrences continuously help shape what I’m 
doing. It also actively engages other people. My 
collaborators are my accomplices, advisers, assis
tants or discussion partners – in addition to, and 
sometimes instead of, an audience. The social 
context that enfolds the work at its moment of 
formation is, at that time for me, also its most 
important content. 

The dynamics of the working process have led 
in a number of directions, for example into the 
realm of dance, musical contexts, public ac
tions, text. The point at which the work passes 
through a moment of being labelled art varies, 
and which traces, evidence of previous activ
ity or scores for future movement may (or may 
not) end up in an art context, are generally not 

3. Joachim Koester, 
Hypnagogia. Exhibition 
catalogue from the Preus 
Museum.
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decided on before late in the process. From there 
on, I hope for them to get permanently lost in 
the dance. 

For me art constitutes techniques for a basic 
investigation of human existence which takes 
place within time, through action. My own 
art practice centres around questions of power. 
How it operates and how it is opposed, escaped, 
kidnapped. How it functions both within the 
process of my own art making and the world 
at large. I would like for my work to hover in 
this space between control and the loss thereof, 
both thematically and practically. This space 
that holds unlimited amounts of potential – for 
utopias and dysto
pias, for violence and 
pleasure – for things 
not covered by these 
sets of opposing 
linguistic terms, situ
ations which must be 
worked on by other 
means.

MoVeMeNT

“The more our daily 
life appears standardised, stereotyped, and subject 
to an accelerated reproduction of objects of con-
sumption, the more art must be injected into it in 
order to extract from it that little difference which 
plays simultaneously between other levels of repeti-
tion, and even in order to make the two extremes 
resonate—namely, the habitual series of consump-
tion and the instinctual series of destruction and 
death.” 4

The movement of bodies through space can form 
such situations loaded with information and 
meaning flowing in a myriad of directions. Situ
ations that are up for grabs when it comes to that 
“basic investigation of human existence”.

The habits and norms which shape people’s 
movements are created through complicated 
processes which are in no way easily deduced 
through critical rationality alone. discourses5 
must however be said to play an important role; 
”discourses” here understood in Foucauldian 
terms, namely as certain traditions, or areas 
of knowledge formation, collections of texts 
and speech acts that through their validation 
by authorities within academia, institutions, 
governmental organs or popular culture create a 
kind of body, a body which in its turn produces 
new texts, new speech acts, and so constantly 
reproduces itself and its power in defining Truth. 
Imagine this body of discourse to take on the 

form of a cityscape, 
an invisible, yet 
physical architecture 
rising up amongst 
the one made of con
crete and steel. 6

This might sound 
like a metaphor 
already complete, 
as Foucault’s term 
encompasses so 
much that it could 
be said to signify the 

rest of the power structures involved in shap
ing the patterns of movement, aside from the 
physical architecture. I would however propose 
severing an element from this large collection of 
phenomena labeled “discourse”, and suggest the 
presence of a third structure with dynamics of 
its own: the physical movements themselves. The 
day to day movement of the bodies through the 
city is a point where the dance described in the 
beginning of this text reaches a state of wordless, 
physical manifestation. Instead of imagining 
people running around in between the Architec
ture of discourse and that of stone or steel, let’s 
allow the patterns of the bodies’ movements to 
create a cityscape of their own. Imagine that the 
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movements over time build up, are condensed, 
until they form firm material. There are events 
and processes that happen within this third 
structure that appear to hold a material form of 
their own.

Through time, these three cityscapes vibrate 
alongside each other, continuously pushing each 
other up against each others’ walls.

Sweden is a particularly interesting place 
to observe this friction. My knowledge of it is 
admittedly very limited, but the paradoxes of its 
public arenas are visually more striking than an
ywhere else I have been. within areas designed 
for recreational activities, the movements of the 
masses appear nearly completely predestined, 
even the subcultural elements which often 
represent breaks with these patterns are largely 
included in the system. Here, seemingly com
plete regularity is combined with an unbreakable 
faith in individual freedom and belonging.

within the fittingly named “folkrørelserna” 
(“the people’s movements”) 7 of late 19th century 
Sweden, the movements of the body became a 
central theme. This focus was in no way unique 
for Sweden, but in the later construction of 
their modernistic social democratic vision of 
“folkhämmet” (“the peoples’ home”) it flour
ished beyond compare. 

“To put everything in motion was one of mo-
dernity’s main principles. Anything which was 
standing still represented stagnation in a culture 
that held progress as its highest value. Like the air, 
everything should circulate. This applied not least 
to the body.” 8

A number of principles for exactly how the body 
should move were talked about, written about, 
and taught to the people. The systematically 
organised body movements of gymnastics were 
considered to be central techniques in the deve
lopment of a healthy, beautiful population – the 

ideal body being that of dynamic, redcheeked, 
physically strong workers.

Moving the body correctly was considered 
important not only for the population’s physi
cal health and beauty, but also for their intel
lectual and moral upbringing. For many infants 
in the early 20th century, this ideal of a highly 
regulated bodily existence led to practices which 
at other times in history could easily be classi
fied as abuse. If they were crying out, wishing 
to be cuddled, it was considered important for 
the caretaker to stay strong and not succumb 
to empathic instincts. The baby was best served 
by being fed according to strict schedules, and 
thereby subsumed to the patterns preordained 
by ideology, joining in on the march towards 
the ideal society. In Swedish handbooks of that 
time parents and nurturing staff were advised to 
offer infants food at 6am, 10am, 2pm, 6pm and 
10pm. No exceptions should be made.9 Instead 
of merely being an anecdote about a peculiar 
moment in time and space, this is an example 
of tendencies continuously in action all over 
the place. It says something about how concrete 
physical actions, even in the extreme form of vio
lence, can sneak their way into human conduct 
disguised as free and somehow neutral acts, of
ten with even worse results than infants crying.

when power operates directly through the 
physical movement of bodies in space, without 
bothering to stop for a moment of reflection on 
the way – it holds a powerful potentiality. A po
tential that can develop in atrocious directions.

In May 2004 photographs leaked out to the press 
from the prison of Abu Ghraib close to Baghdad, 
Iraq. The prison was built by British contractors 
in the 1950s, and the buildings of this prison 
were infamous for housing horrible torture and 
numerous executions during Saddam Hussein’s 
regime. From 2003 onwards the prison was over

7. Jon Olof Nilsson. Alva 
Myrdal – en virvel i den 
modärna strömmen. 
Brutus Östlings bokf. 
Symposion, 1994, p. 51

8. Ibid., p. 83, 
Quote translated by 
Jonathan Evans.

9. Ibid., p. 64
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taken by American forces, and during their time 
there some of the soldiers had taken snapshots 
of each other while torturing Iraqi prisoners. 
Images of torture are unfortunately not that 
rare. what made these photographs even more 
absurd than others were the soldiers’ physi
cal postures and facial expressions – smiling, 
laughing, having a jolly good time while tying 
ropes to their prisoners’ genitalia before dragging 
them across the floor, and similar activities. The 
logic of the actions depicted recembled that of a 
game. There was nothing overtly “practical” to 
the abuse, nothing strategic in terms of warfare, 
and the soldiers carrying it out did not even ap
pear angry. Some of the photos showed human 
pyramids constructed with naked, blindfolded 
men tied up – an image which resonates with the 
practice of building human pyramids within the 
training of American soldiers. It is also a com
mon activity in the American Scout movement 
and in cheerleading squads, among other places. 
The activity is considered a teambuilding exer
cise that allows the natural hierarchy to unfold 
and new wellsuited leaders to appear. 10 

within the structure of the pyramid the political 
is long gone. The power relations among the 
people involved are based on physical might, 
sensory experience and aesthetics – and also, 
although it sounds deeply paradoxical, on moral
ity. A morality that borders on pure religious 
convictions, as the rules of conduct are not based 
on any form of discussion or politics, but rather 
on preordained truths about reality, allencom
passing conceptions of the world, including 
truths regarding evil/good, human/non human, 
war hero/Muslim terrorist. I imagine this point 
of total clarity to be where playing with human 
bodies as if they were purely aesthetic, ironic 
building blocks, is possible.

This concrete architecture of the bodies intui
tively has some sort of metaphorical yet brutally 

actual quality to it. This moment when bodies 
become one mass, when they recreate them
selves. This form holds a potential for represent
ing both violence and freedom, even for being 
violence or freedom.

Through seeing that image of the pyramid of tor
ture – and for a moment feeling the world dissolve. 
Through the dynamic, euphoric experience of 
forming a mass of people with no apparent leaders. 
Through repeating, and repeating again selfiniti
ated acts with no practical function. Through this 
a sensory, bodily, socially, indescribable experience 
suddenly surfaces – as were it a dream, for a frac
tion of a second no longer a dream.

FreedoM

‘Rather it is, to remain with Shakespeare, the free-
dom of Brutus: “That this shall be or we will fall for 
it,” that is, the freedom to call something into being 
which did not exist before, which was not given, 
not even as an object of cognition or imagination, 
and which therefore, strictly speaking, could not be 
known.’ 11

“Politically, this identification of freedom with 
sovereignty is perhaps the most pernicious and dan-

Ingrid Koslung

Elegi for Abu Ghraib
Detail of wall painting, 
part of installation 2007
_

10. From questions an-
swered at “ASK ANDY”: 
http://netcommish.com/
askandy99.asp

11. Hannah Arendt. 
What is Freedom from 
Between Past and Future 
– Eight exercises in po-
litical thought. Penguin 
Books, 2006, p. 151

Ingrid Koslung / Master of Fine Arts 2



94

gerous consequence of the philosophical equation of 
freedom and free will. For it leads either to a denial 
of human freedom – namely, if it is realised that 
whatever men may be, they are never sovereign – or 
to the insight that the freedom of one man, or a 
group, or a body politic can be purchased only at the 
price of the freedom, i.e., the sovereignty, of all oth-
ers (.....) Under human conditions, which are deter-
mined by the fact that not man but men live on the 
earth, freedom and sovereignty are so little identical 
that they cannot even exist simultaneously.” 12

Starting from within the dance, and know
ing it – art has the possibility of creating these 
moments of “unreality”. Unreality within the 
reality that Hannah Arendt would have called 
“the world”. Arendt’s world13 would include 
every structure, truth, category built up through 
human endeavours over time. This world is 
continuously misinterpreted as part of the un
changeable natural conditions in which it takes 
place, the “earth”. The moments of unreality 
created by art are neither unconditionally good, 
God or flawless. But they do possess a hope, a 
concept not to be underestimated. By uncover
ing the relative nature of what is at most times 
experienced as reality itself they create possibili
ties of, even precedence for, breaking with them, 
interacting with them, merging them together so 
that new dynamics can evolve. 

The position in the middle of the dance floor is 
in no way unique to art or philosophy, as it is 
held by many who seek to utilise aesthetic means 
for specific ends. within the hypercapitalist 
world of today; la société du spectacle14 on ste
roids, there are myriads of waves of aesthetics 
attempting to lure people into surfing them in 
order to raise money, political support or just 
plain ignorance. If we’re lucky. Most of the time 
the waves seem to go for the tsunami strategy 
where surfing becomes very difficult. These 
waves are not really new, they are continuations 

of dynamics laid out by political, social, physical 
structures much bigger than them. Their pur
pose is clear, although sometimes disguised by a 
complicated layer of sensory fog. The only hope 
they encompass is one of a very concrete crappy 
hamburger, a lipstick or the like.

The real New beginnings are on the other hand 
never yet fully formulated, never yet brought to a 
conclusion. They are admittedly also always built 
on previous aesthetics, politics, art. Still the act 
of creating a genuinely new combination, mak
ing a leap, is possible though not an easy task. 
It requires the radical boldness of performing a 
public loss of control – and a space that allows 
for this kind of activity – a space that at least to 
some extent can encompass discussion based not 
on pure rhetoric, but rather on utterances with 
no apparent goal. A space for the unresolved.15

In order for this space to arise, an open, bold 
audience is also necessary – someone who at 
least potentially lets the art, the new ideas move 
their worldview. An environment of people that 
takes on the task of further developing the ideas, 
analysing them, or consciously dismissing them. 
This space can either be created spontaneously 
by the combination of acts performed by its mo
mentary “inhabitants” – or it can exist as a more 
long lasting structure.

An interesting example of such a space is the “art 
world”, a space that though in no way neutral, 
objective or unproblematic, holds a potential for 
free expression. It is a strange place where the 
structures of capitalism and other power struc
tures are stronger and more visible than anywhere 
else, and still it is filled with agents who at times 
do not follow the dynamics of these structures. 
It is by nature an obviously problematic space 
that needs continuous reshaping, redefining, 
widening. And paradoxically, in those moments 
where the art suddenly for a moment pops out 

12. Hannah Arendt. 
What is Freedom from 
Between Past and Future 
– Eight exercises in po-
litical thought. Penguin 
Books, 2006, p. 162

13. Hannah Arendt, The 
Human Condition. First 
published in 1952.
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of it and merges with other, sometimes broader, 
political and social realms, the art world is at its 
most potent. It is in those moments art can con
stitute nodes in a network of new starting points, 
possible futures – be an active agent within the 
rhizome.16

Again we are stuck in a position of extreme con
tradiction – art’s existence as a distinct category 
is what allows people and places to be dedicated 
to its production and distribution over time. 
within this category, art’s right to exist as a basic 
investigation of being is protected. The danger of 
this emphasis on autonomy is however the pros
pect of confusing the right to act on thoughts 
not yet formulated, never to be formulated even, 
with settling only for that. For staying put within 
the makebelieve introverted modernist romanti
cism. within the political/economic reality of 
the (art) world today, that degree of romanticism 
leads to artworks mainly existing as commodi
ties. The inbuilt potentiality of freedom held by 
art is not that of romanticism, but rather one of 
a political freedom that entails participation. 
Therefore the art world can be said to practically 
function at its best at times of its dilation, of 
blurring the categories of art and life. of taking 
part in the making of Temporary Autonomous 
Zones17. with very, VerY few exceptions artists 
do after all imagine their work to be seen at some 
point, heard, worked on by someone – not to 
have it rot in an attic with no light.

remember, Thoureau did have his mum wash 
his clothes every week.

Now

“– Duchamp speaks of a “pictorial nominalism” – 
the artwork is invented in its making, not accord-
ing to the givens of what is Art. Hence his fantastic 
paradox: How to make a work of art that isn’t a 
work of art?” 18

‘“Oh, I know who you are”: at this moment I cease 
to address you, or to be addressed by you.”’  19

even if art as described in this text holds a 
potential for meaning production which is 
exceptionally free and fantastic, it cannot outrun 
time. Art production relates to its time even 
when pretending to be timeless, and is better off 
actively moving into it.

The personal situation of the artist or artists at 
the moment of its execution – resourcewise, 
physically, emotionally – contributes to defining 
the starting point of any given art work. There 
are as many unique positions on the dance floor 
as there are artists within moments in time. An 
artwork’s positioning is never neutral, and the 
artists’ continuous selfanalysis is of necessity 
an important part of art making. Personally I 
like to let this position influence the work very 
directly by helping determinine which mediums 
and techniques to use, so that each piece can de
velop its own amateur dance steps, so to speak. 
The dance steps are not only those of an amateur 
– the patterns they make up initially come 
across as useless, since their goal of operation is 
not yet distinctly formulated. As the activity of 
art making does not have preset rules, in it the 
guestions of “what is this?” and “why am I doing 
it?” repeat themselves endlessly and are never to 
be fully answered. This is no relativist stance – 
on the contrary. It represents a strong propensity 
to act, regardless of permanently active doubts 
about what exactly will come of it. 

In sociopolitical terms, a large number of artists 
within the tradition which I have been taught 
come from a “western”, “welleducated” back
ground in peaceful corners of the world. In the 
globalised reality of today, even when working 
from a very personal point of view, distant areas 
are bound to pop up as references, subject matter, 
or concrete objects of investigation. That is by all 
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means legitimate, and working within the politics 
of the now also feels urgent, necessary. However, 
the starting point is in this respect also in need 
of exploration – by the artists themselves and/or 
by the audience. It should not be unconsciously 
covered up no matter how unsexy it may feel. In 
dealing with one’s own elastic subjectivity lies the 
modesty needed for truly addressing other peo-
ple. “You” are never more transparent or possible 
to permanently apprehend, than am “I”. 

The “place” that has been named the art world 
also benefits from this perspective. The defini-
tions of what it encompasses and where it is 
located, often feel predestined by economic or 
authoritarian mechanical dynamics. Given the 
amount of postcolonial theory, Marxism, semi-
otics, poststructuralism and the like flourishing 
within the field of art theory, this seems very 
paradoxical. It is as though the critique through 
its generic correctness can be reduced to a sym-
bolic activity. The art world truly appreciates a 
delicious meal of critical theory – but quite often 
this metaphor continues being valid till diges-
tion has worked its wonders.

The centres of the art world are being created 
and re-created within the discourse of scholars 
and artists. The peripheries, the outsides and 
the places we do not even consider, are thereby 
also re-defined continuously. Assuming that 
the  people involved in the art world have goals 

beyond tactical manoeuvring through already 
existing power structures, a bombastic, homo-
geneous notion of the cultural and geographical 
centres of the art world is not useful. The self-
scrutiny of the teenager can never be surpassed.

After all it’s not gymnastics we’re after.

It’s the insecure chaotic dancing that is the privi-
lege of art and artists. 

Art is, and will always be, the bait in a hamster’s 
wheel. It can never satisfy an insatiable desire. But 
neither can life. (...) Perhaps some of art’s secret can 
be found in how, without us really knowing it, it 
reminds us of how impossible it is to satisfy an endless 
need, and that in this very impossibility mutters a 
bitter happiness: we are separated from everything we 
could have had or been, but we can think about it. 20
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oVe KVAVIK
A Topological Drop

when an artist presents a written account of his 
artistic practice, there are a number of questions 
to be addressed before turning to the work itself. 
Chief among them is that of the relationship be
tween artist and work. And it admits of no single 
answer. Like all good questions, it will consist
ently ignore any proposed answers. Irrespective 
of how enlightening or eloquent these might 
be the questions will always be posed anew, as 
though no reply had ever been forthcoming.1 
we are continually thrown back on rainer 
Maria rilke’s exhortation to love the questions 
themselves. 

I should point out at the start that the ensu
ing meditation relates particularly to my own 
artistic practice, but hopefully it will have wider 
resonance.2 

I believe that a clear demarcation between 
artist and work is essential to the work’s au
tonomy. while most memorably highlighted by 
roland Barthes in The Death of the Author, and 
reiterated (with a postmodernist slant) in Marcel 
duchamp’s The Creative Act, this idea is far from 
new. I would contend that it has its roots in the 
artistic practice of the mediaeval period, but I 
will not pursue that issue here. For a twenty
first century formulation, we can turn to Alain 
Badiou:

”’Artist’ is a necessity for art, but not a subjective 
necessity. So, the conclusion is quite simple. The 
subjective existence of art are the works of art, and 
nothing else. The artist is not the subjective agent of 
art. The artist is the sacrificial part of art. It’s also, 
finally what disappears in art. And the ethic of art 
is to accept the disappearance.” 3

what disappears is not the person who created 
the work, but the role of artist/writer. The final 
sentence in Barthes’ essay opens up the possibil
ity of a metamorphosis:

”The birth of the reader must be at the cost of the 
death of the Author.” 4

The alternative to disappearing, then, is to be
come a reader. This may entice many to cling to 
the status of selfdeclared genius and creator in 
preference to accepting the ostensible demotion 
from creator to reader. The reader is, after all, an 
anonymous entity, of whom neither talent nor 
knowledge is required.5 But it is precisely the 
demotion to reader that results in the most radi
cal liberation of both artist and work. Maurice 
Blanchot cites Kafka as an example: 

“‘The Metamorphosis is unreadable, radical failure’ 
– all that is for Kafka. But for the reader of Kafka 
the anguish becomes ease and contentment, the tor-
ment of guilt is transformed into innocence, and for 
every shred of text there is the joy of plenitude, the 
quire evidence of complete success, revelation of the 
unique work: inevitable, unforeseeable. Such is the 
essence of reading, of the weightless yes. Much more 
than the creator’s sombre struggle, much more than 
the artist’s battle to master chaos by disappearing 
therein, it evokes the divine aspect of creation.” 6

Kafka never succeeded in being a reader of his 
own oeuvre. ruled by perfectionism, he was 
inextricably bound up with his work. So much so 
that towards the end of his life he wanted to burn 
all of it except for a handful of short stories. Had 
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Ove Kvavik / Master of Fine Arts 2



100

Ove Kvavik / Master of Fine Arts 2

his friend Max Brod not defied Kafka’s orders, 
most of his oeuvre would have literally gone up 
in smoke. 

In the global capitalism of the present day, 
the rights to one’s creative work are embedded in 
artistic practice. I fear that the burden imposed 
by these legal rights of ownership over the fruits 
of one’s creative endeavours outweighs the 
compensations they bring. It is not unusual to 
find artists who are traumatised by the unfet
tered freedom of their works. I would argue that 
to regard one’s oeuvre as an extension of one’s 
person is psychologically risky and altogether 
unnecessary. No one is immune to criticism, but 
if we regard our works as autonomous entities, 
we will not take criticism of them more amiss 
than we would of a novel that we cherish. 

For this reason, I speak not as an artist but as 
a reader of ‘my’ output. 

The possibility of paradox

If we look at an artist’s oeuvre in its entirety, it is 
not visual repetition or a single mode of expres
sion that springs to the eye. while it is a surface 
phenomenon, personal style consists more in 
what is conveyed than in any repeated forms. To 
get a better grip, we need to explore the strategy 
displayed by the pieces. But only after establish
ing which topological space we are in. 

Mathematical topology is concerned with hy
pothetical spaces where the number of dimensions 
and modes of investigation are a matter of choice. 
Topologically, a coffee cup and a doughnut share 
the same shape: both are lumps of matter with a 
twodimensional surface and a hole in the middle. 
within fixed rules, topology offers infinite flex
ibility in terms of shape. It has therefore proved a 
valuable functional tool for conceptual visualisa
tion. Simplifying greatly, we might claim that it 
offers an existential map of life. 

Inspired by Foucault, Alain Badiou argues 
that the key question concerns universality. The 

universality of capital, information and power 
yields an abstract version of the world: a global 
and hegemonic universality.7 Core liberal values 
such as freedom of expression and the right to 
personal gain convey the impression that all is 
possible. But the great paradox is that in a closed 
system where everything is already possible, it is 
impossible to create new possibilities – impossi
ble even to propose them. Badiou formulates the 
role of art as follows:

“Is artistic creation the realisation of a possibility or 
is artistic creation the creation of new possibility? 
(…) In other activities of circulation, communica-
tion, the market and so on, we have always the 
realisation of possibilities, infinite realisation of 
possibility. But not creation of possibility. And so 
it’s also a political question, because politics truly 
means the creation of a new possibility. A new pos-
sibility of life, a new possibility of the world. (…) It 
[art] proves for everybody, for humanity in general, 
that it is a possibility to create a new possibility.” 8

This topology may be perceived as an infinite 
threedimensional space filled with ether (the 
substance which, before einstein disproved it, 
was believed to fill the universe’s vacuum).  
everything appears to be possible since there 
are no empirically experienceable boundaries to 
space. But in this amorphous mass, art can cre
ate holes like those in a chunk of Gruyère. These 
voids are naturally not conceptually empty. They 
give onto new possibilities that were not possible 
in the ether. The smallest hole suffices to alter the 
shape of the entire topological structure. while 
not necessarily impinging on the role of ether as 
the dominant substance, it creates new possibili
ties for life and thought. 

The pieces

No matter how much I might seek to reason 
my way to my art making, drawing on theo

7. Alain Badiou, Fifteen 
Theses on Contemporary 
Art, http://www.lacan.
com/frameXXIII7.htm

8. Ibid.
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ries and experiences, each project springs from 
non rational impulses and moments of unac
countable interest. It was therefore not without 
a certain melancholy that I read the following 
lines in duchamp’s Creative Act. 

“All his decisions in the artistic execution of the 
work rest with pure intuition and cannot be trans-
lated into a self-analysis, spoken or written, or even 
thought out.” 7

will only the reader, in the future, be able to pose 
the question: what’s the necessity here? Is it pos
sible through an analysis of where the necessity 
lies in an artistic practice to pose an even more 
pressing question: what’s at stake here?

I shall address the works as individual pro
jects before attempting an answer. This will, in 
and of itself, be a means of finding out whether I 
am capable of being a reader of my own output. 
Is it even possible to descend from the role of 
artist to adopt that of reader?

Mirror test # 1
This piece is based on a wellknown scientific test 
for measuring the selfawareness of animals. The 
subject has two dye spots painted on its body. 
one on a part of the body that would be visible 
in a mirror, and a control spot placed in a less 
accessible site. The subject is placed in front of a 
mirror, and observers watch to see if it identifies 
the spots. If the subject shows an interest in the 
dye spots, this is taken to indicate its awareness 
of its own reflection. 

Mirror test # 1 is the same experiment 
performed on an artwork instead of an animal. 
Is the artwork selfaware? It appears to be either 
engrossed in thought or indifferent to the experi
ment. while the mirror reflects the image of the 
artwork, the piece itself appears to reflect back to 
the viewer all the properties that we ascribe to it. 

This is obviously a joke, and in many respects 
an impertinent one. The artwork is subjected to 

an IQ test it is bound to fail, while the viewer 
who believes in the sublimity of art is shown to 
be an idiot.

The joke is fortunately shortlived. For it 
hits back at the experiment itself, illustrating 
how awry things can go if scientific absolutes are 
 applied blindly to other realms of thought. 

Since the work can be read as an affront that 
cuts both ways, will the joke end up being shared 
between the various viewers? The question is 
how we should regard the work. From a scientific 
viewpoint with the focus 
on the artwork, or from an 
artistic perspective where 
the focus is on the test? I 
would claim that one of 
the strengths of the piece 
is its ability to open up the 
space between these read
ings. we must be able to 
smile at both thinker and 
test. If you opt for the one, 
you are bound to miscon
strue the other. 

The Fall from Empire
This photograph was first 
printed as Life magazine’s 
Picture of the week on 
May 12, 1947. The pic
ture shows the outcome 
of 23yearold evelyn 
McHale’s suicidal leap 
from the empire State 
Building. In contrast to the 
original, this picture has been coloured, and the 
inquisitive bystanders in the background have 
been removed. 

There is something deeply iconic about this 
piece, and it has the same seductive quality for 
the viewer (and most likely the artist as well) as 
Baroque art. The folds in the car recall for me 
Bernini’s Ecstasy of Saint Theresa, while the pose 
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_

7. Marcel Duchamp 
The Creative act, 
http://iaaa.nl/
cursusAA&AI/duchamp.
html
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evokes Caravaggio’s Crucifixion of St Peter. In The 
Fall from Empire, however, there is no religiosity. 
The piece asks us whether in the aftermath of the 
‘death of God’ things have changed as much as we 
think. Are we still telling the same stories, but in 
different words? And if so, what does this imply?

Moreover, the title is a literal description 
of the event, while also connoting the biblical 
account of what is known as the Fall: Adam 
and eve are banished from paradise after having 
eaten from the tree of knowledge. In this picture, 
the “fall” of the human person is perceived as a 

thing of beauty, and ac
cording to the philosopher 
Paul Virilio it is precisely 
our failures, our original 
sin, that makes us what 
we are. 

“I believe that the original 
accident is blessed: we are 
because we are ‘sinners’. 
Perhaps there is something 
repressed there, a wrong 
interpretation of the Bible 
and of the scripture. For me, 
it’s exactly the contrary. The 
accident is original; it’s at 
the root of humanness. I am 
because I am accidental: a 
man in the midst of falling, 
a fallible man, that is my 
grandeur (…) In reality, we 

only exist through our failures, we only come to be 
through our falls, we only are through the accident 
that is our life itself.”  8

There is in the work a similar invitation to see the 
human person as a falling/fallible being and to 
see the beauty in that. 

In a related artwork by Albrecht dürer, 
The Fall of Man, Adam and eve present as two 
perfect bodies, but nothing more. Their gazes are 

emotionless – indifferent. The world in which 
they are set is harmonious and lush, but bland. 
enter the serpent, who provides them with the 
catalyst that will unleash the world that we 
know: full of joy, sorrow, struggle and conflict. 
The piece tells us that not only sorrow is born of 
sin; happiness is too. 

The title, The Fall from Empire, is distinctly 
prophetic in tone. The consequences of having 
seen human values take the place of God are (as 
Nietzsche predicted) calamitous. Unless, as Paul 
Virilio urges, we recognize that human beings 
are inherently fallible creatures, and accept our 
mistakes as inevitable, they will remain destruc
tive rather than creative.

Beyond the Limits of Control
This piece is a fusion of two photographs. one 
provides a glimpse of the effect on Stanford Uni
versity of the Great 1906 San Francisco earth
quake. The other is of a section of space. Both 
display the devastating effects of natural forces 
and when joined, they create a comical scene in 
which the powers of nature display their indiffer
ence to the established social order. The learned 
may know a great deal about the world but are 
unable either to predict its course or control it. 
we have a curious word that we use to describe 
unpredictable events: accidents. The term reveals 
more about how we approach the world than the 
kinds of event it denotes. 

This work depicts four key accidents: an 
earthquake, the universe, the means by which 
the photographic effects were created (solarising) 
and the idea informing the piece. when acci
dents seem too good to be true, we are inclined 
to ascribe meaning to them. The piece articulates 
not only scepticism towards positivists (with 
their insistence on scientific verifiability), but also 
towards those who believe that the world speaks 
to us through signs and omens. The title indicates 
that we are not in control, while the picture itself 
shows (at a stroke) that we are ignorant. And yet 
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8. (Paul Virilio) Traces 
of Dance, edited by 
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at the same time, it arguably carries a whiff of 
comic optimism, and of delight in precisely not 
possessing the most highly estimated virtues. The 
questions will always outlive the answers. 

while the piece rejects the two varieties of 
faith (science/religion), it might still be hoist by 
its own petard. Philosophical agnosticism is also 
a form of belief; indeed, most religions define it 
as such. Beyond the Limits of Control is, then, not 
a critique of religion and science but of exagger
ated confidence in what may be inferred from 
observations. It affirms, in a surrealist vein, the 
philosophical agnostic. 

Having a piece fall victim to its own logic 
can often be to its advantage. The point, as 
 Beckett noted, is to fail in the best possible way. 
To accept failures as an ineluctable strategy. 

A Closer Void
In this work we are witnesses to a hypothetical 
fastforward glance at Yves Klein’s Leap into the 
Void. In contrast with the original, Klein no 
longer occupies a limbo between falling and fly
ing but is barely inches from the ground. A more 

detailed comparison with the original reveals 
that the cyclist in A Closer Void is further down 
the street and that a car entering from the right is 
proceeding at speed in the direction of the cyclist. 

The piece is substantially faithful to the sourc
es of the original. For a long time it was believed 
that Klein had in fact jumped, but it turned out 
that the piece was a collage of several images.9 

Yves Klein’s “Void” represents a Zentype 
state, a kind of blank, neutral zone where atten
tion can be focused on one’s own sensibilities 
and a deeperlying reality, beyond representation. 
As the title indicates, Klein believed that this 
state of nirvana and enlightenment was attain
able if fervently sought.

A Closer Void presents a different version. 
The void here, by contrast, is ultimately an 
unattainable condition: we can approach it only 
asymptotically. on the other hand, we are all 
susceptible to it. The cyclist and the motorist 
encounter it involuntarily, whereas in the origi
nal the cyclist escapes the impact of such forces. 
essentially, it is only for the spiritually adept like 
Klein himself.

The picture is a construction frozen in time. 
Neither contact with the ground nor any traffic 
accident will occur. The state that is communicat
ed is a game, but more dangerous – an approxima
tion to the creative and enlightened void. 

Un-titled
during the Norwegian Youth Boxing Champion
ships I set up a small photo studio where partici
pants were photographed immediately after the 
matches. Screened but exposed to those around 
them, the boxers were photographed individually 
against a light monochrome background. 

As the title indicates, the selection making 
up the work shows the losers. As against what we 
find in sports journalism, there are no contrasts 
here that losing can be calibrated against. No 
headlines, winners or audience. defeat itself is 
the photographic subject. 
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A Closer Void
Photograph
100 × 76 cm
_

10. Nietzsche: The Man 
and His Philosophy, by 
R. J. Holingdale, ISBN 
0521640911, p. 153 

11. Maurice Blanchot, 
The Space of Literature, 
ISBN 0-8032-6092-X, 
p. 172

12. Ibid., p. 176
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The idea for the project came from some
thing I read, and it is one of the few occasions on 
which I have had a conceptual base for a project. 
I first heard the story of orpheus and eurydice 
from a friend, who claimed that the import of 
the narrative is that art and beauty are born of 
loss. I had previously read an extract from a letter 
of Nietzsche’s, penned days before he started on 
Zarathustra, which reads: “If I cannot find the 
magic formula to turn all this – muck to gold, 
I am lost”,10 and so I concluded that there was 
something to my friend’s interpretation.

Maurice Blanchot discusses the story in his 
essay “Gaze of orpheus”. eurydice is orpheus’s 
muse, the source of his inspiration. Tragedy strikes 
when, bitten by a snake, she disappears into Hades. 
orpheus, convinced that he cannot live without 
eurydice, travels to the underworld where he is 
given permission to take her back with him on 
one condition: he must lead the way and not look 
back until they are both returned to earth. But 
just before they are up above ground, orpheus, 
impatient, impulsively turns and looks back, only 
to see his muse disappear forever. Blanchot argues 
that orpheus’s gaze betrays his work. Gone are his 
goals, his joy and his wellsprings. But from this 
tragedy, he forges a new relationship with inspira
tion, one springing forth from a bottomless abyss. 
He has looked night in the eye and unconsciously 
sacrificed his happiness with eurydice to experi
ence her living perfection through death.11 In 
contrast to the postmodern artist, orpheus lives 
only through his art, and because of it. eurydice 
was only ever merely inspiration. Life condemns 
orpheus for his impatience, but art does not.

“Writing begins with Orpheus’s Gaze. And this 
gaze is the movement of desire that shatters the 
song’s destiny (…) and in this careless decision 
reaches the origin.” 12

when, a few days later, I looked through the 
boxing championship material, I was not sur

prised by what I saw. The losers were marked by 
the moment. The age of 18 is a critical time for 
these boxers. Coming of age and in their final 
year at school, they have to make a career choice. 
The dream they all share is of becoming profes
sional boxers, and for many it was fundamental 
to their lives. But by experiencing defeat in the 
championship final, they are back to square one. 

what, then, does the viewer of Un-titled see? 
A viewer unaware of the backstory. An artist 
always fears the unrespon
sive viewer (museum 
directors often do so even 
more). I think a certain 
informational deficit can 
benefit a work since then 
‘misunderstandings’ may 
arise. Many of human
kind’s greatest discoveries 
are, after all, the result of 
misunderstandings. To 
put the piece to the test, I 
attempt to assume the role 
of an uninformed viewer 
myself. 

Untitled is larger than 
lifesize. It is clear from the 
kit and the hands that these 
people practise martial arts. 
Bloodstains suggest that 
the photos have been taken 
immediately after a match. 
The title and the postures 
give a clear indication that the subjects are not 
winners. even though boxers are a mixed bunch, 
their gestures are similar. The differentiation in 
emotional response that would normalise the 
situation is lacking. The largescale format shows 
the losers in a manner normally reserved for the 
winners. defeat is taken seriously, as a quality in 
and of itself, as intrinsically valorised. 

The boxers’ unassuming stance renders the 
pictures, for all their size, nonthreatening. At 
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the same time, ‘reading’ the situation, we see that 
Un-titled simply portrays the nadir of defeat. we 
are told nothing about the subjects, or how they 
themselves tackle the situation. 

According to Greek mythology, art and 
beauty are born of loss. In the case of Un-titled, 
it is (apparently) not the artist who goes through 
sorrow to transform it to beauty. He takes hold 
of the adversity of others and turns it into art. 

If Un-titled falls short of turning “muck into 
gold”, it seeks at least to communicate its possibility.

Media, Strategy and Comedy

even though many of the projects are rework
ings of found material, there is nothing insistent 
about the pieces. we find ourselves rather in the 
postmedium condition as defined by rosalind 
Krauss. Media are no longer tied to particular 
materials and a multiplicity of materials can 
serve the same medium. I would contend that A 
Closer Void, The Fall from Empire and Beyond the 
Limits of Control use gravitation as a medium.13 
(Un-titled consists of photographs, but the 
medium is people.) Artists are known for being 
passionately focused on their media and this can 
often provide an entry point into conceptual 
thinking. If a painter like rothko was passion
ately preoccupied with colours on account of 
their properties, gravitation is the dynamic in my 
practice, and for the same reason. (Modernism 
and postmodernism have more in common, says 
Krauss, than disputing critics will allow.)14

Gravity is itself a mystery: we still do not 
fully understand it. And the term’s semantic 
penumbra is also interesting. To counter gravity  
(to fly/float) is viewed as positive and aesthetical
ly appealing, while falling (according to standard 
thesauruses) is synonymous with sin, weakness 
and misfortune. To fall is to fail. Paradoxically 
enough, something that ascends is as subject to 
gravity as something falling. It might be argued 
that floating is simply a metaphor for escape: 

a dream of heaven, which is again a dream of 
death. Falling, by contrast, is an inescapable 
condition of life: to accept stumbling and falling 
is to accept life. 

In Beckett’s corpus, and in worstward Ho in 
particular, a strategy opens up a topological hole 
by means of failure. 

“All of old. Nothing else ever. Ever tried. Ever failed. 
No matter. Try again. Fail again. Fail better.” 15

“All of old. Nothing else ever. But never so failed. 
Worse failed. With care never worse failed.” 16

These lines echo Badiou/Foucault’s views on 
absolute universality. everything is old and tried; 
no new possibilities can emerge. For Beckett, 
the way out is to fail. Not a failure that negates 
(for negation is nothing more than the reverse 
of the selfsame coin), but a failure that affirms. 
To break out of absolute universality is, from the 
perspective of the absolute, to fail. An abso
lute universality cannot distinguish between 
negation and affirmation: it will always believe 
negation to be encompassed by its dark side. 
duchamp’s urinal is a case in point. Although 
the work opens up a new affirmative domain for 
thought and art, the institutional elite believed 
that it negated art. Since absolute universality 
reckons that it accommodates everything, it is 
no longer capable of censure. This makes it more 
difficult for us to identify new possibilities: dif
ficult to see the possibility of new possibilities. 

The strategy I deploy owes more to Beckett 
than to anyone else. I am in agreement with 
Badiou in thinking that the issue is not horror, 
suffering and destiny, not modern tragedy but 
modern comedy.17 Beckett’s plays are, when 
performed ‘properly’, incredibly funny and 
deeply conscious of it. while my pieces may 
not be as funny, they are shot through with the 
same brand of humour: the kind of slapstick we 
encounter in silent films. 
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Comedy, while superficially innocent, is 
always more complex than we think. we know 
from one of Freud’s early publications, The Joke 
and Its Relation to The Unconscious, that jokes 
afford us access to the depths of our own psyche. 
Since the superego does not always take jokes seri
ously, it allows the ego to grant the id a measure of 
free expression. Humour then becomes a release 
valve for the undisciplined chaos that character
ises the unconscious.18 we thus become aware of 
deeply uncongenial (and amusing) truths about 
ourselves, and it is for this reason, I believe, that 
much humour will come across as tragicomic.

drawing on the text thus far, I would de
scribe the strategic and fundamental keynote of 
my work as follows:

Through the affirmative failure of geometric he-
gemony, proposing new topological structures.

In my work (as in Beckett’s) there is a general lack 
of consolation. Stories are often told about free 
will stumbling in its tracks. Inexplicability and 
uncontrollability hold sway. The transcendental is 
only a function of immanence; we have no access 
to the outside because there is no such thing.

As with most art, it involves a search for 
truth. Meaning is not something laid out for us. 
If we find a fixed point to hold on to, there is a 
risk that truth will prove destructive. ever and 
again, in this vacuum, we find ourselves with 
each other and our questions.

Becoming a reader

“…to attain the ulitmate metamorphosis which 
turns him[the artist] into ”the reader,” the finished 
work has to escape from him. (…) this distancing 
which then, precisely, takes the form of the reading 
(and in which reading takes form).” 19

Blanchot maintained that to disappear is synon
ymous with becoming a reader. once you have 
disappeared from the work, the role of reader 
becomes the default position. And so disappear
ance should be the preferred option. when, in 
this text, I urge something that takes ten years or 
more to accomplish, I am probably doomed to 
fail. Perhaps my reading has become something 
of a readingin. But I retain a residual hope: that 
my works will ignore my answers.
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on the Continent 

I was sitting in the corner of a sofa cleared 
of piles of comic books in the living room 
of an old farmhouse. In front of me sat the 
proprietor of the honey farm in question. 
He asked me to interpret his speaking in 
tongues. He advised me not to try to under
stand what was said. I closed my eyes from 
the visual pollution and was nervous of be
ing left speechless. He started the recitation. 
My nervousness faded when I noticed an 
event occurring in front of me, a landscape 
taking shape. His speaking acted as a pulse 
that gave life to this vision, so that, when
ever he stopped to draw breath, it froze in 
those places. I watched what happened and 
described to him what I was seeing. This 
involved crossing water and a flower rising 
out of the earth into the position of the sun.

The following information is based on personal 
(ground) experiences.

The beginning of it all is to recognise the 
invisibility (of startlessness) and the ability to see1 
its content. Invisibility that first emerges as inter
nal emotions as a consequence of relating to one’s 
environment. Invisibility that manifests itself as 
a mass that leans against oneself, and compelled 
by whose weight one has to either shift a little 
to the side from wherever one is at the time, or 
slip into the invisible. In which case, finding 
one’s way from one perspective to another occurs 
via absorption. Being absorbed into the invis
ible is followed by seeing what is visible as that 
which fills it up, and understanding that which 
is incomprehensible with the senses. In this way 

experience leads from one operating model to 
another. Just as the individual pours out his 
sensory life through experience into his environ
ment, seeing himself in the reflective surface (of 
the bakery window) while looking in, a moment 
of perfect tranquillity.
 
If death wears away the body in time, it com
posts it into the solidity of the globe, i.e. into a 
lack of will, or more precisely into subordination 
to the earth’s will (deep ecology acknowledges 
selfpreservation as an expression of a will to 
live), into a connection with the first birth, liber
ating the body from its kin, i.e. from its genetic 
predecessors, into its own composting posture. 
Then, in living, becoming earth, i.e. being liber
ated from one’s heredity, and living the transi
tion into the environment begins with respecting 
the earth as one’s own self, and by identifying 
with its characteristics (for instance, by drinking 
clay, by following the timetable of the tide, i.e. by 
limiting liquid intake to between certain times 
in the day so as to lift the scum out onto the 
shore to be picked over, by savouring seawater as 
the earth’s blood2, and so on) as a way to identify 
it (the earth) as one’s own birthgiver. This 
earthlikeness can be approached by feigning, i.e. 
one can try to achieve its assumed perspective, 
for instance, by stripping things off oneself in 
different ways. For example, emptying the body 
through fasting, getting away from one’s own di
gestive influences, i.e. annulling one’s status as a 
human being, to make it possible for the desired 
consequence to come true, i.e. the elevation of 
the mind momentarily into an objective state. 
Into a state where things appear to it that it does 
not know, but which it then recognises as part of 

JUHA LAAKKoNeN
–

1. Seeing/looking 
throughout this text 
refers to all kinds of cor-
poreal sensory percep-
tion. With invisibility then 
referring to everything 
that is not physically 
sensed, i.e. to the true 
posture of the so-called 
wholeness. 
“A person should listen 
to what he ordinarily just 
looks at, or look at things 
he would ordinarily just 
hear.” La Monte Young 
talking about Composi-
tion 1960 #5stä. 
Potter, Keith, Four 
 Musical Minimalists. 
Cambridge University 
Press, 2000, p. 50 

2. According to Essen-
tials of Medical Geology: 
Impacts of the natural 
environment on public 
health, the salt content 
of blood is similar to 
that of the waters of the 
oceans, and so seawater 
is very similar to blood 
plasma.
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what is (and so does not lose itself), i.e. combines 
what manifests as a straightened experience of 
reality with that which is on the level of its own 
sensory frame of reference. Perhaps this is what 
Isaac writes about.

“In the form of being of the new life all use of the 
senses falls away. That is, the senses cannot with-
stand the encounter with that secret, even in this 
world. The influence 
of sensuality ceases 
at the moment of 
repentance, just as if 
the senses were to lapse 
into a kind of dream. 
Indeed, it is not the 
senses that encounter 
the secret, but the in-
ner human being.” 3 

A tree that does not 
correspond to its own 
wholeness manifests 
the possibility of 
becoming oneself, 
rises above itself.

To the pine I 
sacrificed a pine, 
which I grafted 
onto the top of 
the pine. I whit
tled the grafting 
point bare of 
bark and bound 
the tree tightly to the tree. A tree has the 
characteristics required for becoming one, 
so I left it to grow by itself.

The possible mutual acceptance by the different 
counterparts leads to the physical manifestation 
of oneness. The tree finishes off the grafting, 
grows, i.e. keeps up the work in the way that is 

natural to it, or refuses to carry out the work4. If 
the tree rejects the tree, the secretion of resin dries 
up, the wind brings the treetop down, lightning 
snatches the new top that has risen above the 
other trees, or for some other reason the union 
goes unrealised, the chosen individuals can be 
said to have sacrificed their connection in favour 
of immutability, revealing the esoteric nature of 
the topic. In this situation, one’s own motives 

take centre stage. 
with serving5 being 
the primary idea 
behind interaction, 
acting motivated by 
the abovementioned 
idea of making 
things possible 
involves construct
ing/supporting a 
frame of reference 
for concretising one 
of one’s own forms. 
one has to constrain 
the delimiting of 
the consequences to 
those that are desired 
and those that are 
undesired. The goal 
is not to force the ob
jects to fit a specific 
purpose, but rather 
a manifestation of 
the socalled pre
markedout areas in 
a manner graspable 

by the senses or, alternatively, by advocating the 
cause of the socalled natural forms.

whenever a rainy day sets in, I visit an art
exhibition opening in fine shoes whose origi
nal sole has been replaced by cloth that lets 
water in. Consequently, instead of shoeprints, 
I leave barefoot prints on the floor.

Juha Laakkonen 

Treetop
Documentation of a 
practical preparation 
_

3. Isaac of Nineveh, 
Kootut Teokset. Valamon 
Luostari, 2005, p. 762 

4. Cf. Piano Piece for 
David Tudor #1 (1960) – 
La Monte Young 

5. The role of the servant 
can emphasise the physi-
cally minimal end result 
by aiming in a physi-
cally maximally dedicated 
manner.
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with action, on the other hand, being based 
on the practical depiction of the idea, the main 
thing is the internal events that follow on from 
the candidate sensespecific conditions6. 

Monks practising Kaihogyo at the Tendai
Buddhist monastery on Japan’s Mount Hiei 
carry out a programme of exercise that centres 
on long, daily treks on 100 and on 200 consecu
tive days for seven years. Thus, the monks cover 
3084 kilometres a day on foot. They are called 
marathon monks, although: “The purpose of the 
marathon is not to walk, per se. we visit places 
of worship – and we go there on foot.” – Monk 
Genshin Fujinami 

They make the journeys dressed in white (as a 
reminder of the nearness of death), and always car
rying a knife and a length of rope with them. After 
the first one hundred days, it is no longer permit
ted to back out of the challenge; rather, if for any 
reason the daily round of journeys is interrupted, 
the monk has to take his own life, either with the 
knife or by hanging himself with the rope. 

Generally, it is worthwhile taking a flex
ible attitude to one’s own actions, to the extent 
of convincing oneself of the boundlessness of 
selfbelittlement (i.e. to extraterrestrial dimen
sions) so that one’s own goals and fantasies about 
ideal end results are under no circumstances 
necessarily worthy of unconditional effort. It is 
worth taking note of the alternatives that emerge 
during the process, even simply out of pure 
friendliness, even if the advance plan has been 
locked into place. 

we gathered a boatful of mussels from the 
river to eat. we washed them and put them 
into a bath of clean water. The following 
morning, the bath was browner than the 
river itself from mussel excrement. we took 
the mussels back to the river. 

The space/distance remaining between the end 
result and the goal is a significant factor in terms 

of the realisation of the processes. Accepting the 
unattainability of one’s own goals or, more pre
cisely, making use of that unattainability as an 
idea, gives rise to ingredients that are unfamil
iar (i.e. leading to any form at all7), to starting 
points independent of oneself. The union of 
these ingredients on the mental level as a basis 
for a specific end result can hardly mean the rais
ing of anyone to a special rank, rather more like 
a sharpening of the ability to deal with things 
individually, reinforcing the content power of 
the efforts, with oneself being bothered to be on 
the spot. one’s own role can, on the other hand, 
be seen as that of a principled mover. organisa
tion is subject to the importance of the things 
that are being organized, just like a onelegged 
table standing upright in the equilibrium of the 
mutual order between the objects placed on its 
surface. If, meanwhile, the basis for interacting 
is being leadable (active, i.e. activenessdemand
ing) by outside bodies, one’s own status is as a 
natural8 interpreter of garments of the super
natural that repel individuality. The translation 
work is largely shooting in the dark, and thus 
relies on an imaginative openmindedness. 
Concentrating on one’s environment as a basis 
for acts, meanwhile, is limited to the apparently 
human definition of reality and on habits of the 
existence of boundaries. If the manifestation of 
ability leads to emergence on a scale of values, 
then rejecting the existence of various degrees of 
ability leads to experiencecentredness. 

“Forces and faculties, which are present in every hu-
man individual, are re-channelled and concentrated 
in a new direction.”  9 – Lama Anagarika Govinda 
explaining the principles of LungGom training.

one can probably assume that for selfcontrol 
there exists an influencefree counterpart dis
tinct from individuality. with selfcontrol thus 
being any human ability, and its counterpart, 
on the contrary, a perfection of humanity as a 

6. start watching a movie 
you have not seen before
pause the movie as soon 
as you (must) swallow
keep watching the frozen 
frame for the remaining 
duration of the movie 

7. Shakers responded 
to the truth of the Spirit 
with any form which 
would effectively give 
human shape to it. To 
freely reject forms no 
matter how hallowed by 
tradition, even Biblical, 
which did not manifest 
their actual experience, 
and they adopted new 
and multiple forms which 
witnessed to the truth 
into which they were 
convinced they were 
growing. Whitson, Robley 
Edward, The Shakers: 
Two Centuries of Spiri-
tual Reflection, (SPCK, 
1983), p. 10

8. i.e. individualised 

9. Govinda, Lama Ana-
garika, The Way of the 
White Cloud. Overlook, 
2005, p. 129 



112Juha Laakkonen 

Treefold
still from a video to 
be accompanied with 
101 drawings
_

10. Cf. Icon. An icon is 
intended to elicit the 
mind of prayer in the per-
son praying, and to help 
concentration. Icons are 
not worshipped. Icons 
are respected as bearing 
witness to faith and to 
Christ’s work of salva-
tion, just like the Cross or 
the Gospel. 

11. Life is given to man 
to make him consider 
carefully the position 
he’d like to be dead in, 
grey skies pass over, the 
sky’s a hanging garden 
and earth comes into the 
mouth like bread. (from 
Saarikoski, Pentti, Runot 
ja Hipponaksin runot. 
Otava, 1959)

12.Morning Concert: 
Interview with Eliane 
Radigue (December 11, 
1980). KPFA-FM, Other 
Minds Archive

Juha Laakkonen / Master of Fine Arts 2

whole. Just like visualising material to be used in 
orienteering, and the information that it points 
to – but does not contain.10 I.e. when limiting 
oneself to the material, the internal range of pos
sible forms is infinite, without experiencebased 
participation or without focussing on the indi
cated content. This being the case, it seems clear 
that a consciously set goal allows room for events 
to explain themselves (by leading astray).

I decided to map out the journey from the 
station to the forest, along the trees through 
the city. I drew each tree in the direction of 
the next tree within sight, i.e. I tried to look 
at the next tree through the tree in front of 
me, so that the perspective would take the 
person orienteering with the drawings to the 
next one, and from there to the next. Thus, 
wandering through the city would be based 
on ignoring the city itself and on concentrat
ing on what is in direct connection with the 
earth beneath it, i.e. the trees. Going across 
the golf course, I reached a hillock, which 
with its trees formed a small island of shelter 
from the wind surrounded by a lawn that had 
been mown smooth. According to the map, 
I was quite close to the forest, I was not in 
the forest, but sensing the atmosphere, I had 

evidently arrived. Amid this 
island of forest, on top of 
the hill, at my eye level, a 
forked tree rose up. In the 
fork of the tree was water, 
out of that water there rose 
a twig, a snail was moving 
along the twig. on the wall 
made by the righthand tree 
trunk two slugs lay motion
less, the lower one vertical, 
the higher one horizontal. 
Together, seen from where I 
was, they formed a triangle 
(of points).

According to this threefold model, the apex  
(the depth point) rotates. The motion thus oc
curs between two static ends. There is the start
ing point, the movement, and the return point 
on the starting ground, rotated in perspective11. 
Thinking of the dimensions and reading the 
picture from below, the starting point is the 
height, the movement, i.e. the apex, is the 
depth / distance in time, and the return point 
is the breadth. This being the case, joining the 
static dimensions (breadth and height) in time 
activates the motion in them, so that the mo
tion itself contracts into a point in the keeper’s 
position, as a unifier of dimensions, from the 
rotator to the rotating force. No timetable can 
be set for all this. 

“It couldn’t be shorter, it just goes on like a stream.” 12

According to the above scheme, the end result is 
the one where, as a participant, one meets one’s 
circumstances, i.e. one’s counterinfluence. For 
example, a mental journey taken internally via 
time and the movement of the body (walking) 
meets the physical distance, i.e. its circumstances 
in the shoes in which the steps were taken, in the 
shoes between the feet and the earth, between 
the internal and the external. The gathering of 
specific evidence is not, in this case, significant 
for the end result. 

I made a pair of shoes for the prevailing condi
tions on the start day, for the depths of the Ya
kutsk winter, so that changes in the conditions 
and the struggle involved in adapting to them 
would be embodied as the final features of the 
shoes, of the material, at the starting point for 
trekking the distance between two geographi
cal locations. I thus returned, every day, to the 
starting configuration, to the same room. This 
being the case, none of the actual geography 
between these two locations was stored in the 
material, but rather the local environment, the 
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Walking from Yakutsk 
to Helsinki in 5.3 million 
steps
(Detail) Boots
size according to my feet
_

13. Cf. Theory of the 
origins of the Moon. The 
Moon is generally thought 
to have been formed by a 
collision between a Mars-
sized planet and the Earth 
when the Solar System 
was being formed. The 
collider moved almost 
into the Earth’s orbit and 
collided with the Earth 
very obliquely. In which 
case, it probably loosened 
matter from the Earth 
to orbit the Earth. At 
that time, the Earth was 
smaller than it is now. The 
friction from the collision 
was so enormous that 
stone was boiled into gas. 
The gas rose to orbit the 
Earth and turned into a 
ring because of the col-
lisions between the gas 
particles and the orbiting 
motion. The gas began to 
condense into granules 
in the same way as hail is 
formed in rain clouds and 
thunderclouds. The par-
ticles grew bigger, quite 
quickly becoming rocks. 
This agglomeration was 
possible due to the adhe-
siveness of the surfaces, 
gravity, and the relative 
speed of motion of the 
small pieces. The chunks 
of rock collided with each 
other and, with time, 
agglomerated into ever-
larger pieces. The orbits 
of the large pieces with 
their gravity disrupted the 
orbits of the smaller ones, 
making them collide. 
Thus, the pieces could 
grow very large. Part of 
the ring rained down onto 
the Earth. In the end, 
the Moon was formed, 
its orbit initially changed 
a lot when it interacted 
with the ring. 

14. Berry , R. J., Islands. 
New Naturalist series no. 
109, HarperCollins, 2009, 
p. 15 
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required number 
of steps. one day, 
I decided to stay 
in my room. I 
moved the bed to 
the middle of the 
room and walked 
the day’s 33,000 
steps round and 
round it. on the following day, I returned out
doors, to connection with the sun. I walked a 
straight road out of the city. on the outskirts 
of the city I was joined by a horsefly, that, 
having noticed me, as a consequence of our 
initial collision, shifted as though from the 
gravity of my head into an orbit around it13. 
As I progressed further into the uninhabited 
woodland along the worsening forest road, 
horseflies joined the orbit one after another, 
circling my head, all orbiting in the same 
direction. At no stage of the journey did any 
of them land to bite, due to my constant swat
ting. I spun a towel. The sweat flew, the spit 
flew. I felt my insides seething, I felt myself 
helpless. I reached the halfway point and went 
off the road into swampy ground. once I had 
stopped in the moss, the horseflies landed on 
my black trousers. Finally, they stopped as I 
stopped. I swiped them off my trousers one at 
a time, to their deaths. once the last one had 
fallen off, I was surprised at my location. I was 
in a forest, outdoors. The sun sucked sweat 
onto my skin. I turned for my return journey, 
back to the city.

At Sea

on the open sea the earth is 
just a memory, and closest below
the seaswellsensitive voyages horizontally

Material lack of readiness sheds light on the true 
nature of situations. Inheriting knowledge leads 

to a losing touch 
with one’s origins, 
even if that knowl
edge were to deal 
with the idea of the 
origin. Islomaniacs 
constantly long to be 
on an island (having 
learned of their exist

ence, maybe without yet having experienced an 
island). They isolate themselves amid their own 
by cutting themselves off from the prevailing 
channels of information (the soil of the island 
is, of course, divided from the mainland only by 
water). A property of the water makes it possible 
to listen from further away from the shore. 

“A true islander should live within half a day’s 
walk of the sea coast on all sides.” 14

Geographically an island can be defined in many 
ways, and one of them is to calculate its ‘con
tinentality index’ using the following formula: 
1.7A/[sin(ø+10º] – 14, where A is the annual 
temperature range and ø is the latitude. For 
example, the value obtained for the location of 
Yakutsk is almost 100 (on a scale of 0100), it 
being in that case almost the exact opposite of an 
island. Nevertheless, in winter, during the cold
est frosts, sounds are carried like they are across 
water, due to the inability of the warmer mass 
of air (breath, vehicle exhaust etc.) to rise into 
the heavens beneath the weight of coldness. The 
dampness bearing ‘heat’ mantle thus not only 
reduces visibility, but does for sound what water 
does. The racket of the jet turbines standing at 
the airport may be heard clearly as though it were 
behind one’s back, from tens of kilometres away.

what, then, if individuality is defined by 
the remoteness of the decision making, i.e. on 
the scale of one’s own understanding or eyesight 
(many things turn into one at a distance). does 
this mean that all the thoughts that surpass 



114

one’s own understanding restrain the attraction 
of one’s own desires? Perhaps if to the globe as 
a unit there belongs everything that it contains 
within it, everything that, therefore, would be 
annulled into their actions, just like an individu
al mind into its ideas on the scale that transcends 
it. So, no wonder if the earth is constipated, 
when on the cellular level there is a confusion 
about intrinsic value. 

whose responsibility, then, is the body? Most 
probably Hän’s15 who tries to be something other 
than Hänself, who in the end no longer recog
nizes Hänself, never mind Hän’s origins, and 
drowns in the larger scale, as Hän’s less capable 
self, or only as Hän’s uneasy self, as Hän’s consti
pated self, incapable of explaining the cause of the 
constipation. or Hän’s who stands in Hän’s own, 
suitablesized shoes, toes curled up, in shoes that 
Hän has filled with toilet paper, thinking they 
would slosh about as Hän ran, having forgotten 
about running into an obviously false notion, and 
about the task of shoes or Hän’s feet, and about 
what they should feel like in shoes. If this is not a 
question of avoiding certain responsibilities, then 
it is one of trying too hard. This thus manifests as 
an alienation from oneself, and not so much as a 
ceasing of all activity.

There is a wall and an individual that grew up 
in its shadow. Hän sees Hänself from above in a 
dream/asleep. Inspired by this vision Hän begins 
Hän’s attempts to climb onto the wall. Hän dies 
in the attempts. Hän’s offspring – Hän – buries 
Hän in front of the wall and continues the tradi
tion of trying 
to get onto the 
wall in honour 
of Hän’s 
memory and 
ideals. Hän, 
too, dies in 
the attempts. 
This goes on, 

until one of them gets onto the wall and sees 
Hän’s predecessor from above.

In its distorted starting points the fundamental 
information is presumably not mediated from 
one person to another, because we are on the 
level of referential grasping (as a visitor to the 
body), not on the level of original experienc
ing (as the maintainer of the body). In these 
circumstances placing the successor out of Hän’s 
independence onto the level of that very mo
ment’s development takes Hän even further from 
Hän’s own origin, so that, from the viewpoint of 
an educated age, socalled humanity is accentu
ated, as is the way that the human being relates 
to Hän’s own models, and not how Hän reacts 
to reality, but rather to what Hän makes true. As 
a floor, wooden floorboards painted together do 
not behave like untreated wooden floorboards, 
rather, the paint binds the planks together, seal
ing them off from their characteristic properties, 
from creaking. And the wood is forgotten. In a 
state that has been extended into a tradition, it 
has, thus, simply not been said which features 
come from their true self, i.e. their species, and 
which are the consequence of influences. 

rail: “How did you feel when you came out of the 
cage and went out to the street?”
Hsieh: “I had prepared my mind, but my body 
was weak. I felt as though there were wolves all 
around me. I could feel the sense of survival, an 
aggression in everyone. Sometimes I find I have no 
answers to questions about that experience.” 16

The char
acteristic 
features of 
plants give us 
to understand 
that their goal 
cannot be ap
proached oth

Juha Laakkonen 

dance to the origin
with a knife on a painted 
wooden floor
4 m × 22 boards
_

15. ‘Hän’ is the Finnish 
third-person singular 
personal pronoun used 
indistinguishably for both 
‘he’ and ‘she’. It was 
previously (e.g. in a 1776 
Bible translation) used to 
refer to plants, animals 
and human beings, 
although in current usage 
it is limited to human 
beings.

16. Tehching Hsieh 
interviewed by Brooklyn 
Rail. Discussing his first 
year-long performance, 
in which he spent the 
year in a cell he had 
constructed in his studio, 
(“Cage Piece”). 
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er than by growing towards it. Their own resourc
es are thus bound to the location. on an island, 
species take on whatever free (in the absence of 
some essential species) state is meaningful from 
the island’s viewpoint, without a referendum on 
the distribution of jobs left unfilled. on an island 
species have the habit of either growing or shrink
ing compared with representatives of the same 
species found on the mainland. That growing17 
and shrinking18 depends on the ability of the spe
cies to regulate their own proliferation. Among 
dwindling species has been ranked the human 
being (incapable of regulating its proliferation). 
As regards adaptation, we understand from plants 
that the soil and the complementarity of the plant 
characteristics comes first, so that the seeds will 
not awaken to life without the soil/conditions 
being favourable for them. rejecting the tools 
designed for adapting oneself to environmental 
conditions (e.g. climbing with a safety rope does 
not express the nature of climbing, because it 
is not rooted in the reality of the geographical 
conditions) promotes the body’s selfadaptability; 
on the other hand, adapting one’s environment 
to oneself atrophies the strengths hidden in one’s 
own being, in both a physical and a mental sense. 
The comfortableness of sleeping on a hard floor 
stems from the body getting used to adapting to 
what is beneath it, and thus getting to exercise 
its natural pliability. Adjusting what is beneath 
one (softening it) to make it comfortable for the 
body, meanwhile, degenerates physical pliability, 
consequently giving a mental impression of the 
discomfort of a hard base. Practising this kind 
of asceticism involves the pursuit of one’s own 
innate bodily comfortableness.

I tried to penetrate a piece of wood with 
my thumb. The piece was timber about the 
length of a short arm, sawn at both ends by 
some unknown person. To start with, my 
progress was quite promising, the interior 
of the wood still being succulent with life. 

even though the life felt like it was leaving 
the piece of wood belatedly, time ultimately 
hardened the wood in my absence to be as 
solid as bone. Its moisture evaporated, and 
my pushing suddenly felt like the wood’s 
own ceremony, the forcing of bone against 
bone, with my own flesh in the way. I felt 
like I had been tricked, and gave up.

Practising bodily endurance and repetition 
produces results both in the body and also in the 
sphere of the mind. Circular breathing (which 
is done in practice by breathing in through 
the nose at the same time as squeezing out the 
air stored in the cheeks), when playing wind
instrument music, is interesting in that achiev
ing the goal demands mastery of the skill of 
maintaining a continuous air flow, which means 
an unbroken, i.e. rhythmless, sound maintained 
by rhythmic physical repetition. The body is thus 
cancelled out in its repetition, making possible 
an unchecked flow of air. In just the same way, 
the optimal running speed for endurance is one 
that does not call for breathing, but in which 
the air passes through the open mouth without 
effort. Selfregulation of breathing is a great asset 
for concentrating under strain. Training for run
ning according to the LungGomPa tradition 
is essentially breathing oneself light, and not so 
much about strengthening muscles19. I would 
understand it as dressing in air. 

when it comes up against the limits of the 
body’s functions, the mind lets go of its norms. 
when motor functions become independent, 
carrying on their task, at the mind’s repeated 
commands, the mind transcends the powers 
possessed within its body, ‘gets out of hand’ and 
lets go of physicality. From that moment on, the 
body maintains continuity the more assuredly 
the further away the mind is from the centre 
that guides it, from its conscious commands. 
This is like standing with your feet apart on the 
opposite edges of an opening crevasse, when it 

17. The flightless Kakapo 
native to New Zealand is 
the world’s heaviest par-
rot and lays eggs once 
every four years. Euro-
peans who made early 
observations described 
kakapo hunting as like 
picking apples, all they 
needed to do was shake 
the tree and wait for the 
bird to fall to the ground. 

18. The world’s small-
est flightless bird, the 
Inaccessible Island Rail, 
is found only on the Inac-
cessible Island. On an 
island 40 kilometres from 
the world’s geographi-
cally most remote human 
habitation, Tristan da 
Cunha, which is 2429 
kilometres from the near-
est habitation, the island 
of St. Helena.

19. Govinda, Ibid., p. 129 
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is only a matter of time before your limbs give 
way and you fall into the valley that has emerged 
between them. 

“The mountain top of prideful self-exaltation is 
barren and windswept; the valley to which we 
descend when we see ourselves rightly is blessed with 
well-watered soil to bring forth fruit in abundance. 
It is the farmer’s image of bottom land, rich and 
fertile. […] the valley of love and delight.”  20 

Falling between body and mind (the two 
separated by opposing wills), i.e. to the bottom 
along which they flow against each other, means 
breaking free of time. one’s consciousness shifts 
from thoughts to the body’s own repertoire21. 
The operation is in its way a selfdeception or a 
numbing of one’s selfhood so as to allow closer 
investigation. An encounter with the immutable 
counterforce of selfcontrol free of individuality, 
which gives rise to influences that fill experiences 
with unimagined content. Therefore dedication 
to the self bounces us back into the plethora of 
alternatives, which unites us by learning with the 
state of affairs to be controlled22.

on the Island23

Learning is at best a lack of references to the 
topic being gone into, an enhancing of one’s 
ability to adapt. deliberate separation of oneself 
from fundamental influences makes it possible 
to confront the topic with fresh eyes, with which 
one may see the topic’s potential, i.e. one’s own 
in relation to it, instead of seeing it as the kind 
of thing it is said, or assumed, to look like, in 
the kind of form we are used to. To crochet 
something (any object) it is enough to learn 
crochet technique and to have the necessary 
tools, a sufficient amount of yarn and a hook. 
The shapes emerge at best by investigating their 
contents, not imitating shapes. In other words, 
making a shirt does not require shirt patterns, 

but the ability to envisage one’s own/the relevant 
torso, as a cover for which the shirt is being 
made24. Admittedly, making garments accord
ing to patterns works, and to a great extent even 
in the desired way, and it is easy to adapt them, 
but in that case the shirt in question is like a 
ship that is unable to come to land, for fear 
of unexplored shore waters – of possible reefs. 
whereas a local captain who knows the island 
inside out, knows precisely where it is possible to 
come in to land. 

I went up from the ice into the island’s for
est, forest covered all the edges of the island. 
I trudged in the snow to a clearing in the 
middle of the forest. In the middle of the 
clearing was a bale of hay. Light snow fell 
from the sky, it was perfectly quiet, the frost 
had let up a little. Mist hid the outskirts 
of the forest, the clearing vanished at its 
edges into the whiteness. The hay bale was 
a little concertinaed, as though it had fallen 
straight down from above. From within it 
smoke rose. Its exterior was not burning, 
the flame smouldered deep in its interior, 
burning through the hay slowly towards the 
earth, the unbroken ice. The black smoke 
turned grey as it rose.

Always starting from the beginning makes it 
possible in a practical sense to objectify oneself, 
to move into objects25. Starting from the 
beginning means inspecting one’s own living 
surroundings, putting oneself into the changes, 
regular cleaning up of the flotsam and jetsam 
on one’s beaches. In order not to forget the 
value of essential actions, which goes unnoticed 
in habitual actions. Primitiveness of informa
tion means not trying to shape the perceived 
information using amalgams that ultimately 
turn against their origins, i.e. distort its appear
ance. Learning from the earth means separating 
oneself from the influences of the learned. 

20. Whitson, Ibid., p. 258 

21. This is also the objec-
tive of the practice of 
the Jesus Prayer in the 
Orthodox tradition as ex-
plained by Archimandrite 
Sofronie Saharov. Begin-
ning as a verbal recitation 
and gradually elapsing 
into a unification of mind 
and heart, and into a 
‘self-active’ prayer, which 
takes an active place in 
the person, without any 
longer requiring any spe-
cial effort of will, and thus 
helps to achieve a degree 
of connection with God 
on a level that is free of 
concepts and images.

22. Thirty birds (si 
morgh) meet the king 
they seek as a ‘thirty’ 
bird (simorgh), “…‘I am 
a mirror set before your 
eyes, and all who come 
before my splendour see 
themselves, their own 
unique reality; you came 
as thirty birds, not less 
nor more’…”  Attar, Farid 
Ud-Din, The Conference 
of the Birds. Penguin 
Books 1984,  p. 219

23. Diversity is empha-
sised and specialisation 
occurs when species are 
faced with a reduced 
scale of possibilities. A 
bird that has arrived on 
the spot as one divides 
into 58 specialists in 
their own fields, with 
other species simplifying 
amid the abundance of 
nutrition, preserving the 
challenging nature of the 
demands of satisfying the 
hunting instinct. Depend-
ing on the size and loca-
tion of oceanic islands, 
climatic stability follows 
on from the temperature 
stability of the surround-
ing waters. The seasonal 
temperature differences 
are reduced considerably 
compared with internal 
temperature differences 
of the land masses on the 
same latitudes. 

24. Cf. Personal confiden-
tiality protection is made 
out of made-to-measure 
cloth. The height, head 
circumference, and the 
added length by the 
shoulders on both sides, 
When one dresses in the 
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I intend to swim to a flowering inland 
island. I intend to separate one plant26 – 
Hän – in Hän’s early growing period to be 
my mentor. I intend to lift Hän with Hän’s 
roots and isolate Hän from the others, at 
such a distance that their roots will not 
be able to unite. I intend to wait for Hän’s 
emergence. In the rain I intend to bend over 
in a continuation of the earth between Hän 
and heaven, so that Hän’s place of slumber 
will remain dry of rain. I intend to store 
rainwater for my own needs. I intend to 
commit myself to a rainwater fast so as to 
strip myself of myself, of my stock of waste 
products. I intend to boil the water before 
drinking it. I intend to urinate, watering 
Hän and Hän’s place of slumber while Hän 
is growing, this is to be the water for Hän. 
Always before urinating, I intend to perform 
a dilution dance, shaking myself. with the 

rain I intend to bend in a continuation of 
the earth between Hän and heaven, so that 
Hän will be preserved untouched by water 
falling straight from the heavens. I intend 
to concentrate on Hän’s example, to try to 
renounce my own  initiative, and to act only 
on Hän’s urgings. I intend to write down 
Hän’s teachings. on the day of resurrection, 
the day Hän bursts into flower, I intend to 
lift Hän and Hän’s roots, and press Hän 
into Hän’s celestial ceremonial dress. Then 
we will return to civilization.

garment in question, i.e. 
when placing one’s head 
in the ‘cup’ one has made 
for the dimensions of the 
head, the garment drapes 
around oneself only just 
reaching the ground at 
the sides and front, the 
cloth thus enshrouding 
one completely within 
it, enclosing one in its 
environment away from 
visual connections, 
leaving one exposed to 
external threats. In the 
corners of the rectangle, 
extending to the sides on 
the ground, stitches can 
be made, thus making it 
possible to nail oneself to 
the spot.

25. Cf. Conlon Nancarrow, 
who composed almost 
only for the player pianos, 
making the rolls to be used 
in them by hand. 

26. Lily of the valley 
(Convallaria majalis)
_
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This text is made up of islands of information. 
I call them “islands”, because they may seem 
somewhat disparate and unrelated to each other. 
I chose not to write a more cohesive text, where 
the subjects overlap in some core area of inter
est. what would that have been, a peninsula? 
Then the part that was attached to the mainland 
would have led to an unknown area that was 
entirely omitted from the text. To pursue this 
metaphor further, one might say that the sur
rounding ocean is made up of all the things that 
aren’t mentioned in the text. That’s a huge lot of 
stuff. what this means is that writing is always 
undertaken from a disadvantageous position. 
The text, as mentioned, consists of different 
sections, and I think it is the better for it. This 
way, the reader has to make her own connec
tions. The alternative would have been to try to 
phrase things in a more general and explicit way. 
But that wouldn’t have offered any insight. The 
different parts need to have depth. The way I’ve 
done it, there is the chance that the reader will get 
lost, which would be my fault entirely. But at least 
we will have got to know each other a little better.

Magical thinking 

In this section, I’d like to share some of my 
thoughts about my own artistic work. To my 
mind, the word work has a confusing number 
of connotations. And yet, it remains in my own 
vocabulary, as well as that of my peers. This 
forces you to address it, if only by formulating 
your own personal philosophy on it. The expres
sion magical thinking appears in the title of a 
book by Joan didion. when I began to use the 

expression, to describe my way of using quota
tions, for instance, I hadn’t yet read the book. I 
view quotes as small pieces of information that 
are easy to grasp, that I interpret at my own 
discretion, without worrying too much about 
what they really mean. Learning some canoni
cal interpretation afterwards will only help my 
understanding grow. or, well, perhaps not. An 
example of a quote that I have mulled over and 
thought about for years without learning of other 
people’s interpretations is the following from 
Shakespeare’s Hamlet: “There are more things in 
heaven and earth, Horatio, than are dreamt of in 
your philosophy”1. Sometimes, I’ve never learned 
the true meaning, or even the source, of certain 
quotes, and have still arrived at my own under
standing of them. To some extent, I also apply 
this brand of magical thinking to texts from the 
field of art theory. Here, I do it almost solely for 
the purpose of fuelling my own artistic practice. 
There are some things you simply have to share 
a common language for. You could say that in 
magical thinking, everything is permitted. There 
are no rules to follow, and anything could be 
used to explain anything else. of course, these 
explanations are subject to some reasoning on 
my part. But this reasoning isn’t really based on 
knowledge in the traditional sense, where it is a 
way of arranging information in a practical way, 
to allow for consistent interpretation. 

I used to hold the belief that if the idea for a 
piece is good enough, its creation will be more or 
less automatic, and require only minimal effort 
on my part. It would simply gush forth onto the 
paper, workspace, or keyboard, and turn to gold 
immediately. This made me feel that there wasn’t 

erIC LeNGTH
Finally getting to the roots of the tree of knowledge
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1. Shakespeare, William, 
Hamlet, Cambridge 
 University Press, 1999, 
p. 143
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much point in performing unnecessary physi
cal tasks. Now, I know better. There’s nothing 
wrong with placing emphasis on thinking, and 
regarding it as a kind of work in its own terms. I 
knew that well enough. But eventually, I realised 
that no matter how brilliant an idea may seem, 
this perceived greatness had very little to say 
about what it would be like once I began to do 
the physical work in
volved. on occasion, 
certain aspects of an 
idea might actually 
seem realisable at 
first. This is the hon
eymoon phase, and 
it will soon be over. 
Then, inevitably, all 
of the problems that 
couldn’t be predicted 
during the idea 
phase begin to make 
themselves known. 
A possible solution 
would be to begin by 
carefully determin
ing what I want, how 
I want it, and why. 
If all of those things 
were clear to me, per
haps the transition 
from idea to actuality 
would become easier. Unfortunately, I have never 
been particularly well suited for this strategy. It’s 
as though the magical thinking is too fantastic 
and fragile not to fall apart if exposed to logical 
and rational methods.

I have revised my own views concerning ideas 
and their actualisation. It’s good to do physical 
work on ideas, but this shouldn’t be done for its 
own sake. The benefit is in the knowledge of the 
transition from idea to reality that the experience 
provides. This knowledge cannot be expressed, 
and it’s difficult to know for sure that it exists at 

all. Not that there would be any point in trying to 
find out. It’s as though it seeps through reality to 
make its way back to the magical thinking, to join 
its essence. This is why I must never be completely 
certain what to make, how to do it, or why. I have 
to trust my intuition to decide for me, so that I 
can avoid interfering with the magical thinking. 
when I’m installing an art exhibition, however, 

I will inevitably ar
rive at a point where 
magical thinking will 
cease to be produc
tive. only then will 
I begin to control 
my decisions in a 
deliberate, cerebral 
way. The transition 
is gradual, of course, 
which allows me to 
see and analyse the 
results of my intuitive 
decisions.

I don’t know of 
any way of defining 
the concept of artis
tic work that covers 
every aspect of it. No 
matter how I twist 
and turn it around 
in my mind, I can’t 
conceive of artistic 

work as anything other than thinking. Perhaps 
one ought to be more conservative, and claim 
that the concepts of artistic work and thinking 
are merely entangled with one another. Unfor
tunately, this only serves to bring into view a set 
of new problems, related to the issues we come 
across when they are viewed as entirely separate.

Plasticity

during the autumn semester of 2009, I studied 
at the oslo Academy of Fine Arts. I spent a lot of 

Eric Length / Master of Fine Arts 2

Eric Length

untitled (Summon)
Soot on paper
201 × 73 cm



123

my time there thinking, writing, and research
ing various subjects. By the end of the semester, 
I had only created two pieces: an installation 
and a sculpture. But to me working more slowly, 
and with greater depth, seemed most worth
while. I was interested in the music, fashion and 
ideas of the goth2 subculture. The installation 
I showed at the academy’s winter exhibition is 
called  Devotional Hardcore. The title refers to the 
culture of fanhood and idol worship that is so 
prevalent within this genre. The installation con
sisted of twodimensional geometric shapes made 
from black plastic, chains, and various pieces 
of paraphernalia. I was interpreting the goth 
aesthetics that had inspired me, or rather perhaps 
translating it into art objects. Alongside the 
installation, I showed two photos; one of a scene 
from The Sorrows of Young Werther by  Johann 
wolfgang von Goethe, and another of two teen
age girls wearing makeup and accessories typical 
of the goth style. I wanted to highlight some 
connection I perceived between the goth culture 
of our day and the Sturm und Drang 3 period in 
German literature. The practices of working with 
readymade materials and sampling the aesthetics 
of subcultures are practices that remind me of the 
American artist Tom Burr. He uses plastic, vinyl, 
and latex in his pieces, and presents them in a 
way that gives them a fetishistic quality. Another 
important inspiration of mine is the Cuban
American artist Félix GonzálesTorres. where 
their subject matters coincide, you could say he 
represents the light side, as opposed to the dark 
side represented by Burr. The aspects of these 
artists’ work that inspire me are their expressions 
of pain, life, passion, and love, as well as their 
choices of materials.

when I returned to Malmö Art Academy 
at the beginning of the spring semester of 2010, 
I continued to work with sculpture. I began to 
make objects from airdried clay, which I painted 
with lacquer. Several of them had chains and 
studs embedded in the clay. Instead of working 

with readymade materials, as I did in Devotional 
Hardcore, I wanted to base my work on a mate
rial that had some level of plasticity, and clay 
was the first thing that came to mind. These 
sculptures are suggestive of organic shapes, limbs 
perhaps, but they are also reminiscent of utensils 
and tools. I didn’t anticipate this, but it became 
obvious to me early on that viewers reacted 
strongly to the fact that the sculptures looked 
like ceramic objects. I had expected the sculp
tures to trigger completely different associations, 
if any. The fact that they remind people of pot
tery seems to be more offensive than anything 
else. Perhaps this is because of the fear within 
the art world of being associated with design 
or arts and crafts. At this time, I was reading 
Ornament and Crime by Adolf Loos. I wanted 
to know more about what made ornamental arts 
and crafts, and design, so objectionable. I agree 
that decoration without function isn’t a particu
larly desirable goal, in arts and crafts or in fine 
art. But I hadn’t realised that this feeling is so 
widespread, and has been for so long.

when I thought about how the clay sculp
tures had been received, I wondered if this 
might be a case of the uncanny in the Freudian 
sense. That was something I was striving for, but 
couldn’t quite express clearly to myself yet. Then 
I realized that this wasn’t the uncanny at all. I 
read The Uncanny by Nicholas royle, and found 
a specific notion there that gave me cause to re
consider the implications of my clay sculptures. 
It is called defamiliarisation4, and is the process 
whereby the form of an object can change with
out any change being made to its nature. The 
example he uses is the common 19th century 
practice of punishing somebody by flogging their 
behind. If the victim had been exposed to an 
equivalent amount of pain by being pricked in 
the arm with a needle, the phenomenon would 
change its form, but the nature would remain 
the same. The way I see it, the nature of the 
chains is changed in my clay sculptures, but their 

2. Goth is a musical style 
and a politically and 
religiously unaffiliated 
subculture that grew 
out of the punk and new 
wave movements.

3. Sturm und Drang 
is the era in German 
literature that followed 
the Enlightenment. Its 
characteristics are pas-
sion, social critique, and 
a passionate belief in 
the rightness of strong 
emotion, as well as its 
uninhibited expression.

4. Royle, Nicholas, The 
Uncanny, Manchester 
University Press, 2003, 
p. 5
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form remains the same. That’s the opposite of 
the example above. They have been taken out of 
their original context, and placed into a new one. 
I think that applies equally to the way Tom Burr 
uses materials associated with BdSM 5. It’s not 
like changing the lash of the whip to the prick 

of a needle. The nature of 
the materials is changed, 
or even tamed. If I see a 
depiction of a real instance 
of bondage practices or 
something of that kind, I 
feel some level of discom
fort. It’s not just because 
of the actual event. I think 
that an important part of 
the explanation is that the 
form of the event is altered, 
to allow the phenomenon 
to be controlled as it is 
reenacted. It’s the prick of 
the needle instead of the 
lash of the whip.

I don’t mean to say 
that one or the other is the 
Uncanny. I mentioned the 
plasticity of clay earlier. 

what I am getting at here is that ideas can be 
plastic as well. That is to say, an object’s nature 
can be altered without any change being made to 
the physical form.

It’s also worth mentioning how leather, 
studs, latex, and other materials that have 
become the objects of sexual fetishes have 
been adopted as attributes within the fashion 
industry. when fashion designer Hedi Slimane 
worked for dior, he used studs and leather, and 
his designs were evocative of the subcultures I 
mentioned previously. Considered as neutralised 
attributes, this brings us back to the contempt 
for ornamentation. what could a tightly knotted 
strip of rubber or a stud possibly be other than a 
decoration?

A change in the nature of an object without 
a corresponding change of form doesn’t neces
sarily have to be the end. Not even when it is 
distorted to the point of becoming a decorative 
detail on a leather jacket. I think these things 
could be reclaimed, the same way that parts of 
the gay community have reclaimed the word 
“queer”. It used to be a derogatory term, but 
once reclaimed it could be used with dignity. 
However, some phenomena just have a limited 
lifespan. At first, the external aspects are no 
more than a natural consequence of the content. 
Then, gradually, the external attributes replace 
the core content, as it becomes played out. This 
is exactly what happened to the punk move
ment. Studs, mohawks, and leather jackets were 
all assimilated into the mainstream of fashion. 
The political message at the core of punk music 
became irrelevant. At the very least, it lost its 
relevance as a reaction to the political situa
tion in Britain under Margaret Thatcher in the 
1980s. But the aesthetic and the music evolved 
to become New wave, and then goth.

Internet forums are rife with heated discus
sions about the states of various subcultures. 
determining what is authentic (and what isn’t) 
seems to be a top priority. This requires investi
gations into the archaeology of pop culture, and 
I think that for most subcultures, the discovery 
to be made is that they’ve already had their day. 
once you can define the characteristics of a style, 
it has already gone from being counterculture 
to being mainstream. The avatars of the forum 
members reveal their dedicated efforts to appear 
as authentic as they possibly can in the hundred 
or so square pixels allotted. Heavily made up, 
with black eyeliner, they brush their locks of 
peroxidedamaged hair aside, to subtly show off 
the scars on their wrists.

My interest in sculpture, in different kinds 
of materials, and in their potential plasticity has 
stayed with me. But I have become more cautious 
about using charged materials like chains, black 
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plastic, studs, and so on. I still use them, because 
I find them to be beautiful materials. Perhaps the 
problem is just a matter of being able to present 
the materials in a way that brings this beauty out. 
The beauty I am referring to arises when they are 
perceived as the objects they are presented as, not 
the objects one knows them to be.

The Physical Body

eight years ago, I bought a book in a second
hand book store in Gothenburg. Since then, I 
have read it to pieces, more so than any other 
book I own. Its title is Atlas for Human Anatomy 
for the Artist, and the author is Stephen rogers 
Peck. It contains particularly skilfully drawn 
illustrations of the human body and skeleton. 
I have made drawings of, or used as reference 
for drawings, most of the images in the book, 
especially the pictures of parts of the skeleton. I 
find the shapes of the bones fascinating because 
they are objects we carry around inside of us, yet 
never get to see. when you see a picture of the 
bones of the pelvis for the first time you both see 
it and feel it at the same time. This simultaneous 
seeing and feeling is unique. The bones are so 
familiar to us, and still so alien.

In several of my drawings of people, I try to 
draw the body as though its form corresponded 
to the state of mind. It could be a girl who looks 
completely normal save for a pair of unusually 
long legs. or a child whose hand has been fused 
to a sculptural object. These are surreal images, 
and the motifs take some effort to invent. The 
challenge is to come up with situations that feel 
interesting and unexpected, without seeming too 
calculated.

My fascination with human anatomy is 
also apparent in my sculptural work with clay. 
To some degree, I think of the body as a tool or 
utensil. different body parts have different func
tions, just as tools do. In this way, they are banal, 
and replaceable. But just as in the drawings, 

absurd situations can arise if the conditions are 
simply altered a little.

In a way, it’s obvious what the body is, and 
isn’t. The physical body has a beginning and an 
end. If you like, you can think of it as different 
levels. The flesh is the body. The hair and nails 
are also the body, but they die and grow out 
again. Beyond this level there are prosthetics, 
then piercings, and beyond that, other decorative 
jewellery that isn’t inserted into the body. To me, 
this means that the body is not a constant. It is 
extended in space, yet contained within itself. It 
has a fixed value, and a value that requires defin
ing. It is inviolable, and the scene of violence.

True to you

To some degree, I have been working with pencil 
drawings during my entire time at the Art Acad
emy. The beginning of my artistic career was 
thus strongly influenced by my own thoughts 
concerning drawing. The drawings taught me 
what interests me, both during and after work
ing on them. drawing helped me shape my 
own aesthetic, and find subjects to work with. 
These two elements are connected, and the most 
important thing has been to understand that 
connection. Although my artistic practice began 
long before I was making drawings at the Art 
Academy, these drawings helped me understand 
and formulate my own artistic vision. Under
standing what interests me has led me on to the 
question of why it interests me. This has involved 
selfcritique as well as an investigation into my 
own underlying motives. Bit by bit, this process 
has grown to become a subject in its own right, 
or at least been fused to the other subjects. I 
consider it the most important element of my 
artistic growth during these last few years. It is 
also the most valuable lesson I’ve learned during 
my formal art education.

Years before I was admitted to the Malmö 
Art Academy, a number of artists had a great 
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 impact on me and my drawing. They were 
Joseph Beuys, Louise Bourgeois, Henry darger, 
and Lena Cronqvist. especially Joseph Beuys. To 
say I was influenced by Joseph Beuys is prob
ably an understatement. Totally consumed by 
him is a better way to put it. Most of all, I was 

captivated by his 
drawings and 
watercolours. 
In hindsight, 
it seems likely 
to me that the 
myths surround
ing Beuys’s 
person were a 
contributing 
factor as well. He 
was an occultist, 
who experienced 
extraordinary 
things, and ac

quired extraordinary insights. I can see now that 
I related to him in the same way that I related to 
another one of my idols, the British pop singer 
Morrissey. That is to say with complete, uncriti
cal, naive devotion. ordinarily, when I become 
interested in another artist’s work, I use it to 
chart a map and plot both the positions of others 
and my own. The relationship I had to Beuys, 
however, was not quite like that. My interest in 
Beuys generated a large number of drawings that 
were all more or less flagrant copies. It’s difficult 
to evaluate an artist’s work when you feel that 
way about it. on the other hand, it’s even more 
difficult to discover the romantic qualities of 
the work if you don’t feel that way about it. of 
course, you might grasp it intellectually, even 
though you can’t feel it as strongly. An impor
tant consequence of my passion for Beuys was 
that it made me think about the ramifications 
of romantic ideas, my own as well as other peo
ple’s. I suspect that a significant number of the 
dictators in the world have at some point in life 

been hopeless romantics. Fortunately, the havoc 
wreaked by most romantics only affects their 
own lives, if they end up wreaking any havoc at 
all that is. But I am convinced that it is a danger
ous disposition to have.

The event Horizon

during my first two years at Malmö Art Aca
demy, I made a series of drawings that I called 
Fountainhead. The title is borrowed from the 
novel by Ayn rand. I chose the title for its poetic 
qualities, not for rand’s ideas about the indi
vidual as the smallest minority on earth. Treat
ing the individual as the atomic unit of social 
reality commits you to the use of expressions like 
‘fountainhead’, which is every bit as liberating as 
it is limiting.

Swedish poet Bruno K. Öijer once said the 
following about his work: “... every human be
ing is larger than her situation, and our future 
depends on our ability to mourn what we have 
lost. Life and social progress can take everything 
away from you, rob you of it all, but nobody can 
take your memories away, nobody can steal your 
feeling of sadness.”6 Öijer speaks of the individual 
being larger than her situation, as opposed to 
being the smallest unit, but he also states that 
there is a minimal level of human existence. He’s 
not talking about a fountain. There are obvious 
political elements in the writings of both of these 
authors. rand is a laissez-faire capitalist, while 
Öijer is a leftist. Comparing them will naturally 
uncover conflicting positions. despite this, I find 
it interesting to look at the world in both of these 
ways at once, to try to understand the human 
condition. It gives the sense that the event hori
zon of the human soul is undetermined. Probably 
as fragile as a soap bubble. Sometimes large 
enough to envelop the whole world, sometimes 
barely large enough for a single heart. An event 
horizon is the imaginary surface of a black hole. 
once it passes through this surface, neither light 
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nor matter can ever exit it again. I referred to the 
surface as imaginary. Sometimes I have imagined 
it as liquid chrome, so black you can see your own 
reflection in it. But of course, nobody could ever 
know what it looks like. Perhaps it is the same 
with human beings, but for philosophical reasons 
rather than physical ones. Perhaps it can never be 
said where a human being begins or ends.

Lament

In my graduation show, I exhibited a series of 
pencil drawings under the title Lament. The 
drawings depict images displayed in computer 
windows. The interface is from the Apple Preview 
software. The idea stemmed from having saved 
digital copies of my initial studies for all of my 
pieces ever since I got my first computer. Because 
of this, the images always present themselves to 
me within this virtual frame, which I am prone 
to overlook due to overfamiliarity. Further to 
this, if I see a picture of a horse, I think “I see 
a horse”, not “I see a picture of a horse”. If I 
remind myself of the frame that makes it clearer 
that this is a study, and a picture. By including 
the picture frame in the drawings, I want to 
increase the distance between the viewer and the 
subject. I mean the emotional distance, not the 
physical distance.

The drawing of the horse displays a motif 
that is in every way a depiction of a horse. It’s not 
really a very typical picture of a horse. It even 
looks a little sad, as though it were tired of just 
being a horse representing a horse.

Another drawing depicts a woman with a 
tattoo on the small of her back. This idea came 
to me after a conversation I had with a female 
colleague. we were discussing the role of lower 
back tattoos as indicative of social class, and 
their very intentional sexual implications. My 
colleague said that she wished she had gotten a 
tattoo like that, as an ironic gesture. we agreed 
that the tattoo would no longer have been vulgar 

if she had done it in that way. The irony of it 
would have overpowered the vulgarity. I can 
accept, and even appreciate, that the meaning 
of an image can be significantly altered without 
the image itself being changed in the slightest. In 
this case, however, there was an exploitative ele
ment. My colleague, through her work, has the 
knowledge and cultural capital required to make 
the tattoo an ironic gesture. But this shift in 
meaning doesn’t occur because she possesses this 
knowledge. It occurs mainly because the group 
that invented the original 
image lacks the knowledge 
required to understand the 
new meaning.

A third drawing from 
the Lament series depicts 
a picture window contain
ing a starry sky. In 2009, 
at the annual exhibition 
at Malmö Art Academy, 
I showed a much larger 
drawing of a starry sky. The 
title of that piece is Vi föd-
des med en oerhörd saknad 
(We Were Born With an 
Immense Sense of Longing). 
It measures 102 by 73 cm, 
and took several hundred 
hours to complete. In the 
piece, the firmament is a 
simile for an existential 
fact: the mystery of our 
existence is as incompre
hensible as the seemingly 
eternal darkness of space. 
But the later version from 
the series Lament, instead, 
reveals the limitations of 
the firmament as used to 
express existential issues. The simile relies on the 
consensual connotations of the starry sky. The 
more elaborate the simile, the greater the freedom 
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it allows for thought. But there is still a balance 
to be maintained between the infinite spirals of 
associations on the one hand, and the eternal, 
unicellular matrix of nothingness on the other. 

The common element shared by all of these 
drawings I have described above is a sense of 
loss. what has been lost is the innocence and 
independence of the image. This loss brings 
about a feeling of forsakenness, and this is the 
price we must pay for our human understanding. 
The tears shed are those of a vain romantic, but 
they actually come from a child within, refusing 
to understand that sadness is the deepest source 
of meaning in our lives.

I still stand by the reasoning behind the 
larger version of the drawing of the starry sky, 
but my attitude has changed. My intentions 
there were different than they were when I made 
the smaller version. From that point on, I could 
have chosen to draw pictures of simpler subjects 
that were less burdened with meaning. Instead, I 
drew them again, but from a new point of view. 
My lament is for understanding, for the fact that 
once the idea has been introduced there is no 
turning back. I don’t regret what I have done, I 
just feel sorry for myself.

Shtoom

I first came across the word shtoom in a book I 
was reading. It means mute, silent, or dumb in 
Yiddish. Since I don’t speak Yiddish, I looked it 
up. After I read the definition, I realized that the 
meaning of the word matched the way the word 
had seemed to me before I learned it. The word 
seemed mute, silent, and dumb to me. Before I 
knew its meaning, I had tried to imagine what 
kind of object the word might denote. This re
minds me of thinking about what would happen 
if the nerves for different sensory impressions 
were rerouted. You can’t see the smell of a freshly 
mown lawn. And a word can’t be an object. But 
if it was an object, what shape would it have? 

My purpose in imagining the word as an object 
was to allow the form of the imagined object to 
shed light on the meaning of the word. However, 
this form could never be more than imaginary. 
The thought experiment can never be successful 
other than as a Zen koan7. But this invites an 
interesting question: could there be a word or ob
ject, the nature of which is entirely based on its 
complete nothingness? Probably not. But that’s 
not what makes the question so interesting. 
You see, the question itself reveals a paranoid 
attitude. Instead of proving something, the effort 
is made to disprove it. If this failed, it would be 
easier to accept the results than if one had failed 
to actively prove it. The problem is that the proof 
is inverted. It ought, after all, to be just as dif
ficult to prove every object has an inherent value 
that is incontestably related to its form.

This problem was my point of departure for 
the sculpture Shtoom. It is a rectangular wooden 
box, covered with faux marble Formica. I wanted 
to create an object that was truly mute (shtoom). 
Nothing about it could either affirm or negate 
itself, but must exist. For this reason, nothing 
can be said about the relevance or irrelevance of 
the materials. This is emphasised by the deliber
ate decision to use fake marble. The structure 
might have been nothing more than the wood 
it is made from, but it might just as well be 
covered with faux marble. This is the breakdown 
of language. After the collapse, nothing means 
anything (and everything means nothing). This 
emptiness is also the fulfilment of a longing for 
purity, in the sense that it is preferred over some
thing that requires belief to exist.

“I have assumed depressed persons to be atheistic – 
deprived of meaning, deprived of values. For them, 
to fear or to ignore the beyond would be self-depre-
cating. Nevertheless, and although atheistic, those 
in despair are mystics – adhering to the pre-object, 
not believing in Thou, but mute and steadfast devo-
tees of their own inexpressible container. It is to this 
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fringe of strangeness that they devote their tears and 
jouissance. In the tension of their affects, muscles, 
mucous membranes, and skin, they experience both 
their belonging to and distance from an archaic 
other that still eludes representation and naming, 
but of whose corporeal emissions, along with their 
automatism, they still bear the imprint. Unbeliev-
ing in language, the depressed person is affectionate, 
wounded to be sure, but prisoners of affects. The 
affect is their thing.”  8

 
The quote is from Julia Kristeva’s Black Sun. 
Kristeva says she has assumed that depressed 
people are atheists. That’s not exactly the same 
idea as the background I just gave for my piece 
Shtoom, but there are similarities. The atheist in 
the quote from Kristeva can be likened to the 
belief, or disbelief, in the supervenience of the 
inherent value of an object on its form. The fear 
of selfdeprecation held by the atheist resembles 
the urge to disprove, rather than prove, some
thing. The conditions are similar, as are the 
consequences. Kristeva writes “... they experi
ence both their belonging to and distance from 
an archaic other ...”9 This is to be understood 
as the same kind of dualistic relation as that of 
the object’s form to its inherent value. I describe 
two different scenarios: the nature of an object 
being based on its nothingness, and the inherent 
value of an object being fully determined by its 
form. There is no comparison being made here. 
The important thing is the urge to achieve one or 
other of the scenarios. 

Impossible situations can arise within the 
boundaries of language. The quote from Kristeva 
is about belief. Language and belief are concepts 
I consider to be intimately intertwined, but they 
are generally regarded as separate. A consequence 
of this is the “unbelief” in language10 that Kris
teva writes of.

In art historical terms, Shtoom could be 
described as post minimalist. But the piece itself 
isn’t really a reaction to minimalism, although 

I can relate to the desire for total liberation 
from something. In the quote below, eva Hesse 
expresses this in a way that is similar to my own 
feelings on the matter.

“I would like the work to be non-work. This means 
that it would find its way beyond my preconcep-
tions… It is the unknown quantity from which 
and where I want to go. As a thing, an object, it 
accedes to its non-logical self. It is something, it is 
nothing.” 11

turned around

we were given our bodies here
by a great enigma that has to exist
for us to be living right now
our ages and egos maintained
like compass needles, trembling
you kiss my eyelids and tell me
everything will turn out all right
you always said that
even when you eventually
had to let go of the world
perhaps you were proven right after the fact
where no proof is required
for anything to exist
under a sun so bright
it leaves nothing secret, nothing unseen
the footsteps in the sand are our own
as though we’d been here before
lead towards the water
as though we’d simply left it all
turned around
and departed

8. Kristeva, Julia, Black 
Sun, Columbia University 
Press, 1992, p. 14

9. Ibid.

10. Ibid.

11. Lippard, Lucy R, 
Eva Hesse, New York 
 University Press, 1976, 
p. 131
_
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I explore the differences between “objective 
science” and “subjective art”, as well as the logic 
inherent to the systems we use to classify and 
shape our knowledge and memories. In my art, I 
describe our subjective relationship to our bod
ies and the selfawareness that stems from this 
relationship, as well as the ways that the body can 
sometimes be misunderstood by others. A body 
with a flaw, that developed into a mutated body, 
an error of evolutionary history: these mutants 
are preserved as specimens in various medical 
institutions and natural history museums, errors 
turned into scientific objects. I have used and rec
reated representations of these scientific objects 
as a starting point for many of my pieces. what 
attracts me to these objects is the way they grab 
their viewers by renegotiating their relationships 
to their own bodies. These objects seem to re
shape us, and by doing so reshape our awareness 
of ourselves. For me, the relationship between 
the body and photography is intensely personal, 
and my intention here is to relate experiences that 
have been important to me and to my projects. 

The beginnings of my method

when I was between nine and twelve years old, 
I had my own secret game. I used to go into the 
bathroom, lock the door, and then stare at my 
reflection in the mirror until I began to look unfa
miliar, like somebody else. Then, I would leave the 
bathroom and experience the world anew, explor
ing my home as if I were visiting it for the first time. 
I opened drawers to rummage through my things, 
and sometimes I might even fail to recognise the 
purpose of a certain object, such as a cheese slicer. 

Sometimes I could keep going like this for hours, 
until somebody commented on my behaviour, or it 
simply didn’t amuse me or feel right anymore. on 
occasion, I’d take the game so far that making my 
way out of the game felt difficult. 

My grandmother died 
during that time, when 
my game was at its most 
intense. I had never met 
her, despite the fact that 
we lived in the same town, 
but I inherited her photo 
albums. The albums were 
full of pictures from a 
lonely life: photographs of 
landscapes, flower patches, 
various parks, and animals 
in zoos. I got to know her through her photo
graphs, and I can tell that she must have enjoyed 
walking down country lanes, taking snaps of 
anything she felt like, even if it was just a lilac 
shrub. All I could see of her was an occasional 
glimpse of her shadow when it strayed into a 
photograph.

Her pictures always make me a little melancholy, 
but at the same time, they are the most beautiful 
photographs I have ever seen. I used to imagine 
having been there when she took some of the 
pictures, and that I was in one of them, espe
cially one of pink flamingos by a river. often, 
I would recognise the places she had visited as 
well, unless I was simply misremembering things 
after having seen her pictures. My own memories 
became mixed up with her pictures.
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Since then, I’ve never felt that reflections in 
mirrors were real, and the same goes for photo
graphs. For me, a reflection can only be real if I 
am able to change the picture into something I 
could have experienced.

In the earliest stages of my artistic work, I be
came interested in the way the body is portrayed 
and depicted in different photographs, more 
specifically ones used to characterise mental 
and physical ailments. Medical photographs are 
often taken of patients in the nude, even though 
this doesn’t always feel essential to the descrip
tion of the illness. The photographs that inspired 
me the most were pathological physi ognomic 
photographs. Pathological physiognomic photo
graphy is the practice of photographing patients 
in accordance with a standard methodology 
developed for use in Swedish hospitals around 
the middle of the nineteenth century. Full body 
shots of the patient were taken with a blue or pale 
backdrop, one from straight ahead, one from 
the side, and two portrait photographs. This 
procedure was followed even if the patient only 
suffered from an affliction of the hands. 

I began to look for pathological physiognomic 
photographs in different hospitals in Sweden, and 
I came across four slides taken from a medical 
record. The photographs belonged to an image 
archive, and were used to describe and diagnose 
various illnesses. every hospital has different 
restrictions and regulations concerning this 
kind of archiving, but this particular hospital, 
which I will refrain from naming here, has al
lowed students, nurses, and doctors to view these 
photographs at various educational seminars. 
what strikes me is the fact that the images have 
been categorised into different groups of illnesses, 
thus losing their individuality since the patients 
in the photographs are anonymous. I can’t help 
but wonder how the photograph can correspond 
to the description of the illness. My critical views 

of medical science cause me to see the obvious 
nudity in the photographs to a greater extent than 
the illness described in the medical records. 

These photographs have an impact on me 
because the naked bodies seem so vulnerable to 
my eyes, portrayed as they are in the unforgiving 
light of scientific objectivity, but another reason 
is that the notion of normality is so important 
in this particular “genre”. often, it is girls and 
women who are represented in this kind of physi
ognomic photography. I feel that the people in 
the pictures are portrayed in a very uncaring and 
harsh way, but I still can’t avoid being fascinated 
by them. I can’t stop looking.

Silent evidence

when photography was invented, this was the 
starting point for an ongoing process of change in 
our perceptions of ourselves, a process that keeps 
changing us every time we see ourselves from 
the outside. once eugenicists put physiognomic 
photography into use, they also brought the so
cial dimensions of the body into view, providing 
us with a story to tell us how we ought to behave 
and who we ought to associate with. we were 
made aware of how a “dangerous” person looks. 

I never fail to marvel at the fact that I get 
frightened when I encounter large men in dark 
clothes. Perhaps I run into somebody on a lonely 
walkway, or outside my front door. He doesn’t 
really need to be that big, either. Maybe there’s 
just something about his posture, or the nervous 
tension in his eyes. The most frightening ones 
ask me for directions or want to know the time. 
why do I immediately pigeonhole these men 
as dangerous? How could I possibly know what 
they are really like? Hasn’t experience taught 
me that these suspicions turn out to be wrong 
most of the time? Because I’ve never encountered 
a big man with scars who actually turned out 
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to be dangerous. The idea of a threat doesn’t 
come from my own experiences, it comes from 
somebody else. Most of the time, the source is 
a headline or an all too convincing story from a 
newspaper. The constitution of the dangerous 
person is firmly imprinted in my mind. 

Allan Sekula writes of how william Henry Fox 
Talbot began taking photographs of prisoners for 
documentary purposes in the 1860s. That’s when 
“dangerous” criminals began to be classified. 
Talbot was an amateur scientist and photographer, 

and in The Pencil of Nature 
he describes an image of 
a broom leaning against a 
doorframe and an image 
of shelves full of Chinese 
porcelain. Here, Talbot 
begins to speculate: if a thief 
were to steal an item from 
the collection of porcelain, 
the photograph could serve 
as silent evidence of his guilt. 
Talbot argues that photog
raphy is a truthful medium, 
while a drawing or painting 
cannot be used for evidence. 
In situations like this, 
only a photograph would 
suffice as evidence.2 At this 
moment, a new instru
ment was discovered for use 
against criminals and the 
impoverished. The criminal 
body was made visible, and 
representations of both the 

fearsome and the fearful could be archived and 
used to identify both criminals and patients. 3 

Failed Phenomena

A possible analogue of the monstrous is the 
failed development, where something small has 

gone wrong and an error has arisen. But nobody 
knows how this error will develop, and the 
results can be devastating for the entire body. 
our physical bodies are constantly changing, 
and sometimes they age at a pace too quick for us 
to handle, which can also cause us to feel physi
cal pain. The physical body can be blown off its 
genetic course, so to speak, and its capabilities 
come to a standstill. 

deleuze and Guattari claim that any life carries 
with it the risk of the organism falling apart, 
something they refer to as “black holes” to 
emphasise the notion that life can be too much 
for a living thing.4 I am thinking of a lifeform 
that mutates, where the result is a deformity, 
or a “monster”. The idea that a person with a 
deformity is a monster might not reflect the way 
we think about these things today, but we still 
come across references to “freaks”. we know how 
they look and act, and we know that everybody 
turns their backs on them and wants nothing to 
do with them. 

I have visited the Charité Universitätsmedizin in 
Berlin and the Vrolik Museum in Amsterdam, 
both institutions well known for their patho
logical medical collections, with vast numbers 
of embryos, skeletons and various embryonic 
mutations. Their goal was to describe different 
illnesses, and the ways they affect the different 
organs in our bodies. These collections have 
been used by many other artists in the past, for 
example Suzanne Anker, whose piece Water 
Babies is a collection of photographs of the vari
ous objects. 

As I walk around among these contorted speci
mens, all sealed up in glass jars and tiny cabinets, 
I imagine their little hands and fingers pressing 
against the glass, meeting my gaze. But their 
eyes are clouded behind the glass, and my gaze 
is clear and inquisitive, and I can feel my breath 
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growing heavier, and my body stiffening up, 
my joints and muscles beginning to ache. The 
pain grows more intense the longer I stare at the 
trapped body. The object itself doesn’t horrify me 
or give me the shivers, but it does create a strong 
affective connection to the physical body. The 
object is transformed by my gaze, and becomes 
me. I become the object.

These objects were originally collected by 
both scientists and private collectors, and later 
donated and placed in small glass jars. I think 
of the monstrous physical capabilities they once 
had, and how they exist now, sealed behind 
the glass. Can they be represented by these 
specimens? Not all of the objects in the museum 
or the collection were included because of an 
illness. The purpose was more researchoriented, 
and in all likelihood, an interest in owning 
such monstrous curios played its part as well. 
Gerard Vrolik (17751859) and his son willem 
(18011863) were renowned scientists during the 
19th century, and possessed the most extensive 
collection in europe at the time. No trip to 
Amsterdam was complete without a visit to their 
collection.5

“The monstrous, the strange, the deviant, or merely 
the different, reveal the laws of nature. And once 
we know those laws, we can reconstruct the world 
as we wish.” Francis Bacon6 

Francis Bacon created a classification system for 
natural history in the 17th century, where he di
vided the field into three areas: Freedom of nature, 
Errors of nature, and Bonds of nature. He also di
vides natural history into the study of the history 
of the normal, the history of abnormalities, and 
the history of experimental results and processes. 
Bacon collected objects in an attempt to under
stand nature, and he also realised much earlier 
than other scientists that monsters are something 
created by nature, and not things of evil.7

In the 1950s, Gilles deleuze explored human 
properties and capacities through the philosoph
ical works of david Hume and Henri Bergson. 
He developed a theory of how human beings, by 
their nature, are set apart from the real world, 
and dream an imaginary world into being to 
protect them from inner and outer turmoil. He 
uncovered the way that human beings sepa
rate themselves from nature by allowing their 
behaviour to be controlled by constructed habits 
and institutions.8 This is how I imagine objects’ 
existence in different museums and institutions 
to be. I’d like to see them liberated somewhat. 

In Powers 
of Horror, 
Kristeva 
writes of how 
the history 
of the subject 
begins with 
jouissance, 
a sense of 
delight and 
wellbeing, 
and abjec-
tion, a sense 
of disgust, 
loathing, and 
humiliation. 
She claims that jouissance is a prerequisite for 
abjection, and that abjection is the actual force 
that maintains the continued existence of the 
subject. The abject is the object of primal repres
sion, a pseudoobject that only appears within 
the secondary repression. The abject has only one 
property, its opposition to the self.9 

Kristeva also writes that there looms, within 
abjection, one of those violent, dark revolts of 
being, directed against a threat that seems to 
emanate from an exorbitant outside or inside. It 
beseeches, worries, and fascinates desire, which, 
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nevertheless, does not let itself be seduced, while 
it protects us from shame and madness. How
ever, abjection is immoral, sinister, scheming, 
and shady, a hatred that smiles.10

eriksson’s Om monstret och människan put me 
in touch with the teratological currents of ideas 
where human beings attempt to understand 
themselves. eriksson claims that the monstrous 
goes through a phase transition in moments 
of stress. Things are set in order to prevent any 
external influence on the inside, and an escape 
route is formed. eriksson shows us how deformi
ty and monstrosity have challenged us to think 
differently throughout the history of philosophy. 

I want to try to understand the monster, and the 
relationship of the monster to its body. I want 
to anchor my art to that specific body. what 
happens when I can’t separate myself from the 
object, when my subject floats through the glass 
and ends up on the other side?

My Cabinet

The term “cabinet” originally denoted a small 
room rather than a piece of furniture. objects in 
a cabinet of this kind could belong to one of two 
categories: artefacts created by human hands, 
or natural history specimens. There were exotic 
materials as well, that represented different 
discoveries from the field of geography. The con
tents of the cabinets were a microcosm intended 
to mirror a macrocosm. 

My collection of stories and thoughts is placed 
in a kind of cabinet, several stories all gathered 
in a room or a piece of furniture. The cabinet 
represents life and fascination for objects, where 
each object has a history that can be connected 
to another. A place where fascination and the ego 
are regurgitated and repositioned in accordance 
with the categorisations of science. 

My collection of objects has become, just as I 
presume collections do for many other people, a 
way for me to understand my own relationships 
to life, the world, and especially the body. But it’s 
not just the collecting that carries meaning; the 
research behind the objects is significant too. The 
invisible element that we can only do justice by 
speaking of could be anything from photographs 
that recur in medical literature, glass objects, 
various instruments, books, and writings; all 
objects that keep reappearing in my art works. 

I have artist Mark dion’s exhibition Cabinet of 
Curiosities in mind here. It contains objects from 
the University of Minnesota’s scientific, cultural, 
and historical collections at the Frederick r. 
weisman Art Museum. The exhibition features 
natural history specimens of plants, various 
skeletons, stuffed animals, and other cultural 
objects. Approximately 600 objects from the 
University of Minnesota collections are displayed 
in nine different cabinets. each one is organised 
thematically, based on renaissance ideas of the 
structure of the world.11 

Another artist who is known for her practice 
of fusing art and science is Christine Borland. 
Her earlier piece Second class male, second class 
female was an installation featuring two recon
structed heads from unidentified human skulls. 
She works with forensic science and medicine, 
including the police and judicial processes, and 
in collaboration with the Medical research 
Council’s Social and Public Health Sciences 
Unit at Glasgow University. She has said: “The 
heart of what I am trying to discuss is very dark, 
very strong and passionate, and if you can reach 
that through quite a rational process, I think it 
becomes more powerful, and importantly, more 
powerful to the viewer.”12

Feeling, as I do, that a representation of the 
world is unattainable, I want to (re)present an 
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individual’s sense of belonging as well as the 
scientific objects, by placing them in a micro
cosm, the cabinet, not to attempt to mirror any 
external macrocosm, but to attempt to under
stand something monstrous within. 
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I am fairly new to working with text. But when I 
think back, I did actually include text in my ap
plication to Malmö Art Academy. True, it wasn’t 
printed on white paper in a legible, elegant font, 
the letters instead being united with the paint
ing, following the lines of my selfportrait on 
the panel. In a drawing, the words encircled the 
outline of a girl, and the image had a quality of 
the religious to it. The text was sloppily painted, 
drawn or written on to the two pieces. But still, 
it was there, serving a purpose. The words in 
these pieces didn’t originate with me, but they 
still concerned my person. The words I couldn’t 
even pronounce were taken from my own medi
cal records. They were all medical terms like 
“shunt”, “ventricular septum”, “fossa ovalis”, 
and “septostomy”. when I applied these words 
to the painting and the drawing, I didn’t expect 
to know their meanings afterwards. If that had 
been my reason for doing it I might just as well 
have asked a doctor or looked them up in an 
encyclopedia. My choice of using those words 

was more a matter of forming a bond with them, 
getting to know them. For me, that was enough. 

I started making drawings of them, just for learn-
ing reasons, while slowly these abstract forms incor-
porated meaning. This is always a great moment of 
language learning, when the meaningless sounds of 
language, abstract sounds, slowly begin to develop 
small pieces of meaning. 1

I wouldn’t include text in my artistic practice 
again until my fourth year at Malmö Art Aca
demy. In the three years that had passed, I had 
gradually moved away from painting, trying out 
other media instead. My sketches for the earlier 
paintings were usually crude drawings that only 
I could make out. But when it was no longer 
always a matter of covering a twodimensional 
space with paint, the preparatory studies changed 
as well. In the beginning, they were no tidier 
than before, but the lines had turned into words. 
The study, the research, that is to say, the process 
itself, had taken on a new significance. Thoughts, 
ideas and problems concerning the work in pro
gress were summarised in a text. every new idea, 
new thought or new problem (but usually the 
same one) increased the scope of the text. 

In text, I discovered qualities I hadn’t found 
in any other media. It made me feel freer, and 
able to express myself in a more direct way. The 
fact that the visual is entirely absent from text 
(depending, naturally, on the choice of installa
tion) was something I considered an advantage, 
a strength in itself. An opportunity to express 
something visual without colour or shape. The 
words were no longer concealed by the properties 

1. Malmö Konsthall, 
Josef Strau, A Dissi-
dence Coincidence but 
W.H.C.T.L.J.S (Malmö, 
CA Andersson, 2008), 
pp. 15-16.
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of the media in question. And they weren’t taken 
from other people either, they were my own. To 
give force to what’s in the story, I will often add 
a sculpture or a photograph to it. Can text alone 
replace, or render form?

I would like to make poems out of real objects. The 
lemon to be a lemon that the reader could cut or 
squeeze or taste – a real lemon like a newspaper in 
a collage is a real newspaper. I would like the moon 
in my poems to be a real moon, one which could be 
suddenly covered with a cloud that has nothing to 
do with the poem – a moon utterly independent of 
images. The imagination pictures the real. I would 
like to point to the real, disclose it, to make a poem 
that has no sound in it but the pointing of a finger.2

I used to say that I experienced text in a more di
rect way than other media. To attempt to clarify 
this I will compare text to painting, considering 
their pros and cons, similarities and differences. 
I choose painting for the simple reason that I 
have had, or rather still have, a strong connec
tion to it. 

Unlike text, painting is independent of time. It’s 
up to everybody to decide for themselves how 
long they want to spend viewing a painting. For 
some, a few seconds might be enough, while it 
can take a lot longer for others. You never know 
for sure when you’re done viewing a painting, 
and this is one of the mysteries of this particular 
medium. How can it be that a certain painting 
only requires four minutes of viewing, when the 
next one demands twice as much? A text, how
ever, has an obvious beginning and ending. All 
you need to do is follow the (western) rules in 
place. Left to right, top to bottom. The longer the 
text, the longer it will take to read. Painting has a 
complicated role within the history of art. Inten
tionally or not, it keeps ending up in a dialogue 
with its own background, for better or worse. 
Text, in my experience, is never questioned in 

the same way. reading and writing are skills that 
almost everybody commands. Since we’re always 
coming into contact with various kinds of texts, 
this also brings about a kind of acceptance of 
the medium in us. Text doesn’t have the same 
forbidding quality, or, rather, if it does, it’s due to 
laziness or lack of interest. But if you look closely 
at a painting and a text, both selected at random, 
they will share a set of problems. 

It doesn’t really matter if the viewer understands the 
concepts of the artist by seeing the art. Once it is out 
of his hand the artist has no control over the way a 
viewer will perceive the work. Different people will 
understand the same thing in a different way.3

It’s about your relationship to colours and your 
relationship to words. The colours in the paint
ing, no matter how carefully they have been 
selected, will never be experienced the same 
way by another person. Ludwig Wittgenstein 
mentions this problem in his book Remarks on 
Colour4, where he discusses our view of the roles 
played by colours, of the origins of reflections, 
and of the significance of shadows. The way I 
see it, the concept of words could replace that of 
colours within his discussion, without the sub
stitution causing the discussion to lose any of its 
relevance. But what of reflections and shadows 
in text? A reflection is something that occurs 
when light collides with a surface that doesn’t 
absorb the light, instead reflecting it on. But 
reflecting isn’t merely something to with surfaces 
and light, it’s also an activity we perform. Fortu
nately, the object of our own reflection need not 
have a shiny surface (or even be a real object). All 
we need to do is direct our thoughts at the motif, 
which will in turn project them on, and if you 
were both positioned at the correct angles, the 
information will reach the reader intact. In this 
case, the shadow may not have as obvious a posi
tion. Is it the words that do the shadowing, or 
are the words being shadowed? reflection occurs 

2. Jack Spicer, My 
Vocabulary did this 
to Me: The Collected 
Poetry of Jack Spicer 
(Middletown, Wesleyan 
University Press, 2008), 
p. 133.

3. Skriftserien Kairos, 
Konceptkonst, Sol 
LeWitt, Paragraphs on 
Conceptual Art (Lithu-
ania, AB Spaustuve Spin-
dulys, 2006), p. 45.

4. Ludvig Wittgenstein, 
Remarks on Colour 
(Blackwell Publishing, 
2007)
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between the sender and the recipient. Might it 
then be that shadows have something to do with 
the context of the situation? The fact that the 
text leaves an impression on the world around 
it, which in turn has an impact on the meaning 
of the text. Torsten Andersson has a different 
theory about the role of shadows in language. In 
a note5 Andersson claims that what actually ends 
up on the canvas or notepaper is merely a shadow 
of our inner language. I’m not sure who’s right 
and who’s wrong, but it’s clear that we have dif
ferent approaches. To me, a shadow is always in 
motion, not something that’s created at a specific 
moment. But the thought of what happens along 
the road between an idea and its realization is 
interesting. If we disregard the viewer of a paint
ing, or the reader of a text, and simply regard 
the artists with their respective media, then how 
likely does it seem that what is to be expressed 
from within/without should end up on/in the 
rectangular surface? How exactly does the hand/
mouth interact with the eye/brain? In all likeli
hood, there will be interruptions along the way. 
So even at this early stage, before the viewer even 
enters the room, there is a miscommunication. 
But on the other hand…

Must we cease to believe in words? Since when 
have they expressed the opposite of what the organ 
emitting them thinks and wants? 
Here is the great secret: 
The thought is made in the mouth.6

Painting and text also have several similarities in 
terms of their practices. The interplay between 
brush and canvas, pen and paper, has made it easy 
for artists to use text in painting in particular. 
ed ruscha is one of the first artists that come to 
my mind. I remember visiting Moderna Museet 
in Stockholm in the summer of 2010, to see his 
show Fifty Years of Painting 7. And it was the 
paintings that involved text that caught my fancy. 
ruscha’s approach was entirely different, nothing 

like the way I had used text in my paintings previ
ously. The text wasn’t a personal handwriting, and 
it was harder to read over the often abstract ex
pressions of the backdrop. But in the end, the ef
fect was the same. The dominance of the painting 
meant that what was expressed was a feeling. And 
this was perhaps the reason why I left painting 
behind. I was no longer interested in expressing a 
feeling, I wanted to present a thought. 

ForM

The medium of sculpture does, however, conflict 
with the intentions of painting. This is read
ily apparent in my piece Untitled (Self-portrait) 
(2009). once again, I return to the subject of 
selfportrait in painting, this time from a dif
ferent point of view. Instead of a bare torso and 
strange words describing my health, this is about 
the clothes that adorn my exterior. Four of my 
favourite sweaters have been selected to have 
their portrait painted. A typical section of each 
sweater is selected and rendered as a painting. 
The surfaces measure 60 × 90 cm, and the ma
terials are oil on MdF. But when the oil paints 
have dried and the image is defined, the four ab
stract paintings in front of me feel expressionless 
to me. I decide to bring them into the workshop, 
saw them into different straightedged pieces, 
and then reassemble them. what used to be 
paintings are turned into sculptural objects. My 
clothes are embodied in minimalist forms. The 
piece is no longer limited to being a selfportrait, 
it is also an attempt at putting myself into a cer
tain context. Adopting art history on your own 
terms, to attempt to understand it and make 
your own mark on it. The aspect of sculpture 
that interested me the most was probably the 
way that it can be used to discuss several things 
at once, like in this piece. Just like a painting, a 
sculpture is to some extent a surface, and there 
is a potential here to describe something, not 
necessarily with oil paints, but by using simple 

5. Sveriges Allmänna 
Konstförening och Tor-
sten Andersson, Torsten 
Andersson (Värnamo, 
Fälth och Hässler, 2002) 
p. 113.

6. Robert Motherwell, 
The Dada Painters and 
Poets, An Anthology, 
Tristan Tzara, Seven 
Dada Manifestoes (Cam-
bridge, The Belknap 
Press, 1981)

7. Ed Ruscha, 50 Years of 
Painting, (Moderna Mu-
seet Stockholm, 2010)
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means like different materials. The material took 
on an essential function.

Space is there to be shaped, divided, enclosed, but 
not to be filled. The new sculpture tends to abandon 
stone, bronze and clay for industrial materials 
like iron, steel, alloys, glass, plastics, celluloid, 
etc., which are worked with the blacksmith’s, the 
welder’s and even the carpenter’s tools. Uniform-
ity of material and colour is no longer required, 
and applied colour is sanctioned. The distinction 
between carving and modelling becomes irrelevant: 
a work or its parts can be cast, wrought, cut or 
simply put together; it is not so much sculptured as 
constructed, built, assembled, arranged.8

This is mainly about building materials like 
various kinds of wood, metal, and asphalt board. 
All of them have been processed by different 
machines in factories, and emerged with precise 
dimensions. But my methods are different from 
the treatment of materials described by Clem
ent Greenberg. I leave obvious traces of human 
presence in my sculptural objects. There isn’t 
any brilliant craftsmanship on display here, 
it’s rather a case of the desperate attempts of an 
amateur. This gives the materials characteristic 
features. They feel tangible. The same collision, 
or ambiguous direction, is noticeable in the 
forms of the sculptures. They may seem formal
istic, abstract, or literally nonfigurative. But in 
the end, you realise that they are based on com
pletely different theories than those promoted by 
minimalism. The piece as a whole tells of other 
narratives, and the viewer’s impression of the 
sculptures changes. The monochromatic exterior 
and the empty interior are given a purpose. 
what can you read into an abstract object?

Bruce Glaser in conversation with Frank Stella 
and donald Judd, concerning Stella’s painting. 
Glaser: But some would claim that the visual effect 
is minimal, that you’re just giving us one colour or a 

symmetrical grouping of lines. A nineteenth-century 
landscape painting would presumably offer more 
pleasure, simply because it’s more complicated.
Judd: I don’t think that it’s more complicated.9

I agree with the opinion expressed by donald 
Judd. But I’d like to quote something else that 
Frank Stella said earlier in the same conversa
tion, and turn it against him. He described his 
paintings by saying: “what you see is what you 
get”. This seems to me to be a more suitable 
description of a landscape painting than of one 
of Stella’s abstract paintings, but I understand 
the sentiment. A figurative landscape painting 
invites the viewer to place him or herself in the 
depicted location. even though one may never 
have visited the place in question, having seen 
similar landscapes is all you need to form a rela
tionship with the image. Perhaps a certain event 
that was experienced in a similar situation comes 
to mind, and a story is narrated. But something 
abstract, something unfamiliar, is always harder 
to take in. There is no depth to experience, and 
we end up being held back by our own lack of 
knowledge. But just because we can’t say what 
the object represents, we shouldn’t assume that 
its content is void of meaning. And once you’ve 
broken through the first layer, a wealth of entry 
points into the piece will be revealed to you. It’s 
unlikely that a memory will be triggered here, 
and much more likely that it will be a thought or 
an idea that you get to follow and add your own 
interpretation to. 

Lecture at home 
(a Circle, a Triangle and one Square) (2011)

 
My graduation show, The Fragile Grammar of a 
Form, consisted of three pieces. The piece first 
encountered by the visitor was Lecture at home (a 
Circle, a Triangle and one Square) (2011). It is a 
video documentation of a performance I gave in 
my own apartment, and it runs for five minutes. 

8. Clement Greenberg, 
Art and Culture, Critical 
Essays Clement Green-
berg (Boston, Beacon 
Press, 1992), p. 142.

9. Skriftserien Kairos, 
Minimalism och postmini-
malism, Bruce Glaser, 
Questions to Stella and 
Judd (Lund, Wallin & 
Dalholm Boktryckeri AB, 
2005), p. 45.
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The camcorder is kept still on a tripod, apart 
from being tilted twice, once at the beginning 
and once at the end. The film shows me sitting 
on my couch, with my laptop on the coffee 
table. The computer is connected to a projector, 
and the screen image is projected onto the wall 
behind me. At the start of the video, my desktop 
wallpaper is visible as I take a sip of water from 
a glass on the table and begin to look for the 
pictures I am going to show during the lecture. 
It is a painting by Kazimir Malevich, one of the 
computer’s default desktop wallpaper options, 
and is titled Suprematism. This is the only obvi
ous reference in the piece, and if you are aware 
of Malevich’s great interest for the basic forms 
of geometry, you can already guess where the 
lecture is headed. 

We who cannot dwell in the clear light, we must 
deal with symbols.10

The lecture takes its starting point from the book 
Colours, Forms and Art, Studies in differential 
aesthetic psychology.11 Just as I say in the lecture, I 
found the book in a second hand store. Later on, 
at home, where the lecture was recorded, I opened 
the book, and found four receipts and a blank 
sheet of paper stuffed between two pages near 
the middle. After reading the book, and uncover
ing all the information the receipts had to offer, 
I began imagining who the owner of the book 
might have been. How did he get hold of the 
book, and why was it important for him to bring 
it along on his tour of the south of Sweden? The 
deeper I delved into the history of the book and 
the route of his journey, the more the story began 
to be about myself, and my own interest in form. 
This is where the blank sheet of paper acquires 
its central role in the lecture. I fantasise about 
a pencil drawing on the paper, of three basic 
geometric forms: a circle, a triangle, and a square. 
Based on these shapes, I point out connections to 
the contents of the book, and the pattern that the 

owner’s journey makes when plotted on a map. I 
realize that these forms weren’t created by chance, 
and begin to ponder their significance. 

Form alone, even though totally abstract and 
geometrical, has a power of inner suggestion. A 
triangle (without the accessory condition of its 
being acute- or obtuse-angled or equilateral) has a 
spiritual value of its own. In connection with other 
forms, this value may be somewhat modified, but 
remains in quality the same.12 

I experimented with different ways of trying to 
understand their purpose. I tried regarding the 
shapes from different angles. I also tell of how I 
followed the lines of the forms with my body, to 
give myself a new impression of them. But none 
of my experiments produced any results. I end 
the lecture by saying that I consider these three 
abstract shapes as three different questions, or 
answers, if they can be both at once. After my 
closing words, I drink another sip of water, shut 
down the software I used to display the images, 
and the desktop wallpaper Suprematism reap
pears briefly before the video ends.

Somewhere along the way, it dawns on every
body that the book the story is based on, the four 
receipts, and the person behind them all have no 
purpose beyond kicking off a narrative. Because 
the circle, triangle, and square that are the focal 
point of the lecture are never made visible, at 
least not on paper. Kristján Guðmundsson’s con
cept for his drawing Equal-Time Lines (1974)13, 
where each and every line interplays with time, 
takes my drawing out of existence completely. 
But my interest and passion for the forms instils 
doubt. In the actual presentation of the piece, 
I try to evoke the same fragmented effect. A 
lecture is usually a public event, given before 
an audience of strangers. But to give it in your 
own home, in the most private of spaces, creates 
an absurd experience. My behaviour during the 

10. Leonard Cohen, 
Beautiful Losers (New 
York, Vintage Books, 
A Division of Random 
House, Inc, 1993), p. 185.

11. Christer Leijonhielm, 
Colours, Form and Art, 
Studies in differential 
aesthetic psycho-
logy (Stockholm, Ivar 
Hæggströms Tryckeri 
AB, 1967)

12. Wassily Kandinsky, 
Concerning the Spiritual 
in Art (New York, Dover 
Publications, 1977) 
pp. 28-29.

13. Kristján Guðmunds-
son, Kristján Guðmunds-
son (Reykjavik, Prent-
smidjan Oddi Hf, 2001) 
p. 125.
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lecture causes the viewer to believe that I am 
standing in front of an audience. And the small 
camera motions prove I am at least not alone in 
the room. I have tried to blend fact and fiction 
so as to dissolve the differences between them, 
leaving the viewer with no option but to believe 
what she is being told.

en forms fragila grammatik (2011)

The next piece had the same title as the exhibi
tion, although this title is given in Swedish, En 
forms fragila grammatik (The Fragile Grammar of 
a Form) (2011). Here, too, the viewer is invited to 
follow a narrative. However, this narrative isn’t 
presented as a performance. The viewer has to 
read the three sheets of paper on the wall him or 
herself. The first sheet tells of the site that I based 
my work on. It’s a fountain called Märchenbrun-
nen, which is located in Volkspark Friedrischain 
in Berlin. The history of the site, from its fin
ished construction to present day, is related. The 
reader learns how the fountain has changed over 
the years. How it has been destroyed and rebuilt. 
The next sheet, with the next chapter of the 
story, isn’t based on facts. This time, I am at the 
fountain, describing my impressions of the site 
with the help of my camcorder’s interpretations. 
For the third and final sheet, I have managed 
to gather both facts and my own experiences. I 
begin to interpret the history of Märchenbrunnen 
from the point of view of my own experiences, so 
as to better understand why it is what it is today. 

We wanted to change the world, but the world 
changed us.14

The story of how I found this place has a lot to 
do with chance events, just like when I found the 
book for my lecture. But the more I found out 
about the fountain, the more my interest in it 
grew. I became interested in understanding how 
this site had changed during the nearcentury 

since it was built. It has been through various 
disasters that have been handled in different 
ways. Somebody tried to rebuild it from the 
pieces that remained intact after the fountain 
was destroyed. Another person decided to ignore 
the original pieces and reconstruct the entire 
site, that is, to construct the copy that I visited.  
while I was at the fountain, the water made a 
strong impression on me. In the text, I describe 
how the sound of the water went from being 
unpleasant to being soothing, and I begin to 
imagine an orchestra playing the same note as 
the sound the water made. I then compare this 
to Yves Klein’s piece of music The Monotone 
Symphony (1960)15. Klein directs the orchestra 
as they play a single note for the duration of the 
piece. Accompanied by this, three nude women 
doused in blue paint roll around on a sheet of 
paper. The piece was a huge success. But where 
I was standing, listening to similar notes, there 
was no standing ovation given in response. 

Because there was something about the sculptures, 
the architecture, and the entire fountain that didn’t 
feel credible. It wasn’t that stone, as some people 
claim, is inanimate matter, or that the motions 
of the water had been repeated too many times, to 
the point where they became predictable. It was 
something about the demeanour of the sculptures. 
Their eyes were like empty shells, void of any experi-
ence, and they were all lined up as though they were 
on a stage, playing parts they couldn’t quite carry. 
The play was a flop every time, just as the water 
kept crashing down in its vain attempts to reach 
the sky.16

Just as I did with the water of the fountain, 
I analyse the reasons for abstraction in the 
architecture, and try to see the causes behind the 
changes made to Märchenbrunnen. I ask myself 
why a form changes, whether we could poten
tially influence its direction, and actually do, 
or if it develops into an external simplification 
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independently of our actions? Is a form lost and 
void of all value once it has become completely 
abstracted? In my text, I express my scepticism 
over the decision to reconstruct Märchenbrun-
nen as a copy. I would have preferred a different 
approach instead: 

Instead of using the shapes that remained, however 
simple their expression, they replaced them with 
copies. Despite all the sophisticated craftsmanship 
involved, the copies ended up with less vitality than 
abstract shapes. The question is whether this was 

the right way to go about it. 
Sometimes, you have to accept 
a loss and deal with whatever 
remains, rather than trying to 
replace whatever it was that 
you lost as soon as  possible.17

when I describe the site I 
use words for body parts, 
such as arms and back, refer 
to the architecture as hav
ing a voice, and liken the 
circulation of the water, 
which keeps going no mat
ter what, to an independ
ent circulation of blood. 
 
This anthropomorphic 
interpretation of the 
fountain leads the text 

away from the history of Märchenbrunnen, and 
on to the topic of less tangible forms. As you 
stand before the text, reading the story, you can 
hear the monotonous sound of the water from 
the monitor below. The video is 1 minute and 20 
seconds long, and shows the footage that I shot 
of the fountain while I was at the site. Next to the 
monitor is a sculpture made from pieces of lime
stone, the stone used to build the fountain. The 
sculpture looks like a group of ruins. The pieces 
of stone are stacked to make a box with the same 

dimensions as the monitor. when the two are 
viewed together, the effect is to give the monitor 
a sculptural property. The rock sculpture shows 
the two directions of the fountain: where it came 
from, and where it’s headed.
 

5 Peeled Beetroots with Focus on their 
Transformation (2011)

The third and final piece, 5 Peeled Beetroots with 
Focus on their Transformation (2011), is the only 
one that doesn’t contain any text, apart from 
the title, and yet it is perhaps the most literal 
of them all. Because instead of starting with a 
discovered object or place, as I did in the previ
ous pieces, I have created a situation of my own. 
This allows me to control my idea visually, and 
so no text is necessary in the piece. The piece 
consists of five colour photographs and three 
sculptures. The photographs each show a peeled 
beetroot. This root vegetable displays such an 
organic force in its shape, colour and juices that 
it could almost be a human organ. But the origi
nal form has been removed from the beetroots 
in my photographs, and only the intense colour 
remains. The shapes have become abstract, 
reminiscent of minimalist sculpture like Sol 
Lewitt’s work Complex Forms.18 when the five 
beetroots are compared to each other, motion 
occurs between them. You can follow a progres
sion of simplification. I used the last beetroot 
of the series as a model for three sculptures. 
These portraits of the beetroot are all made from 
different materials: metal, plaster and asphalt 
board. The repetition of form in these sculptures 
gives significance to the materials. They have 
been left untreated, and the raw surfaces of each 
sculpture reveal traces of its construction. The 
welding flame has left its marks on the metal. 
The touch of hands can be seen in the plaster 
used to join the plasterboards. The thread used 
to tie the asphalt boards together circulates 
them in an orderly fashion. All three materials 
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are normally used for some function or other, 
in different contexts. Now, the function is ir
relevant, and it’s all about reproducing a form. 
All attention is focused on the surface of the 
form. An important distinction between the 
sculptures and the beetroot, apart from visual 
aspects such as dimensions or materials, is that 
the beetroot was a single form that consisted of 
several surfaces. In my sculptures, I began with 
the surface and created the form, thus making it 
void of all content. 

All this was your possession and your friendship; as 
you yourself often divined; but then the hollowness of 
those moulds frightened you, you groped within and 
drew up emptiness and mourned your lot. - O an-
cient curse of poets! Being sorry for themselves instead 
of saying, for ever passing judgement on their feeling 
instead of shaping it; for ever thinking that what is 
sad or joyful in themselves is what they know and 
what in poems may fitly be mourned or celebrated.19 

In this piece, I explored the relationships be
tween surface, form, and content. when I peeled 
the beetroots into various abstract shapes, the 
root vegetables took on a different expression. 
For each beetroot that was simplified in this 
fashion, the natural features were lost. But the 
organic properties weren’t completely removed 
until the form was translated into industrial 
materials. Based on this, the material describes 
content, while the form describes a progression. 

Conclusions 

In all of my pieces, I present a thought pro
cess. each piece originates with an idea, and is 
formed as it is developed. This is most appar
ent in my textbased pieces, where my actions 
and thoughts during the process are revealed. 
The pieces that don’t involve any text are more 
open to interpretation as there is no reflection 
there. All that remains is the action. But earlier, 

I claimed that the pieces without text are more 
literal in their expression. I base that on the fact 
that the thought processes have been compressed 
into objects. objects that contain less words 
than a text would. As my pieces are based on a 
thought process, what I present should be more 
properly regarded as suggestions than results.  
The fact that a piece isn’t based on your own 
person or other private matters doesn’t have to 
mean that it isn’t autobiographical. Just as you 
can paint a picture of your own body or clothes, 
you can paint a portrait of your own thoughts. 

Every thought or concept is an object, and every 
thought has a form or aesthetic presence (what does 
a centaur look like? an angel?). There is, in other 
words, an aesthetics of thought with its own styles 
and its own formalism.20

The aesthetics of a thought are shaped by the 
direction it takes. If you start with an object, a 
place, or an event, it becomes easier to repro
duce the final form of the thought. This will 
also make it easier for the viewer to follow the 
 movements that the thought makes. 
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The starting point for the piece takes on a 
metaphorical function, and parallel narratives 
take shape. Three stories are unavoidable: that of 
the object itself, that of my thoughts, and that 
of the interpretation of the viewer. what we’re 
being shown is no longer a self-portrait but a 
group portrait, where an object, a thought, and an 
interpretation are all lined up for our perusal. 
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In his article Cézanne’s Doubt, Maurice Merleau
Ponty writes: “What [the artist] expresses cannot, 
therefore, be the translation of a clearly defined 
thought, since such clear thoughts are those which 
have already been uttered by ourselves or by oth-
ers.” ¹ How, then, can I write about painting? I 
feel like I am going round in circles beside the 
actual subject, since it is only by painting that I 
can get to the heart of the matter.

In recent years, I have painted the urban space 
in my own living environment and in the cities 
that I have visited. The first work in the series 
had its beginnings when I was looking out of 
my apartment onto the street, at the building 
opposite. It was winter, and the street lamps 
were projecting their unnatural redorange 
glow onto the cloudy sky. I recorded the mo
ment with my camera, but I didn’t think the 
photograph brought out the strange atmos
phere of the view sufficiently well. I decided to 
try to make an improved version of the pho
tograph by painting the street view as I myself 
had seen it.

After that, I began looking for the same kinds 
of special light conditions and atmospheres in 
my own surroundings. I found more places that 
fascinated me in some inexplicable way. Moving 
around the urban landscape began to feel like an 
adventure in an infinitely large, living stilllife 
painting. I discovered concealed viewing angles, 
exciting light and shadow, and beautiful colour
harmonies. Life and painting were interlinked 
and, when I left my studio, I often felt as if I was 
walking inside a painting. 

darkness 

when I moved from Finland to southern 
Sweden, where the light conditions are quite dif
ferent from my home region, it took a long time 
to get used to not normally having snow lighting 
up the long, dark winter, and to a sky that always 
seemed to be cloudy. At first, I couldn’t see in 
front of me; everywhere was just dark. Then, my 
eyes grew accustomed to it, and I gradually be
gan to form an impression of my surroundings.

I am fascinated by how the city looks in the dark 
and by the relationship that I have with a space 
in which I am to some extent defenceless. In the 
dark, industrial lighting makes colours unnatu
ral. It takes a moment before our eyes make out 
the colours and content of the shadows. often, 
the shadows remain unidentified, and we have to 
decide on their content for ourselves. 

At night, we occupy another, stranger reality. we 
experience darkness as a kind of concrete barrier, 
as a hindrance to movement. In a way, we are 
more vulnerable, and yet, on the other hand, 
darkness also gives us protection and calms 
us down. That calm is disrupted by the city’s 
numerous sources of light. I am like an insect at
tracted by hypnotic bright lights, and yet, in the 
darkness the lights feel almost unpleasant; as if 
they were eating into the surrounding space.

Place and presence

“I would be at great pains to say where is the painting 
I am looking at. For I do not look at it as I do at a 

1. Merleau-Ponty, Mau-
rice “Cézanne’s Doubt”, 
Sense and Non-Sense, 
Maurice Merleau-Ponty, 
Northwestern University 
Press, 1964, pp. 11-19
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thing: I do not fix it in its place. My gaze wanders in it 
as in the halos of Being. It is more accurate to say that 
I see according to it, or with it, than that I see it.” ²

For my paintings I seek out spaces, places, mo
ments and landscapes that reflect the character
istic features of our age. To me, a painting is not 
a window behind which a new world begins, but 
an illusion of being in another moment. The way 
that I experience my own being in a place has a 
great effect on the kind of presence that is medi
ated by the picture. 

In the paintings in the city series I began to 
investigate places where there were various traces 
of people’s homes and private lives. I observed 
the homes from a distance, with detachment. 
Then the perspective changed. I am not sure that 
I can explain how or why. But I will try. 

Last spring, I was sitting in a Paris café, play
ing with my camera. I was photographing the 
street and the people in it from behind a dirty 
window pane as the evening grew darker. My 
camera lens focussed in on the smudges on the 
glass, making the street view indistinct. Human 
figures became barely recognisable; the lights of 
shop windows and signs began their singing and 
flickering. I realized that I was making a sketch 
for a new painting. 

The sketch differed from its predecessors in that 
I myself was in an environment to which I did 
not belong in any way, and where everything was 
strange and new; I was in a new environment 
where I had no place that I could call a home, 
or even make it into one. The uncertainty and 
strangeness that I felt, and which at first I would 
have thought would have distanced me from the 
space, actually brought me closer to it.

when I was sketching the painting, I was still 
thinking about how it was linked with the series 

of earlier works. where previously I had ob
served the lives of others from afar, this picture 
emanated quite a different presence. I now got 
into a mutual interaction with my subject matter 
and, at the same time, that subject matter took 
on greater importance. Somehow the landscape 
perspective grew shorter; the viewer became part 
of the depth and of the landscape. 

Having painted Paris, the work in question, I 
began to be increasingly interested in places that 
I call anonymous. By anonymous, I mean a place 
or space that is in some sort of phase of transi
tion, losing its original function and identity, 
and going over into something new. By that I 
mean a place whose function is uncertain and 
mixed, and whose meaning can vary depending 
on the viewer.

In my latest works I have depicted views that 
were unfamiliar to me, landscapes that are not 
part of my everyday life. As I have got closer to 
the subject, its content has receded even further 
from me. The subject of the paintings has 
changed from a homely environment to more 
general spaces, to places that are unfamiliar to 
me. Places and objects about which I have the 
minimum possible information, and hence very 
few preconceptions, have become a part of my 
narrative. I have used places that are unfamiliar 
to me like a metaphor, and tried to find a coun
terpart to that unfamiliarity: something familiar 
with which I can identify. 

A photograph as a starting point
for the painting

My camera inscribes in memory my situation in 
the place, the distances and the light conditions. 
I use the photograph like a memory note or map, 
as a sketch for my final painting, but I can’t 
reach the point that I want to reach with the 
photograph alone. The snapshot that I use as a 
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sketch is objective, mechanical, while a painting 
is always subjective, handmade. 

Through the painting, I try to incorporate 
more information into the moment than can be 
recorded with the camera alone. The painting 
is an addition of my own reality to the photo
graph; a supplement to the photograph. I use the 
photograph as a quotation of an absolute truth, 
mixing it with my own subjective experience of 
the place that I have photographed. The picture 
then becomes more human and, at the same 
time, moves further away from the photograph’s 
generalised quality of being a recording.

In the photograph the movement has been taken 
out, or rather suspended, but something happens 
when I transfer the selected picture to canvas and 
start working on it. The thickness or thinness of the 
paint, the sharpness or blurredness of the brush
work, and certain combinations of colours, direct 
the gaze, creating movement within the painting. 
during the painting process, the place being depict
ed comes alive, although not like it was in reality. 

The end result is confusing, both true and 
untrue at the same time. It echoes my personal 
experience and observation of the place itself, 
including my optical illusions and my own in
ability to portray the place objectively. And how 
could a place be portrayed as it is in reality? It 
changes constantly, and not even the best camera 
can record it totally faithfully or precisely.

I don’t want to blindly reproduce the photograph’s 
pigments on canvas without understanding what 
those pigments represent. I try to get a three 
dimensional idea of what I am painting, but often 
it is specifically the subjects that I don’t understand 
that become the most realistic as I am painting. 

what if the truth actually wells up out of uncon
sciousness and strangeness? I can’t, for example, 

know how the buildingsite machines that I 
paint work, how big they are, how heavy or how 
light. I don’t know what actual colour they are in 
the daylight. Since I don’t understand my subject 
matter, I don’t have any readymade – frequently 
erroneous – preconceptions. That being the case, 
my gaze is especially sharp. I pick out even the 
minutest crumbs of information and construct 
out of them a whole that ultimately helps me to 
understand the meaning of the subject.

The Moment

The first thing the subject being painted does is to 
declare its existence as a physical reaction in my 
body. I pass by the place; certain colour combina
tions or lighting conditions attract my attention. 
The bright light stings my eyes. The colours elide 
into each other gently or abruptly break off into 
sharpedged shadows. My body reacts before I 
have time to notice that my gaze has focussed on 
something. The colours that I perceive make my 
hair stand on end, itch in my fingertips, or tickle 
the pit of my stomach. The feeling is similar to 
childish enthusiasm; it is mingled with wonder, 
excitement, and the joy of discovery.

The painting with which I try to portray an 
emotional state is like a den built by a child: a 
special place for the child, which has been rigged 
up as a place for preserving a treasure thrown 
up by the imagination. In children’s games the 
boundary between truth and lies, and between 
the possible and the impossible, is blurred, just as 
it is in paintings. For me, the photograph I have 
taken on the spot is just like that child’s den: an 
aid that helps in reexperiencing the moment.
Nevertheless, returning to that moment is often 
totally impossible. even if I have the camera with 
me, the memory card may be full or the battery 
flat. In such situations my perception remains 
an unpainted secret, which I cannot explain in 
any other way. I cannot know whether the same 
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circumstances will ever be repeated and, even if 
they were, whether I would happen to be there at 
the time. For example, I cannot know when the 
person living behind a beautiful window that I 
have found will come home, draw their blue cur
tains, and turn on the table lamp behind them. 
They might not do so for months, and if I were 
to stay and wait for that, I would miss noticing 
some other moment.

Sensing through painting

Maurice MerleauPonty writes: “[…] but in that 
instant when his vision becomes gesture, […] he 
thinks in painting. […] The eye is an instrument 
that moves itself, a means which invents its own 
ends; it is that which has been moved by some im-
pact of the world, which it then restores to the vis-
ible through the offices of an agile hand.” ³ I notice 
that I, too, think by painting. For example, I can 
feel the dampness and coldness of the earth, its 
softness and roughness, in my hands as I paint 
it. My brushstrokes echo that sensation. Seeing, 
memory and the sense of touch together help in 
rendering the subject by the means of painting. I 
have to feel the subject that I am painting in my 
fingertips, so that my brushstrokes can replicate it. 

Cezanne said that a face should be painted as an 
object.⁴ I myself do the opposite: I paint inani
mate objects as though they were alive. I paint a 
building site like mutilated skin, the tornopen 
ground like a gaping wound. The buildingsite 
machines I portray as internal organs, the electric 
cables as blood vessels. In the three dimensional 
I seek a synonym for abstract thought or feeling. 
Thus, Cezanne’s other statement: “Nature is on 
the inside” ⁵ also applies in reverse.

As I paint, I construct a place around me, I sculpt 
space with my brush, and return in my mind to 
the place that I am depicting. with my brush I feel 
my way around the patches of shadow, as though 

fumbling around in the dark, or I use it to switch 
on the light in a street lamp. when I am paint
ing a metal buildingsite fence, I feel its hardness 
and hear the sounds it makes when I touch it. 
The gleam of a worn wooden surface, meanwhile, 
speak of how it has been polished smooth over the 
course of time, and of what it would feel like to my 
fingers. A memory image is like a physical memory 
impression in my nerve endings, which I try to 
reawaken to life as I paint. 

The threedimensional image

Maurice MerleauPonty writes: “The outline 
should therefore be a result of the colours if the 
world is to be given in its true density. For the 
world is a mass without gaps, a system of colours 
across which the receding perspective, the outlines, 
angles, and curves are inscribed like lines of force; 
the spatial structure vibrates as it is formed.” ⁶ Mer
leauPonty sees the painting as being something 
other than simply a flat set of layers of paint. He 
also includes in the painting all that it represents 
in the form of an illusion, even though it does 
not physically include, for example, time, mo
tion or space.

MerleauPonty frequently uses the expression 
“the vibration of appearances” ⁷. what actually is 
that vibration: does it mean the constant motion 
of all that exists? Could reality be compared to 
an enormous jigsaw puzzle, in which each tiny 
piece is constantly changing? A photograph 
captures a particular moment, which manifests 
the specific instant, that piece of time when the 
photograph was taken. The photograph is like a 
scientific drill sample of the soil, which precisely 
and objectively measures the values of the vari
ables at that time.

As I paint, I stretch the moment recorded by 
the photograph into months of work. I stretch 
the moment to the limit, as far as possible, to 
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 breaking point. I use all the pieces of time and 
reality that I have observed in my lifetime. The 
end result is thus no longer a picture, but a three
dimensional performance, a kind of drama that 
tries its best to create an illusion of the phenomena 
that were present at the moment when the photo
graph was taken. But that drama is ultimately not 
fictive, since I can portray only such things whose 
manifestation I have witnessed myself. The con
cept of a lie perhaps does not exist: only variations 
on the truth, our innocent senses and illusions 
that depend on the circumstances.

The focussed gaze

I have always been fascinated by the fact that it 
is impossible for us humans to put ourselves in 
someone else’s body. we are imprisoned within 
our own skin. The only way that I was able to 
resolve this problem was to create a copy of my 
own private moment. only through a painting 
am I able to transport the viewer into the space 
and the moment that I have experienced. 
 over the years, I have cut the narrative 
down to a minimum, along with the amount of 
information available in my paintings. There are 
no people in the pictures to identify with; the 
only thing that happens in the paintings is the 
movement, blurring and refocusing of the gaze. 
In the absence of human figures from the paint
ing, viewers communicate directly with the rep
resented space. They have to see and experience 
for themselves, without intermediaries, instead 
of projecting the movement and experience in 
the painting onto some depicted figure. Conse
quently, the colours take on the role of narrator, 
and the story is different every time. Viewers 
cannot rest, nor can their eyes focus for long on a 
single spot. The gaze roams around the different 
parts of the painting, tries to focus, to under
stand, but is continually tempted to a new spot 
in the configuration. out of the movements of 
the gaze within the painting an arbitrary tale is 

formed. The colours serve as the narrator’s voice, 
as special effects, and as background music. 

Maurice MerleauPonty says: “The painter recap-
tures and converts into visible objects what would, 
without him, remain walled up in the separate life 
of each consciousness: the vibration of appearances 
which is the cradle of things. Only one emotion is 
possible for this painter – the feeling of strangeness – 
and only one lyricism – that of the continual rebirth 
of existence.” ⁸

The painting has a dreamlike function to explain 
and order everyday events into a comprehensi
ble form. It creates a fictive moment that I have 
imagined as being situated somewhere between 
the taking of the photograph and the painting 
process. Sometimes, I direct the story myself, I 
manipulate the viewer using seductive or omi
nous colours. Sometimes, I hang onto the brush 
itself and work on the painting’s own terms. The 
end result compels the viewer to be present in the 
fictive moment that I myself have created.

By painting I try to give visual form to my own 
boundaries and to my own being in the world. 
I stretch my soul as far as the eye can go. I try 
to reach every branch and every window frame; 
into the shadows, into the dark apartments, and 
behind the windows. 

8. Merleau-Ponty, Mau-
rice “Cézanne’s Doubt”, 
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TITAS SILoVAS
Potential for a Material Encounter

We may regard the present state of the universe as 
the effect of its past and the cause of its future. An 
intellect which at a certain moment would know all 
forces that set nature in motion, and all positions of 
all items of which nature is composed, if this intel-
lect were also vast enough to submit these data to 
analysis, it would embrace in a single formula the 
movements of the greatest bodies of the universe and 
those of the tiniest atom; for such an intellect noth-
ing would be uncertain and the future just like the 
past would be present before its eyes. Pierre Simon 
Laplace, A Philosophical Essay on Probabilities

I will probably never have a chance to take LSd 
at Zabriskie Point in death Valley National Park 
and ask myself: what is this event that is called 
“enlightenment”? Was ist Aufklärung? (what 
is enlightenment?) Is it an ongoing process, 
authority, the use of reason, a heraldic device? 
Immanuel Kant described “enlightenment” 
as the moment when humanity uses its own 
reason, without subjecting itself to any author
ity, described as the freedom to use one’s own 
intelligence.1

I began writing this text at the National Mu
seum of Natural History (Muséum national 
d’Histoire naturelle) in Paris, which was founded 
in June 1793, during the French revolution, 
with the execution of Louis xVI and Marie
Antoinette, with the massacres and the assassina
tion of Marat. A museum with “. . . the desire 
to contain all times, all ages, all forms, all tastes 
in one place, the idea of constituting a place of 
all times that is itself outside time and protected 
from its erosion …”2

enlightenment appeared as a social phenom
enon and made the whole world into a mythical 
place.3 even now scientific minds cannot locate 
precisely every atom in the universe, cannot 
use deterministic principles to reveal the entire 
course of cosmic events, past and future, nor hu
man behaviour. Are we really able to define a self 
for ourselves, separate our ego from the Subject? 
For centuries we tried and are still trying to 
indicate what was and what is forbidden (law). 
we are trying to assume that there is a consensus 
regarding what is evil and to content ourselves 
with avoiding it. we study the past or what the 
past was (history). But is the past really ‘past’ or 
does it continue in different political, geographi
cal or cultural forms? How many times have we 
tried to think critically by invoking a certain 
historical perspective? The character of human 
nature must be historical and there is no human 
nature that is separable from society.

The way we formulate the past reveals our views on 
what is happening now, reveals our understanding 
of the present. It displays our approach to defining 
tradition, nation, wealth, history and society, how 
we determine what is relevant and what is not. 
And even if we believe that we have discarded 
imperialism, we are still stuck with ‘empires’, im
perialistic thinking, economic or military authori
ties and other supposed advantages of the imperial 
system. The past and the present imply each other, 
but instead of trying to figure out what should be 
done, I believe we are building boundaries. 

The founding of a nation starts with the exploita
tion and organisation of significant historical 
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moments. The building of a nation could be 
accidental, contingent, fortuitous. Nations, like 
cities, can be invented and destroyed, fabricated 
and rebuilt. In this way, a nation is like a blank 
page and the power of a story depends on the 
imagination of the reader to ignite it. This potent 
blankness fires our imagination. while history’s 
potential to be written allows room for contem
plation, there is always a threat that certain domi
nant forces will use power to take control of this 
process. each time I try to seek a systematic and 
patternbased understanding of past and present, 
I fall into a “fact or evidence” world, into histori
cal description of time. which is a projection of 
the present of your current point of view. 

I close my eyes and I see two pictures of the same 
moment in history. Truth has many faces and 
only the one who writes, inherits the land of the 
story. Let me be freed from the weight of history. 
There are hundreds of thousands of historic pho
tographs, slides, negatives, glass plates, books, 
newspapers and postcards that recall the history 
of local communities over the last hundred years. 
where are they? I feel defeated. My defeat is the 
possible of the impossible.

It disappeared once. I go through the images 
to compile them into one unit. I have to face 
the evidence of history. I want to understand 
the effects of ideologies – their markings on my 
personal, historical past. I have to combine my 
personal pain and collective guilt. I need to use 
teachings of the past wisely. (we all do.) In order 
to become, I have to recollect. 

“I am unpacking my library. Yes, I am. The books 
are not yet on the shelves, not yet touched by the 
mild boredom of order. I cannot march up and 
down their ranks to pass them in review before a 
friendly audience. You need to fear that. Instead, I 
must ask you to join me in the disorder of crates that 
have been wrenched open, the air saturated with 

the dust of wood, the floor covered with torn paper, 
to join me among piles of volumes that are seeing 
daylight again after two years of darkness, so that 
you may be ready to share with me a bit of the mood 
– it is certainty not an elegiac mood but, rather, one 
of anticipation. . .”  
walter Benjamin. Illuminations 

The past appears to exist separately from, and 
yet connected to, our present. I can reestablish a 
historical object through archives and museums, 
I can look at it, I can touch it, I can do a simple 
Google search; but I can never recover time as
such. Time itself has the character of an impos
sible object. History is always renegotiated and 
narrated backwards, from the standpoint of the 
present, with a retroactive rationality. You can 
provide access to historical objects themselves, 
but the narrative is always depended on the 
context. every historical narrative is premised 
on the belief that the past will unlock the truth 
about the present, especially when dealing with 
traumatic historical events. From the perspective 
of the present, a narrative transforms a historical 
event into an implement for justifying a position.

La raison d’État.

Human culture has an old tradition in search
ing for truth and preferring to believe in one 
grand narrative. This includes the belief in the 
existence of a single truth, and welldeveloped 
structures of pastoral power. In the sixteenth 
century the absolute monarchy of the Catholic 
Church started to develop control over private 
forms of conduct with a greater hold on the 
spiritual life of individuals. Gradually a kind of 
problem appears: how to conduct and dominate 
as a governing body, separate from God’s action 
in relation to nature.4 Government strategies 
and policies were constituted for man as natural 
laws and for reasons of national interest. By 
formulating a reason, we created a system for the 
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daily management of the state. God’s action in 
relation to nature was formed into government 
structures. reasons of state (raisons d’État) were 
fixed once for all of us. At that time it blocked 
the increasing power of the Holy roman empire 
and the notion of the national interest soon came 
to dominate. one grand narrative transformed 
into another. 

Coup d’ état. A stroke of a ‘Grand narrative’. 

It is interesting that national interests (raisons 
d’État) do not have to abide by the law or act in 
accordance with the law, but it does as it deems 
them necessary for its functioning and posits 
civil, moral or natural laws as a element of its 
own game.5 while a stroke of State (coup d’ état) 
is the state acting of itself on itself – the possibil
ity that resists all forms in order to reconfigure 
categories. Sometimes, in the name of a state’s 
salvation, it will push aside this game of natural 
laws. reasons of state can become a stroke of 
the state, a coup, but this situation arises out of 
extreme necessity, when the stability of the state 
is most threatened. In one of his lectures at the 
Collège de France, Michel Foucault said: “State, 
raison d’ état, necessity, and risky coups d’ état will 
form the new tragic horizon of politics and histo
ry. At the same time as the birth of raison d’ état, 
I think a certain tragic sense of history is born 
that no longer has anything to do with lament 
for the present or the past, with the lament of 
the chronicles, which was the form in which the 
tragic sense of history had previously appeared, 
but is linked rather to political practice itself.” 6

Petits récits. Alternative narratives. 

In the beginning of the 1980s JeanFrançois 
Lyotard proposed that metanarratives should 
give way to petits récits (small narratives) or to 
a multiplicity of theoretical standpoints, by 
focusing on specific local contexts as well as the 

diversity of human experience.7 I see this method 
of petits récits as a way of creating multifaceted 
movements against established reasoning. This 
approach accepts the relativism of truth. writ
ing history always involves the blurring of fact 
and fiction. I strongly believe that there is no 
single historical truth as such – especially when 
everyone is participating in the task of ‘making’ 
history. The rearrangement of signs and images 
suggest the possibility of rethinking history. our 
historicity and literary locutions affect reality, af
fect a certain idea of historical truth and open up 
space for an established course or standard. This 
approach challenges the given, what is considered 
to be obvious, and reconfigures the thinkable.

It is comparable to the state described in psycho
analytic thinking, where present and past live in 
repetition and the historical truth of the subject 
is to be distinguished from literal truth or from 
the material event. Sigmund Freud defines his
torical truth as a lost piece of the subject’s lived 
experience that is accessible only through the 
work of construction.8

The historian, by contrast, separates the past from 
the present. For a modern historian an event with 
its historicity is precisely the fact that will never 
be repeated. It could be that our collective trau
mas are results of our failure to see it or failure to 
access the past using small narratives. 

Historical footage recalls past time and man
nerisms. we associate historical footage with a 
certain way of capturing images, certain editing 
techniques and not with a specific artistic style. 
Because of this, it is possible to adapt and exploit 
found material in a new way in new versions, 
through the elements of repetition from the origi
nal. By revising found material, I conduct a criti
cal reevaluation of the past; involve myself in the 
historical fact as such and try to create a platform 
for a rethinking of its symbolic meaning.
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Accessing data on the Internet was my main 
research tool. It is the strangest (created) place in 
human geography. This network of information 
exists as a space and has its own circulation of 
facts, dates and results. I tried to think of the his
torical object as readily accessible and wondered 
how far I could hunt with material on the world 
wide web for specific facts. Searching, moving 

from one 
document to 
another, link
ing topics on 
the screen, 
relating 
information, 
pointing 
and click
ing, that’s 
my method. 
I started my 
‘recollec
tion’. 

I don’t want 
to remove the 
singularity 
of a specific 
event or 
specific way 
of proclaim
ing the truth. 
I believe 
in adapt
ing given 
information 
and opening 

the possibility for a different route to the his
torical real. In this way new objects arise out of 
fragments and articulate themselves in a slightly 
different narrative structure. documentary foot
age represents the reality of the historical event, 
but within another narrative (small narrative) it 
creates another way of relating to the history. I 

tried to enact historical fact on itself for itself. In 
some ways you’re experiencing an illusion of the 
documentary. The ability to access the historical 
object through the possible let us experience a 
more intimate relation to the historical object as 
such, and opens the possibility of experiencing 
history in other than “a evidential” way. In this 
way, the possible documentary of the real loses 
its singular truth, yet still maintains its status as 
a real fact. 

“… relationships between what is seen and what is 
said are forms of knowledge and the real must be fic-
tionalised and not fabricated in order to be thought.” 
Jacques rancière. The Politics of Aesthetics

when I use films in my work, they are shown in 
loops continuously (so that the beginning is also 
the ending). My aim in recapturing images from 
the daily flow of data is to recall a moment from 
chronological time as a personal act of remember
ing. I use the repetitive, mechanical sound of a 
microfiche machine, an apparatus of the me
chanical power of modernity. Used to rationalise 
and arrange artefacts of time. My work occurs 
as a result of the preparative and investigative 
procedure. Incidentally, remember that micro
film ages, which is the opposite of using signals 
or information represented by discrete values 
(digits). digital error is different from analogue 
error, which is physical. Unknown error. write 
Fault error. Track error. Check Sum error. IdNF 
error. ICrC error. Uncorrectable error. Com
mand error. Smart error. Critical error. Memory 
error. exploring memory errors, I move alongside 
‘political errors’. The structure of my installation 
tells us about the relationship to historical event, 
but leaves an unexplained mystery of memory. 
Another aspect is that after the fall of the Iron 
Curtain, the former west and eastern europe try 
to reconnect, which means the eastern half must 
face the traumatic political events followed in the 
40s and look for the former historical truth twice. 
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To go back in order to experience a moment. In 
this way recollection becomes a symbolic form of 
the restoration in mediated reality. It has symbolic 
structure, it has symbols in the system of mean
ing, but an idea of true utility needs more than 
the evidence of the past. A narrator? I would put 
a big a question mark here. In my practice I don’t 
use a (clear) voiceover. I don’t offer coherence to 
enable the restoration of the symbolic. I try to 
establish a point of reentry to the coding system 
through purely visual analysis, as a way of dispel
ling an aspect of moralised reality of the real fact. 
I fictionalise history, where image is a requirement 
of memory. I make a gap and I blur the borders 
between the logic of fact and fiction. I permit 
space for thought. 

 “ . . . memory is not the opposite of forgetting, but 
its lining by extending forgetting to embrace anni-
hilation and irrecoverable loss. The memory-image 
of the three Icelandic children finds its place in the 
film when we discover the logical equivalent to the 
long strip of black leather that used at first to sepa-
rate them from the body of the film. History itself 
fabricates official versions of the past, distributing 
amnesia ‘through mercy or calculation’ to conceal 
the rate at which it consigns the past to oblivion, 
and ‘ has only one friend . . . horror’.” 
Catherine Lupton. Chris Marker: memories of 
the future

Back in Vilnius I recently saw some street art 
graffiti – or to be specific it looked more like an 
act of calligraphic vandalism on someone’s prop
erty – saying: “It was the twentyfirst century, we 
had names, paints, freedom, and nobody wanted 
to say anything”. I stopped and read it three 
times in a row. 

The fragility of a given social identity could 
lead to misidentification, by others, and even 
within yourself. Subjects in history are not 
readymades. Symbols are obligatory, but they 

don’t create identity itself. It’s hard to imagine a 
nation developing without the ability to talk to 
previous generations. It is essential to hear your 
grandparents talking about their youth. without 
personal experience of trauma some historical 
events remain distant, lost in silence and forgot
ten. It dissolves into one abstract acquaintance, 
which is not so far from the imaginary. So how 
should we deal with a traumatic injury, when 
excessive fixation on the past could easily lead to 
revisionist politics with a reviving myth of the 
nation? Can we conceive of historical maturity? 
I searched for the hidden beneath obvious. I 
searched for obvious. And the more obvious it 
was, the more obscure it looked. I am driven not 
by the finding something new, but by the impor
tance of being able to think from a distance. It 
is about possibilities of rethinking and creating 
a different evaluation of historical narrations 
or given facts. The past will emerge in authen
tic historical remembrance. My installation 
contains a construction of the past and present 
of dialectical images, which walter  Benjamin 
conceived as the foundation of historical experi
ence. The viewer will sense that something was 
repeated, rethought. repetition will restore the 
possibility of shifting between facts, moving im
ages, sentences and indistinct sounds. 

I was caught by the illusion of historical con
sensus. It is a catch22 situation (an unsolvable 
logical dilemma.) How can you relate to an 
image and make out the subject when the subject 
is looking back at you? How can I respond to 
images that offer evidence? The image fades away 
from view in the daily diffusion of facts. My 
misremembering leads to an apprehensive feeling 
of the ‘invisibility’ of the other. A single filmstrip 
counts as evidence in these distant voids of 
absence. Captions are and will be needed as a 
material for rethinking these platforms within 
a broader perspective. An individual’s per
sonal memory is unique even if there is a close 
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 connection between collective experiences. The 
ability to discern structural similarities is an in
tegral part of understanding collective memory. 
Shapes are different but structurally ideologies 
could be very similar. Communities often rely on 
historical trauma to underpin their own unique
ness, based on the struggle for moral immunity. 
(An example is the IsraelPalestine conflict.) The 
aim is to consolidate, but in some cases an image 
of being a victim legitimises expansionary politi
cal acts that can provide an opportunity to shape 
the ideology and pursue a policy that would be 
difficult to justify.9 Traumatic experiences can be 
reflected in aggression, where the victim repeats 
the same criminal act for political purposes. Ide
ologies create substantiating archives of images, 
representative images, which reinforce com
monalities of significance and trigger predictable 
thoughts, feelings.10 Isn’t it unfortunate that all 
memory dies with each individual? 
 
“I come now to the most difficult point in my story, 
a story whose only raison d’ être is that dialogue 
half century ago. I will not attempt to reproduce 
the words of it, which are now forever irrecover-
able. Instead, I will summarise, faithfully . . . I 
know that I am sacrificing the effectiveness of my 
tale. I only ask that my readers try to hear in their 
imagination the broken and staccato periods that 
astounded me . . .” 
Jorge Luis Borges. Funes the Memorious

The nature of the image is given, but the image 
is always more complex than it looks. It always 
has to be negotiated. My mind reacts to images 
in a methodical way. My mind determines space, 
relates a position, retains memories and activates 
my knowledge to constitute it. orient your 
memory to transitory forms of apprehension and 
don’t let it be caught up by socalled historical 
objectivity. deformulate, resist the image and it 
can pass into discourse. don’t leave it as soon as 
you think that you have established its historical 

situation. reinforce. Allow the constitution of 
evidence to be left undefined. Analogue is exter
nal. It sticks to the object and indicates possible 
directions: the very origin of error presents itself 
in front of you in order to be constituted as an 
act of consciousness. These cold, distant archival 
images with their repetition of details create 
suspense. each image forces us to reorient our
selves to it. I begin to recreate the experience. My 
practice entails the observation of passing time as 
well as the ongoing practice of questioning it. In 
the situations I present, the gaze remains steadily 
outward even when there is a guide to follow the 
scenario. we find a history within a history, a 
fact within a fact. 

The backward movement through time shows 
that we approach the past retroactively in time, it 
shows our dependence on the memory structure. 
It shows our wish to link historical perspec
tive, the distance between past and present. My 
repetition requires a slow observation from the 
viewer. Multiply this medium. Connect. Forget 
dates and give the activity a moment’s thought. 
Portray not what is known to be true, but what 
is perceived. Your reaction to an image is within 
the realm of real experience. Focus on the mean
ing of mispronunciations. You’re free to depart 
from this structure of “evidence” to make your 
own associations. design the logic of the display, 
become a part of the (essential) moment. It will 
appear as a natural necessity spurred by an un
conscious rhythmic pattern. depart from them 
and from the nakedness of the facts. The real is 
out of reach, but a duplicate is here renouncing 
a position of certainty. evocations of scenes are 
to remind you of the “triumph” of the certain 
acts in the historical past and future, where there 
is no such thing as an objective presentation. In 
your life you will witness hundreds and thou
sands of such decisions (of presentations) formed 
by someone trying to guide you with plausible 
explanations carefully plotting the evidence. 
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Presentations that will try to convince you with 
logical conclusions and descriptions of the past. 

“Those who have insinuated that Menard devoted 
his life to writing a contemporary Quixote besmirch 
his illustrious memory. Pierre Menard did not 
want to compose another Quixote, which surely is 
easy enough – he wanted to compose the Quixote. 
Nor, surely, need one be obliged to note that his 
goal was never a mechanical transcription of the 
original; he had no intention of copying it. His ad-
mirable ambition was to produce a number of pages 
coinciding – word for word and line for line – with 
those of Miguel de Cervantes.”
Jorge Luis Borges. Pierre Menard, Author of 
the Quixote

Sur l’exposition. 
A lateral movement of the gaze is parallel to the 

development of the image 

Locked in the space of its own sadness without 
ever being able to tell the secret. It is beyond my 
memory. even when we’re sharing the image, 
alone, between these shadows of memories, 
quite lost in my own past, absorbing distant 
gestures of the remote time. The real tries to 
produce the act, tries to direct the course of 
attention on its own reflection. It tries to reach 
the receiver and appear to me with constituted 
historical quality. But given relations remain 
quite silent. It passes through without hurt
ing and gives a feeling of emptiness. The real 
stopped to feed on the real.11 It is here as imaged 
and not completely the same as it was. I refer to 
historical consciousness. People’s faces, details 
of ideologies. Coming and going. Closeups of 
newspapers, men in uniform departing. one 
hears sounds before catch the intent look of a 
common soldier. I move and doubtfully believe 
through time and doubt throughout the tedious 
sequence of repeating files. Sound is silent and 
‘prayer’ fills the air, keeps flowing past. He talks 

about . . . he  continues. we hear machine noise 
outside. Memorabilia. They are visible just only 
by chance. Very slowly we are introduced to his
tory with no evidence. I learn within myself to 
connect the juncture. we are not close to these 
people. we glimpse as they pass in turn. Atten
tion comes and goes. It affects me as the depths 
of the real without being the real. 

Single events lose their meaning and histori
cal relevance in these endless constructions of 
actions without knowing their origins. The 
one who examines witnesses and obtains truth 
through inquiry is crying. (Herodotus.)12 My 
remembrance is mortal in this endless circular 
cosmos of images and locked in this medieval 
principle of observing and cataloguing. will 
my ‘safe’ ground of historical experience end 
up as the sensation of taste without morality? 
‘objectivity’ was given to me as an unchangeable 
object, as selflessness and ‘lifelessness’. My recep
tion of the truth is a constant source of error 
and delusion. “once the natural sciences turned 
toward experiment, history can never be entirely 
predicted; it can never be sure of its own future. 
Human nature turned out to be inconceivable; it 
became exclusively a manmade process. Action 
can be as mad as it please: it will always end in 
producing facts which are then ‘objectively’ true 
and selfevident.”13

even in the searching for a ‘unified theory’ that 
would include all partial ‘theories’, the existence 
of others becomes conceivable as a real possibility. 
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ASGeIr SKoTNeS
Less than ever does the mere reflection of reality 

reveal anything about reality.1

From when I started my art education up to 
today, film, with very few exceptions, has been 
the point of departure for my output. Using con
ventional narra tive film as the starting point for 
creating sculptures, paintings, photos and video. 
My different projects have focused on different 
aspects of film – aspects like narration, motion, 
manipulation, violence, architecture in film and 
the memory of film. As to why I use film as a 
point of departure for my production, I think it 
is neither interesting nor pos sible to answer this 
fully, but I think part of the reason is that for me 
there is something interesting about using fiction 
as a starting point for looking at and reflecting 
on reality. Film, for me, is part of my basis for 
looking at and understanding reality. I get a better 
understanding of how I relate to reality by reflect
ing on how I relate to the ex pe rience of film. 

For many years film has been an extremely im
portant part of my life. I consume film every day 
– as escape, as stimulus, as a source of informa
tion and as pure entertainment. As a medium, 
film has a special status. From an early stage 
film became an art for the public, marginalising 
other visual arts and literature, turning them, 
for better or for worse, into elitist art forms. 
Film also has a special status when it comes to 
visualising and reproducing reality with which 
we surround ourselves. But despite the fact that 
film has inherent qualities that make it so close 
to reality, film has never been, and in many ways 
is becoming less and less, a direct reproduction 
of the real world. Film is a twodimensional 
autonomous reality that has close affinities with 

the threedimensional reality to which we relate. 
To conclude with the obvious, one can say that 
film never shows any kind of objective truth. 
Behind all the images lie choices, evaluations 
and ideology. There is always a person behind 
the camera with a point of view that is promoted 
in the images that are created. That is why film is 
not sufficient to describe reality. 
 
on the other hand, good film images, even in 
fictional films, are always docu men tary, irrespec
tive of whether they are from a film set, because 
they capture some thing essential about the peo
ple, the place or the object they observe. This is 
why fic tio nal films often strike us with a sense of 
historical reality. regardless of how rational your 
view on film is, and no matter how aware you are 
of its fundamental qualities, film has an ability to 
overwhelm you and make you abandon yourself 
to the illusion, a qual ity that is often exploited by 
filmmakers, perhaps especially by Hollywood 
directors and producers, to conceal logical flaws 
and ethically disturbing elements in the plot. 

one artist who has worked with this particular 
issue – how reality relates to film and vice versa 
– and who has aroused my interest in the issue 
is Pierre Huyghe. I am thinking in particu
lar of the video work The Third Memory from 
1999. The work is based on a bank robbery that 
took place in Brooklyn, New York, in 1972. 
This robbery was one of the first criminal acts 
that was broadcast live on TV. John wojto
wicz, who committed the robbery and took 
eight hostages in the process, all to pay for a 
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 sexchange  operation, was a highly charismatic 
and charming character. The result was that the 
spectators standing outside the bank and the 
hostages inside the bank began to sym pathise 
with  wojtowicz. The whole event became a cir
cus, tailormade for the sensa tionhungry mass 
media. In 1975 the film director Sidney Lumet 
made the film Dog Day Afternoon, a feature film 
based on the same event. when the film script 
was being written, wojto wicz was contacted 
in prison to get his views on the event, but he 
refused to get involved and turned down an offer 
from warner Brothers, who were producing the 

film. Up to this point there were thus two ver
sions of the event on tape, the TV recordings and 
the feature film. Pierre Huyghe made a third ver
sion. He built a film set based on the film set for 
Dog Day Afternoon. on this set he let wojtowicz, 
along with a group of actors, reenact the event 
from his memory of it. In the video installation, 
scenes from this reenactment are combined with 
scenes from Dog Day Afternoon and recordings 
of the news broadcasts from 1973. As I interpret 
this work, Huyghe is not trying to set the differ
ent versions up against each other or assess their 

validity. what I think Huyghe is trying to point 
to is the interplay between them, and how they 
affect each other. on the one hand how the story 
and the memory play out in the media, and on 
the other hand how reality, our surroundings 
and we are influenced by the media. wojtowicz 
said in the aftermath of the robbery that he had 
been inspired by Al Pacino’s role in The God-
father when he committed the robbery, a rather 
curious turn of events when you consider that Al 
Pacino played wojtowicz in Dog Day Afternoon.

when I pick out the films I want to use as a 
point of departure for production, there are 
various underlying criteria that I use from time 
to time. The films of Michael Haneke have con
stantly come up in this process. His films have 
been an important and difficult source for me: 
important because I am a great admirer of his 
work and his take on the medium, difficult be
cause his films already deal, in a very precise way, 
with many of the themes that interest me, and 
which I want to deal with in my own produc
tion. one of these themes that Haneke masters 
to the full is manipulation. Manipulation is 
constant in film and on TV. even documentary 
films and news broadcasts are manipulated. In 
his films Michael Haneke uses manipulation 
to make the viewer aware of being mani pula ted 
and manipulable. we find a clear example of this 
towards the end of the film Funny Games from 
1997, which I have used a number of times as a 
starting point for pro duction. The protagonist, if 
such a term can be used of the characters in this 
Haneke film, assumes a role that is in principle 
reserved for the viewer of the film watching it at 
home on VHS or dVd. The character rewinds 
the film he himself is in to change the outcome 
of the narration. Haneke’s films contrast starkly 
with the typical Hollywood film where the ma
nipulation is camouflaged and used to draw the 
viewers into the world of the film, to disempower 
them and deprive them of the ability to evaluate. 
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In Haneke’s films you are left sitting there with 
insistent questions, rather than the usual hardly 
cred ible answers that are probably written in as 
a result of demands for easy compre hen sibility 
and speed in the narrative and the action. You 
are distanced from Haneke’s films when you see 
them, and this provides scope for reflection, un
like the extreme closeness that many Hollywood 
films require. 

Incidents (2007) is a series of videos consisting of 
isolated individual scenes filmed in architectural 
scale models. In these video works I have tried to 
create a nonnarrative, for lack of a better word. 
A video that is more a setting for a narrative 
than a coherent narrative; a narrative that has 
yet to unfold and can only do so through the 
viewer’s own connotations. Fragments taken out 
of context and with no human presence. The 
architectural scale models in which the videos are 
filmed have in some cases been reproductions of 
film sets from existing films, in other cases they 
have been constructed entirely as scenery for the 
videos. A scale model creates a new reality that 
relates to the reality in which it is contextualised. 
The model, as object, becomes a reality where the 
viewer is given a direct overview of the ‘surround
ings’. In architecture that is not scaled down you 
have to move around to form an overall picture, 
and even then you never get a complete over
view. The aim with these sculptures was never to 
imitate reality or to create a perfect illusion. They 
are often made from very simple materials such as 
cardboard and xerox copies. There were several 
reasons why I chose to use models to film in rath
er than filming on location. To begin with, it was 
practical, economical and feasible. And later it 
was about sufficiency. And I mean sufficiency in 
a positive sense, not as the result of laziness. one 
of the elements of film I wanted to explore with 
these videos was sufficiency. what is sufficient to 
manipulate the viewers into the mood you want 
them in? It doesn’t take so much. A large part of 

the public has a deep unconscious understanding 
of motion pictures and how narrative is built up 
in film and on TV. I will take a banal example. 
Imagine a shot of a vast open plain with a horse 
at one end of the plain. The horse moves a little, 
then there is a cut in the film and now the horse is 
at the other end of the plain. Most people would 
then conclude that in the interval of time that has 
been cut out or not filmed, the horse has crossed 
this plain – that it has not 
been transported magically. 
we can very quickly recon
struct elements cut out of a 
narrative, even very compli
cated courses of events that 
are not in chronological 
order. Another thing that 
affects the way we watch 
film is recognisability. 
Camera work, editing and 
sounds that we have seen 
and heard so many times 
before, and which we know 
build up to a special kind of 
event, mean that it is pos
sible, for example, to create 
suspense without making 
use of too many effects or 
having a wellstructured 
plot. The elements in the 
film always have connota
tions with something other 
than what we see in the 
images, and the context in 
which the images are seen 
affects the meaning that the viewer assigns to 
the image. And then, finally, how the viewer will 
read the film will always depend on his or her 
own history and frame of reference. 

Blue screen paintings (2010) is another series of 
works that takes its point of departure in film. 
Among other things these paintings are an 
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attempt to describe and abstract to the canvas 
the huge volume of information one receives 
through the eyes when one sees a film. In a sense 
they become a nonacademic analysis of a film. 
The process is quite straightforward. I use a 
screen in 16:9 format, the last ones I made were 
169 cm × 300 cm, on a monochrome ground in 
Chroma Key Blue, which is the original blue
screen colour. I then project the selected film on 
to the canvas and try, in real time, to trace one 
of the characters in the film with a marker pen. 
I decide in advance which character this will be. 
In a series of paintings I traced the protagonist, 
in another series I traced the murderers in hor
ror films. The aim is to reproduce perfectly every 
individual image where the selected character 
appears – which is of course an impossible task. 
There are several reasons why I chose Chroma 
Key Blue as background colour. one is to em
phasise the performative element that underlies 
the production of these paintings. As a character 
in a film production I move in front of the blue 
screen according to the instruc tions the action 
of the film gives me. Another reason is that I 
want to link these paintings more directly to 
the film for the viewer, even though the colour 
will presumably in many cases make the viewer 
think of modernist monochrome painting. The 
Chroma Key Blue colour cannot be said to be 
entirely unlike Yves Klein’s blue. For me there 
is something comical about giving myself a task 
that will fail miserably, a desperate performa
tive action that concludes with the obvious and 
ends up as messy, highly abstract drawings on a 
monochrome background. There are of course 
many artists who have analysed films in similar 
ways, by giving themselves a set of rules and 
premises that are to be followed without any 
thought of the result – an almost autonomous 
kind of production. The most relevant thing to 
mention in this connection is probably Pierre 
Bismuth and his series Following the right hand 
of... The way Bismuth produces the works in 

this series is that he projects a film onto a sheet 
of plexiglass, 76 cm × 101 cm, and then slavishly 
follows the right hand of the main character 
in real time with a black marker. when the 
drawing is finished a still of this character is 
placed on the back of the sheet of plexiglass and 
then framed. The drawing is a kind of chaotic 
signature of the character in the film – as far 
as I know he only uses iconic film actresses. 
Although the process strikingly recalls my own, 
Pierre Bismuth’s works are about something 
quite different. For me it is about the actors, the 
film stars, as phenomena, and about a fetish istic 
interest in them and their auras. 

Another artist who has interested me and whom 
it seems natural to mention is Fiona Banner. 
Apocalypse Now! (1997) is one of her works that 
has several features in common with my Blue 
Screen Paintings. despite the fact that both 
the material and the production technique are 
less like my own than Bismuth’s Following the 
right hand of…, they are closer when it comes 
to the themes and the approach to the material. 
 Banner has produced the work Apocalypse Now! 
by watching the film, and while doing so she has 
accurately described on paper what she sees and 
what happens in the film. The result is a continu
ous unedited text on a piece of paper which both 
in size and form – 274 cm × 650 cm – resemble 
a small cinema screen. Banner gives herself an 
impos sible task, describing every single image in 
the film in text. By doing this as she watches the 
film, she loses the ability to evaluate or analyse 
either the film or the work she is creating until 
after it is over. This is something I experience 
when I made my paintings. The speed and the 
volume of information make it impossible to 
think – you can only react. 

In many of my projects the concept of violence is 
present, either in the title or as a sculp  tural ele
ment. It may be physical violence or nonphysical 
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violence in the form of control and coercive 
authorities. There is something fundamentally 
disgusting about physi cal violence that repels 
me, but at the same time I am attracted by it. I 
have never hit anyone or been hit, even as a child 
at school I steered well clear 
of trouble. I think I have an 
inherent terror of physical 
violence and a rational em
pathy that means I will not 
do violence to others. But 
despite this I allow myself to 
be entertained by violence 
on the screen. Perhaps it is 
precisely my distance from 
it that draws me towards it. 
But I am not only enter
tained – it is also disturbing 
and irritating, especially 
in Hollywood films, to see 
how violence is portrayed: 
veiled and packaged with 
justifications that will make 
it easier to consume. Cruel 
and transgressive elements 
are turned into consumer commo dities. one of 
my earlier projects, where violence in narrative 
films was the starting point, was the installation 
Unframed violence (2008). The installation con
sists of an overhead projector and a freestanding 
MdF board on to which images and text are 
projected. There are four images that are more 
or less identical. They are images of a table with 
some everyday objects and a TV on it. Beside the 

TV there is a camcorder on 
a tripod pointing towards 
the viewer of the picture. 
on the TV screen in the 
picture that is projected on 
the MdF board you can 
see an empty room. The 
way you see the picture in
sinuates that the room you 

see on this screen is the room you are yourself in. 
Two of the images have subtitles indicating that 
at least two characters are involved in the action 
in the picture, although you do not see them. 
These four images are placed in relation to one 

another as they would be in 
a filmstrip. The installation 
had its point of departure 
in scenes in narrative films 
that are violent, but where 
you do not see the physical 
violence – it is outside the 
segment captured by the 
camera. It is the action up 
to this point in conjunction 
with the use of sound that 
makes clear to the viewer 
what is about to happen, 
there is no need to show it 
to generate powerful images 
and discomfort. 

The first film I remember 
where I was very interested 
in the fact that I was not 

allowed to see what was happening, but where 
there was at the same time no doubt about what 
was happening, was Benny’s Video by Haneke from 
1992. In a scene in this film a girl is being slaugh
tered by a boy. The shot shows a TV connected to 
a camcorder that is filming in the room where this 
action is taking place. we see that the boy passes 
the camera a number of times, and we see the girl’s 
legs on the screen that is in the picture. The action 
itself is hidden from the viewer. Because of what 
has happened up to this point in the film, you un
derstand very well what is happening. But because 
what happens is not shown, the viewer is distanced 
from it and forced to think about what he or she is 
looking at. By framing this scene with the aid of 
the screen that is shown, Haneke puts the camera 
in the position of the viewer, and in this way lets 
the viewer look at his or her own position. 
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My last series of works, in accordance with my 
earlier artistic practice, also takes its cue from 
conventional narrative film. It is a series of sculp
tures composed of ordinary objects with which 
we surround ourselves in daily life – mostly 
objects designed with a function that requires 
human intervention to fulfil. each of these 
objects, objets trouvés, meets certain criteria and 
represents an object that I remember or think I 
remember from various narrative films. These 
memories are materialised in narrative sculptures 
through the use of the objects, which in many 
ways can also be regarded as props. In this con
text they provide scope for a dialogue involv
ing specific objects, memory and the viewer’s 
personal articulation in the search for meaning. 
A kind of alchemy arises when you combine two 
or more objets trouvés. with the connotations 
and associations inherent in them, they produce 
new narrative meaning. This is a fundamentally 
different approach from physically transform
ing an object or a material to achieve your goal. 
The sculptures are abstractions of my subjective 
memory of the films. The selection of objects and 
the way they are put together are highly subjec
tive – something that in principle is inevitable 
but which underscores one of the premises for 
these sculptures, that there is a subjective diver
sity in the consumption of narrative film. every 
film is experienced differently by each viewer, 
depending on the history, references and mood 
of the viewer while watching the film. 

This subjective point of departure can mean 
that the sculptures are experienced as inac
cessible. I have a tendency to distance myself 
from my relationship with the material through 
abstraction, and a tendency to become very 
ungenerous in the amount of information I 
give the viewer. That is something for which I 
have repeatedly been criticised – holding back 
too much information and thus making the in
terpretation of works and exhibitions difficult. 

one approach to the understanding of these 
works may lie in the titles of the films in which 
they originate. These can trigger off direct per
sonal connotations if the viewer has seen or has 
knowledge about the film in question. If the 
viewer does not have these references to relate 
to, and is limited to the few words in the title 
of an unknown film and the association with 
a collection of ordinary objects, new narra
tives and constructed memories arise. when 
I presented these sculptures in my master’s 
exhibition, which also went under the name 
Unframed violence, the installation itself was 
very important to me. Although I look at these 
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assembled objects as independent narrative 
sculptures intended to operate independently of 
one another, in a con fi gu ration they will play a 
part in a larger narrative. I tried to position the 
individual sculptures in the space such that one 
always had the opportunity to move to a certain 
position and look at one sculpture at a time 
without being distracted by the others. Move
ment in the space was also something I thought 
a lot about – both the space of movement that is 
arranged for the viewer, and the movement that 
is created by the static sculptures in the space. 
Sculptures have an element of time in them, 
inasmuch as they are threedimensional and 
you have to move to take in the information, 
even if it is not an inherently physical motion. 
when I use film as the starting point for sculp
tures, movement becomes extra important for 
me. The language of film is based on motion, 
whether it is the motion on the screen or the 
motion of the images that create the illusion of 
motion on the screen. The film that is the point 
of departure imprints the dynamics of motion 
and time on the static objects in the sculptures, 
as a dimension articulating both reality and 
narrative fiction. 

A series of works that treats film and time in a 
way that is radical and interesting in this context 
– and many other contexts too for that mat
ter – is Tony Conrad’s Yellow Movies (1973), a 
series of paintings that he refers to as films. This 
was a series he began working on when he had 
seen among other things Andy warhol’s Empire 
(1964), a film that shows a single shot of the em
pire State Building lasting eight hours. Conrad 
considered the possibility of making a film that 
lasted even longer: a year or a whole life. The 
solution was paintings painted with cheap white 
house paint on paper. The subject is a mono
chrome white rectangle contoured by a black 
rectangle. what happens over time is that the 
white space yellows and changes, and for Conrad 

this becomes the course of events in the film. 
I think it is interesting to see how these paint
ings – today well over thirty years old – turn the 
focus on the extreme speed of film consumption 
today. As mentioned before, a speed that dumbs 
down the medium and the viewer. 
 
To get back to the installation of my exhibi
tion, it has a very simple and a more complex 
logic. The simple part is how the sculptures are 
positioned in the room and how they relate to it 
and to one another. They are positioned so that 
they form straight lines between them and form 
an imaginary graphic figure. I have also tried to 
predict how the viewers will move in the space, 
and created a route that I want them to move 
along, and an order in which the sculptures 
are to be experienced, without setting up any 
physical barriers. The more complex logic is not 
as easy to verbalise or explain. It is about an ele
ment of unrest in the installation, a kind of logic 
that breaks with the internal logic of the sculp
tures, and is experienced more as provocation 
than as consensus. This is something I know 
from myself, that I lose interest in an exhibition 
that I immediately experience as comprehensi
ble. There has to be some kind of spanner in the 
works if I am to become and remain interested. 
This is less about originality than about a 
‘nonunderstanding’, something that keeps the 
curiosity and the search alive. So when I want to 
put in something that jars, I can’t explain what 
this something is. If I can explain it fully, it is 
no longer the element of unrest I am looking 
for. It is an element that has to arise by chance 
or as an unintended consequence of a juxtaposi
tion. This is something you can see in films too. 
A film where everything is comprehensible at 
first glance and which does not give you time to 
reflect over why the characters do as they do or 
why the surroundings are as they are, is a film 
that may well entertain, but you are not left 
with any kind of wonderment in the aftermath. 
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Films that are only there to entertain and 
provide quick, simple answers are in many ways 
cynical, because they do not give the viewer 
room to think. I would rather be left sitting in 
bafflement than as a guru in the universe of the 
given film. 
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The world seen as a stage

The following is written in one of my notepads:

NoSTALGIA   homesickness
    melancholy regret
    unsatisfied desire

The third definition, taken from an unnamed 
dictionary, is underlined, as though it expressed 
something very significant. when I think about 
it, it’s this kind of unsatisfied desire that runs 
through all of my works, and when I use the 
medium of photography, the passage of time is 
only intensified. Taking a photograph is just as 
much about capturing the right tenth of a second 
as it is of omitting the stream of other images 
that weren’t captured. That’s why photography 
is nothing like the truthful medium it was once 
considered to be. A photograph is every bit as 
much a construction as a painting is, the differ
ence is just that the subject hasn’t been painted; 
rather, the camera has registered what was in 
front of the lens at that precise moment, and 
excluded everything that wasn’t.

The point I keep returning to lies here 
somewhere, in the borderlands between the 
subjective and what we like to refer to as objec
tive. I have never quite managed to grasp the 
true meaning of the concept of reality, which is 
why I can’t stop thinking about this state that is 
so difficult to define; a kind of limbo in between 
the external world and the internal world. Is it 
just that my reality consists of my own thoughts 
about reality? In that case, what is “objective 
reality”? Some other, more influential, people’s 
essentially subjective interpretations of the state 
of things? Pure fact? what does that mean, and 

who presented these facts? A machine? A human 
interpreting the factual results of a machine, a 
machine made by a human, who made a judg
ment, based on some rules outlined by another 
human?? Science is based on facts, which are a 
kind of evidence, right? 

...science must nevertheless understand itself; it 
must see itself as a construction based on a brute, 
existent world and not claim for its blind opera-
tions that constituting value which “concepts of 
nature” were able to have in an idealist philosophy. 
To say that the world is, by nominal definition, the 
object x of our operations is to treat the scientist’s 
knowledge as if it were absolute, as if everything 
there is and has been was only meant to enter the 
laboratory.1

exactly how important these ideas are for my 
own work is hard for me to say, but it is a train of 
thought that tends to be hard to stop once you 
set it in motion by trying to define something as 
abstract as reality. It may seem pointless to try to 
define the “subjective” and the “objective”, but 
it’s as though I can’t help myself. My fascination 
for the worlds that can be created inside a human 
being is boundless too. I find myself constantly 
returning to this topic. 

Meaning doesn’t exist outside of human 
activities, we are the ones who make the rules. 
So is everything just representation, based on 
conventions we’ve agreed on?

The meaning is not in the object or person or thing, 
nor is it in the world. It is we who fix the mean-
ing so firmly that, after a while, it comes to seem 

1. Merleau-Ponty, 
 Maurice, The Primacy  
of Perception, North-
western University 
Press, 1964, p. 160
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natural and inevitable. The meaning is constructed 
by the system of representation. It is constructed 
and fixed by the code, which sets up the correlation 
between our conceptual system and our language 
system in such a way that, every time we think of a 
tree, the code tells us to use the English word TREE, 
or the French word ARBRE.2

Foucault also points out that nothing is 
meaningful outside of a discourse, and without 
discourse there is no way to fully understand 
language. what he means is that discourse as 
a concept is more than purely linguistic, it is 
a matter of both language and practice, the 
basis for the production of all knowledge. “The 
concept of discourse is not about whether things 
exist but about where meaning comes from”.3

Some examples will serve to explicate this further:
A rock thrown in a violent confrontation is 

different from a rock in a display case in a mu
seum. Similarly, the spherical leather object that 
is kicked around is only a soccer ball in relation 
to the context of the rules of the game, and these 
rules are social constructs.

These aspects are basic pillars of my think
ing, and as such, they also influence the expres
sions of my pictures.

The Simulation of Something which 
Never really existed 4

My art is reminiscent of the structure of memory. 
The pieces often consist of several parts that are 
fused together, many smaller pieces of a puzzle 
united to make a connected whole. I also work 
with photographic images in different ways, from 
spontaneous “snapshots” to more arranged pic
tures. In many cases, I’ve chosen to blend these 
expressions, and an obvious example of a piece 
like this is Puzzle, which consists of thirty or so 
images, half of them being a kind of analogue 
collage. That is to say, parts of photographs have 

been cut out, and manually pasted onto other 
pictures, to create new meanings. The result is a 
kind of dream world that doesn’t really exist in 
socalled external reality, where people I photo
graphed in a forest in Värmland can be pasted 
into a landscape from South America, for exam
ple. Theoretically speaking this is an impossible 
combination, but the image can still be visualised 
by means of this method, which gives rise to 
new possibilities. Here, I can control things the 
way I want. I can choose to cut out my parents, 
and then unite them in an embrace, to erase the 
distance between them in their double bed. There 
are no real rules, and imagination is allowed 
to run free in this “new world”. However, the 
technique still has its limitations, as the collages 
are made from a kind of library of situations that 
have been made available for me to photograph.

The word “hyperreality” pops up in my 
mind, and leads me to Jean Baudrillard’s book 
Simulacra and Simulation. In an article, Nicholas 
oerly gives us a summary of these concepts:

The simulation is characterised by a blending of 
‘reality’ and representation where there is no clear 
indication of where the former stops and the latter 
begins. The simulacrum is often defined as a copy 
with no original, or as Gilles Deleuze (1990) 
describes it, “the simulacrum is an image without 
resemblance”.5 

There is something about these concepts that 
seems to hold relevance for my own pieces, 
because in different ways, they all deal with the 
topic of reality in relation to representation. The 
object of my exploration is always the boundary 
between them. I will connect this idea to the 
other pieces that will be discussed later on. 
Baudrillard uses disneyland as an example 
of a simulacrum. He claims that what attracts 
people to disneyland is the fact that it is a kind 
of microcosm. An alternative world that is also a 
reflection of America, with all of its pleasures and 

2. Hall, Stuart, ed. 
Representation: Cultural 
Representations and Sig-
nifying Practices, Sage 
Publications, 1997, p. 21

3. Ibid.

4. Sourtchev, Jordan 
[online] http://www.
jordangalleryone.com/
resources_about_hyper-
realism.htm

5. Oerly, Nicholas, 
[online] http://csmt.uchi-
cago.edu/glossary2004/
realityhyperreality.htm
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limitations. Maybe they are drawn there to escape 
the problems they encounter in the real America, 
problems that can’t quite reach them in this 
alternative miniature world, full of regularsized 
buildings, all to make you believe you are still in 
“reality”, just a more fantastical version of it. 

Disneyland is presented as imaginary in order to 
make us believe that the rest is real, whereas all of 
Los Angeles and the America that surrounds it are 
no longer real, but belong to the hyperreal order 
and the order of simulation.6

These concepts aren’t exactly easy to grasp, but 
my collages remind me somewhat of this idea 
of disneyland as the metaphor for something 
fictional that is based on “real, although con
structed” places. In the presentation I used for 
the series Puzzle, these collages are mixed with 
“ordinary” photographs, to offer a link to yet an
other level within the structure of memory. The 
construction of these images is more or less obvi
ous, and just like in our memories, it’s the way 
the images or thoughts are paired together that 
produces meaning and context. Mixing these 
kinds of constructions can give the viewer the 
sense that one thing is more authentic than the 
other (like disneyland vs. Los Angeles, accord
ing to Baudrillard) and you might very well start 
trying to determine which images are collages, 
and which ones aren’t. But in actuality, I’m just 
presenting two different ways of constructing an 
image, neither one more “true” than the other.

Beyond words

My photography often starts from a need to ap
proach a certain psychological state I can’t quite 
express with words. This wordless language of 
imagery reaches beyond the language that we 
use when we write and speak. 

In Camera Lucida, roland Barthes writes of 
two different concepts; the first being studium, 

that resides in the sphere where words can ac
curately describe things, and concerns the things 
that we can gather from the image. The thing 
that attracted our attention will then be subject 
to an attempted interpretation based on our 
cultural background and prior interests.  

other images have what Barthes calls punc-
tum, and they attract us in a more inexplicable 
way. often what will awaken something in us 
is just a detail, but it is always wordless. These 
images affect us strongly, as they grab hold of 
something deep inside of us. roland Barthes 
describes it thus: 

The effect is certain but unlocatable, it does not 
find its sign, its name; it is sharp and yet lands in a 
vague zone of myself; it is acute yet muffled, it cries 
out in silence. Odd contradiction: a floating flash.7 

He continues by explaining how this effect won’t 
always appear until later, when the image is 
remembered, and that the punctum he is talking 
about can be even stronger then, because our 
eyesight can sometimes be misleading. 

This wordlessness can be frustrating in relation 
to my own work, even though I know it is also 
a strength. I have often wished I had a differ
ent way of working than the intuitive approach, 
which can be very difficult to explain. Starting 
with an idea instead doesn’t necessarily mean that 
you know exactly why you do things, and how to 
proceed, but it’s easier to develop a method first, 
and then base your set of rules to follow it. 

For me, the optimal working process has 
become a combination of researchbased work 
and a more intuitive approach. My spontaneity 
is given free reign within a set of confines that 
I define based on the subject that interests me. 
This means that some parts of the work can be 
described and interpreted verbally, while other 
parts end up within the category that roland 
Barthes classifies as images with a punctum.

6. Baudrillard, Jean, 
 Simulacra and Simula-
tion, University of Michi-
gan Press, 1994, p. 12

7. Barthes, Roland, 
Camera Lucida, Hill and 
Wang, 1981, pp. 51-53
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My interest in body language belongs in this 
category of the wordless, and it’s the language I 
use most often in my photographs. Just as in any 
language, it’s the nuances that determine how 
the image will be interpreted. when I began 
taking photographs, I was introduced to a photo
grapher who was to become a great inspiration 
of mine; I saw the photos of Francesca wood
man, and was fascinated by her uncompromising 
explorations of what you can do or say with your 
own body. Her infinite curiosity and willing
ness to experiment made me want to test the 
possibilities and limitations of communicating 
without using your mouth. 

The unsatisfied desires I mentioned in the 
beginning are reflected in the works of Francesca 
woodman, and the drive that has produced my 
own images over the years is a similar one. when 
Chris Townsend writes about woodman, he 
touches on something I myself have never man
aged to explain to my own satisfaction. It’s about 
relocating the boundaries of the ego and the 
situation that surrounds it. This desire has been 
within me for as long as I can remember, and is 
always present in my pieces, although its expres
sion, and the extent to which it is intentional on 
my part, may differ.

The body can always be magically transformed into 
something else. The detritus of the studio or the 
abandoned building can become ethereal or mysti-
cal; torn paper can be transformed into angel wings; 
antique clothing salvaged from thrift stores can 
turn into the folds of drapes of classical architectural 
forms. But in addition to being something else, 
Woodman is perhaps trying to be somewhere else.8

Translucent views

Thoughts concerning the real difference between 
making a self-portrait and using yourself are 
still being debated today, and there is a similar 
distinction to be made between being a photogra-

pher and using photography in your art. or is this 
just a matter of categorization? 

Another photographer who uses herself in 
her pieces is elina Brotherus. In her early work, 
she focused on subjective, personal histories, 
and her emotional life was exposed in an open 
and revealing way. The series The New Painting 
represents a turning point in her artistic career, 
and even though the person we see in many of 
her pictures is still elina herself, the purpose has 
changed: she has become the model rather than 
the subject. The human body in the images has 
become more of a sign, and her subject matter 
is more universal. She was inspired by painting, 
and the way she refers to Cézanne in her photos 
of bathing people is just one of several examples 
of this. 

As opposed to previous series, in her self-portraiture, 
she is no longer inspired by personal experiences to 
construct the images: she now considers herself like a 
model, a figure situated within a given space, and a 
subject of formal research.9

The line between selfportrait and the use of 
yourself as a model is very thin, however. It’s not 
always easy to tell when something is “universal” 
or “personal”. Turning your back on the camera, 
for instance, doesn’t automatically mean that the 
contents are less autobiographical than if you 
look straight into it. does using somebody else as 
a model necessarily make the picture about that 
person? The answer to that isn’t entirely obvious 
either.

In my piece Marie-Louise, Janna, Anna, Casia, 
Sara, Nässlan (translucent views), we encounter 
six different women who have been photo
graphed in front of their own windows. They 
have turned their backs on the viewer, and are 
looking out at beautiful views of natural scenery. 
And while they may seem to be enjoying what 
they see, the way they are positioned raises some 
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questions. It’s actually quite obvious that they 
are posing, even though their gestures are very 
subdued. They’re not just standing in front of 
their windows, they’re standing in front of a 
camera that is recording their position, and there 
is a person there as well, operating the camera 
and watching them intently. All of the women 
are also aware of the fact that they will eventu
ally be subject to the scrutiny of many differ
ent people once the photograph is developed. 
Although they try to behave neutrally, they are 
still conscious of the expectations people have 
concerning how to stand in front of a window in 
a state of complete relaxation. To emphasise the 
fact that a photograph is just as constructed as 
the thing we refer to as reality, the view on the 
other side of the windowpane turns out not to be 
nature after all, but a representation of it. It’s just 
a photograph, its true nature given away by the 
gaps and flaws that are readily discovered if you 
take a closer look. So what’s on the other side of 
the photograph? That is never revealed, and this 
gives the viewer’s imagination room to move 
beyond the delimited space I have drawn up.

The images were created in collaboration with 
the women. They were all asked to choose an im
age to represent a view they would prefer over the 
one they always see there. Their choices reflect a 
longing for nature, especially for open spaces with 
bodies of water, and they all have some special 
connection to the places they’ve selected.

The original [landscape] is too great and too 
sublime for the majority to be able to grasp it. But 
the copy is the product of human hands and so lies 
closer to our human frailty.10

The idea that thoughts of the sublime should 
appear in relation to images of nature isn’t too 
farfetched, and my images are attempts to frame 
nature in a way that will make it graspable, just 
as Caspar david Friedrich suggests in the quote 
above. Here, nature is also related to the people 

portrayed, and the piece of nature they have cho
sen to include in the image represents something 
specific to them personally. 

A detail that is unlikely to be consciously 
noted at first glance is the fact that the women 
can’t really see anything besides the surface of 
the photograph that is covering the world behind 
it like a mask. 

one Cannot Separate Body and Mind, 
nor the Senses from the Intellect11

In all of my pieces, I have left gaps to be filled 
in by the viewer. I am simply more interested in 
asking questions than I am in creating art that 
can be decoded to provide a definite answer. 
To me, it’s always been important to have the 
viewer’s own references fill out the last part of 
the pieces, making them personal to each viewer. 
I also think that having to add your own content 
helps you remember what you have seen with 
much greater clarity. on occasion, I’ve tried to 
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restrain my desire to awaken strong emotions in 
the viewer in my pieces, because I’ve not wanted 
that aspect of the experience to eclipse the intel
lectual one. Lately, I have begun to understand 
that these things are tightly connected in me; 
the things I react to emotionally are often the 
same things that stimulate my intellect. For this 
reason, I enjoy using techniques that address 
the viewer’s heart as well as mind, to involve the 
viewer more strongly. 

Artaud wanted to create a theatre that would 
engage all of the senses, and in a way I under
stand what he was getting at. In his book, The 
Theatre and its Double, he writes: 

This division between analytical theatre and a 
world of movement seem stupid to us. One cannot 
separate body and mind, nor the senses from the 
intellect, particularly in a field where the unend-
ingly repeated jading of our organs calls for sudden 
shocks to revive our understanding.12

Constructing a Mental Space

while I was working on the piece Blueshifts and 
mimetic modes of behaviour I began to approach 
the immense and multifaceted topic of the roles 
we act out in our everyday existences. “The 
theatre of life”, as Shakespeare may have referred 
to the drama that is constantly being enacted all 
around us: “All the world’s a stage, and all the 
men and women merely players”13.

I started with six films that I had discovered 
shared a number of similarities, such as the rela
tionship between external and internal worlds, 
identities being fused together, and the need 
for a new beginning. The films in question are 
Mulholland Drive, Persona, The Piano Teacher, 
The Talented Mr. Ripley, Eternal Sunshine of 
the Spotless Mind, and Antichrist. Putting these 
films together, and seeing them in sequence, 
constitutes an immensely powerful psychologi

cal experience, especially as most of the films can 
be said to take place within a mental universe. 
realising this allowed me to identify a platform 
for my work, which involved investing myself in 
a process where I allowed different elements from 
these films to influence me very strongly.

 I decided to make my own interpretations, 
and recreate situations based on what I had seen 
and reacted to in these films, and then present 
my results as a series of photographs and a video 
piece. My choices were controlled by separate 
levels of my consciousness, as I would some
times carefully and deliberately combine certain 
elements to express something very specific, 
while on other occasions I simply allowed my 
intuition to guide me. My purpose in using 
this method was to eventually present my own 
mental space, which had been filled to the brim 
with impressions from the films I had chosen. I 
had orchestrated a situation where my job was 
to absorb as much as I possibly could, and to 
make interpretations based on my own logic. My 
readings of the films were based on my own prior 
experiences, but I was also influenced by reviews 
that I had read. Sometimes, I turned to more 
extensive analyses written by others, to enhance 
my understanding of the symbols and other ele
ments that were washing over me. After a while, 
I began to discern a pattern, and noticed how 
some of the symbols appeared in several of the 
films, illustrating more or less the same things. 
Two examples of these recurring symbols are the 
colour blue and the shattering of glass.

In Mulholland Drive, the colour blue seems to 
signal transitions between the main character 
diane’s internal and external realities. In other 
words, it’s a matter of shifting energy levels. In 
The Talented Mr. Ripley, the panicking Tom 
ripley tries to evade the police, who are about to 
discover his secrets. The blue beacons of a police 
car are reflected in his face just before he makes 
his escape. 
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when the “truth” of the external reality 
makes itself known, and the fictional dream 
world is about to collapse, blue elements of 
various kinds appear on the screen. In one of my 
photographs for Blueshifts and mimetic modes of 
behaviour, I emphasised this colour, and placed 
myself behind a layer of plastic, as a reference to 
the quotes from the films that concern issues of 
authenticity, and whether something is genuine 
or fake.

The word “blueshifts” in the title of the piece 
alludes to an interpretation made by Alan Shaw 
in his indepth analysis of Mulholland drive. It 
is an astronomical term that denotes a process 
whereby something shifts from a lower energy 
level to a higher one. I use the term in the meta
phorical sense, referring to the intensity I have 
laboured to produce, especially in the video that 
constitutes the core of the piece. of course, the 
word is also associated with the use of the colour 
blue that I just described.

The soundtrack for the video is made up of 
quotes I took from the dialogues in the selected 
films. I focused on dialogue that touches on the 
things I mentioned previously, the problems of 
authenticity and of the dichotomy of the genuine 
and the fake. My interest in the masks we wear 
in our everyday lives, and the roles we play, is 
very apparent from the selections I made, and I 
focused on constellations of identities and situ
ations throughout this entire process. I explore 
what it means to take in and interpret informa
tion, and to open oneself up to influence, in this 
case from films that touch on existential issues.

Using myself wasn’t an immediate decision, but 
the more deeply I tried to understand the films, 
the stranger the idea of using somebody else as 
a model for my own interpretations became. I 
realised that the whole point of this project was 
for me to invest my entire self in these films, 
almost to the point of being completely absorbed 

by them. Apart from adding the audio of the 
dialogues, I have added footage of myself inter
acting with the films in various ways. Sometimes 
I will put myself in the situation of one of the 
characters, and in a way I am sampling the way it 
feels to be in specific situations. The boundaries 
of my self have been dissolved, and I exist within 
a fictional dreamlike state that takes place in an 
external reality. After all, it’s still my body, act
ing in front of a camera, and what we see in the 
video is a reproduction of this play. 

The film I made also mirrors my own unin
hibited approach to the materials I am working 
with. To some extent, my interactions are at
tempts to penetrate the minds of the characters. 
This way of working reminds me of something 
Baudrillard wrote to explain what he means by 
simulation:

To dissimulate is to pretend not to have what one 
has. To simulate is to feign to have what one doesn’t 
have. One implies a presence, the other an absence. 
But it is more complicated than that because simu-
lating is not pretending: “Whoever fakes an illness 
can simply stay in bed and make everyone believe 
he is ill. Whoever simulates an illness produces in 
himself some of the symptoms.” 14

The Self as Theater

The installation of Blueshifts and mimetic modes 
of behaviour allowed me to employ the potential 
of the space to express my intention: to cre
ate an exhibition that mirrors my own mental 
space. The photographs, thirteen in number, and 
printed in a variety of sizes, are placed in a kind 
of entrance hall, which means they are not the 
main part of the piece. To get to the darkened 
back room, where the video is shown, the viewer 
has to make her way past several layers of heavy 
red velvet drapes. The nod to the aesthetics of 
Lynch is far from subtle, but this is also a way of 
gradually leading the viewer along towards the 

14. Baudrillard, Ibid., p. 3
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core of the piece. As though they were slowly 
approaching the unconscious area within the 
mental space. 

The images in the exhibition were constructed 
from a language of symbols that I borrowed 
from the films, but I made a conscious decision 
to throw caution to the wind when combining 
my references, and to remove interesting details 
from their own contexts, mix them up, and cre
ate something new. The process is the important 
thing here. I constructed a context based on 
specific references, and to my mind, it all fits 
together in an entirely logical fashion. I want to 
draw attention to the slightly conceited position 
one often puts oneself in as an artist, claiming to 
have something new to show people: “as long as 
you have access to the right references, the piece 
is quite selfexplanatory.”

That part of the piece is also a reaction to 
something in Ingmar Bergman’s film Per-
sona. Susan Sontag, in her analysis of the film, 
explains how Bergman refers to himself as the 
director and creator of the film as an object when 
he adds frames to make it look as though the 
actual film has come off track in the projector. 
In one scene, we see him and the photographer, 
busy shooting the very same film that we are 
watching. Sontag describes a scene near the mid
dle of the film, and the way Bergman is trying to 
make the viewers aware of the fact that the film 
they are watching is a construction. The part of 
the film she means is the sequence:

...when the image – it is a shot of Alma’s horri-
fied face – cracks like a mirror, then burns. When 
the next scene up immediately begins (again as if 
nothing had happened) the viewer has not only an 
almost indelible after-image of Alma’s anguish but 
an added sense of shock, a formal-magical appre-
hension of the film – as if it had collapsed under the 
weight of registering such drastic suffering and then 
had been, as it were, magically reconstituted.15

I also employ a kind of metalevel, where the 
viewer of my piece gets to see me act the part 
of the artist, as I put myself into the “situation” 
of another artist’s fictional character. The piece 
reflects over my own function, and in the video 
piece, I experiment with a number of differ
ent parts, acting them out to varying degrees, 
sometimes understated in my expression, and 
sometimes rather theatrical. My own voice is 
used here and there, but the words I utter are 
not my own, I am repeating what has been said 
or written by somebody else. My own subjec
tive person is almost drowned by this deluge of 
roles. And yet it is my person, my exterior, that 
is shown in the video, and my core objective is 
to try to get a fix on the real boundaries that 
separate all of these things.

Joyce Mcdougall also shows us that what 
we refer to as the ego actually consists of several 
internal characters, who will commonly have 
conflicting motives. In her book Theatres of the 
Mind, she uses theatre as a metaphor to explain 
aspects of the drama of life. She uses this method 
to avoid becoming entangled in the standardised 
classifications of psychoanalysis. 

Each of us harbours in our inner universe a number 
of “characters,” parts of ourselves that frequently oper-
ate in complete contradiction to one another, causing 
conflict and mental pain to our conscious selves. For 
we are relatively unacquainted with these hidden 
players and their roles. Whether we will it or not, 
our inner characters are constantly seeking a stage on 
which to play out their tragedies and comedies.16

diane’s imaginary world in Mulholland Drive 
gives david Lynch a means to reveal different as
pects of her personality, since all of the characters 
we encounter in the film are nothing but aspects 
of herself, at least according to Alan Shaw.

Mcdougall also names the “stage” that ex
ists between the imaginary and the real, that 
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 winnicott called the transitional space. This 
is where cultural experiences and creativity 
reside. This intermediary space of experiences is 
painfully limited for many people, despite the 
fact that a large number of the essential parts 
of human life take place in this continuum of 
time and space. It could be filled by pathologi
cal behaviour instead, such as various kinds of 
addiction.17

In Persona, elisabet Vogler’s psychiatrist aptly 
describes a state of aversion to the constant role 
play that is life. The monologue is directed at the 
actress elisabet, who has, it is implied, inter
rupted a pattern of constantly using the people 
she has studied in preparation for her parts at the 
theatre. She has turned silent. This quote is also 
included in the video piece, where it is combined 
with an image of myself sitting in a darkened 
room. Still, some light sneaks through the cracks 
while I listen to the psychiatrist speak:

 – Don’t you think I understand? The hopeless 
dream of being. Not seeming, but being. In every 
waking moment aware, alert. 
The tug of war... what you are with others and who 
you really are. A feeling of vertigo and a constant 
hunger to be finally exposed.
To be seen through, cut down... even obliterated.
Every tone of voice a lie. Every gesture false. Every 
smile a grimace.
Commit suicide? That’s unthinkable. You don’t do 
things like that.
But you can refuse to move and be silent. Then, at 
least, you’re not lying.
You can shut yourself in, shut out the world.
Then you don’t have to play any roles, show any 
faces, make false gestures.
You’d think so...
...but reality is diabolical.
Your hiding-place isn’t watertight. Life trickles in 
everywhere. You’re forced to react.
Nobody asks if it’s real or not, if you’re honest or a liar.

That’s only important at the theatre, perhaps not 
even there.
Elisabet, I understand why you’re silent, why you 
don’t move.
Your lifelessness has become a fantastic part. I 
understand and I admire you.
I think you should play this part until it’s done... 
...until it’s no longer interesting. Then you can leave 
it,as you leave all your roles.18

reflections

I’d like to discuss Bergman’s Persona further, 
as that film is perhaps the most essential for 
the subjects I seek to illuminate in my own 
projects. In Maaret Koskinen’s book Spel och 
speglingar (Games and Reflections), Persona is 
described as the selfreflecting account of an 
artistic crisis, in part because it is about an 
actress who realises the deception inherent to 
her work, but also because of the formal aspects 
I described above.19 

There is another important aspect here that isn’t 
only present in Persona  the use of mirrors. 
Koskinen reveals how Bergman used mirrors 
throughout his career as a director, to indicate 
a place where identities are created, mainly in 
relation to somebody else – the other. Paisley 
Livington explains it like this:

In Bergman films, identity is never established in 
isolation, but is the product of a basic, inescapable 
reciprocity [...]Thus whenever Bergman sends one of 
his characters to a mirror, he includes in the scene 
those who mediate the vision of the self. 20

The gaze play a very central role in Bergman’s 
films, and in Monika, surprisingly, he breaks 
one of the unwritten laws of film, allowing 
Monika to give the camera a long, defiant look. 
In Persona, he uses a similar look, but sends 
it through the invisible mirror that Alma and 
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elisabet appear in. In both cases, the result is to 
draw attention to the viewers own eyes, as the 
characters look out to connect with the audience 
that resides outside of the fictional space. 

... the mirror where Alma’s and Elisabet’s eyes 
meet become the very source of identity, where 
they are alternately dissolved and created in the
eyes of the other.21

It seems obvious that the mirror stage described 
by Jacques Lacan as an essential phase for infants 
(6 to 18 months of age) which concerns the 
infants dependence on the mother and discovery 
of its own ego, is often repeated over and over 
later on in life, in completely different circum
stances: “thus, the subject is not a constant. on 
the contrary, it is an unstable, fluctuating thing, 
constantly attempting to reconstruct itself in 
interaction with its surroundings” 22

It is in the mirror stage that the ego begins 
to form, and the process can be divided into 
three separate stages: the first is when the infant 
experiences the image of its own body as though 
it were a different person. The child confuses 
itself with other people, and yet it is in those 
others that she will begin to see and find herself. 
It is later, in the second stage, that the child will 
discover that the other in the mirror isn’t real, 
that it is just an image. Not until the third stage 
will the child manage to connect the image in 
the mirror with herself.

In psychological terms, the mirror stage 
represents a separation from the mother that is 
caused by the discovery of the self. It is also an 
important phase for the formation of one’s own 
body image.23

 
Christian Metz was one of the first people to claim 
that film has the ability to “throw the viewer back 
to a state resembling the mirror stage, thereby re
peating the unconscious processes involved in the 
appropriation of identity and subjectivity.”24

In one of the scenes of the film I made for 
Blueshifts and mimetic modes of behaviour, I sud
denly turn to face the camera, a reference to an 
image from Persona, where elisabet stares into 
the camera while the room around her slowly 
turns dark. The intention here is to challenge the 
gaze of the viewer, but the image also contains 
other symbols that I have added to bring to
gether more details from the different films. Let 
me describe the image in greater detail: 

The scene begins with me lying on my back, 
completely still, on a couch. on my chest is a 
white lily, both a symbol of innocence and a 
funeral flower. After a minute or so, I suddenly 
turn my face to the camera, to reveal that I am 
bleeding from the nose. The nosebleed can be 
interpreted as a metaphor of innocence lost, and 
it is present in both Persona and Mulholland 
Drive. But the blood under my nose isn’t real, it’s 
only stage blood. 
 
I have dedicated some thought to the difference 
between still and moving pictures when it comes 
to looking right into the camera. In many of my 
earlier photographs of people, their eyes were the 
focal point, and if the images had been filmed 
instead, I think they would have been even more 
powerful. I think it is because of the breath, the 
fact that the person whose eyes one is meeting 
is in some way alive, albeit only within the mo
ment that has been captured. Still images can be 
just as direct, but they are more closely related to 
death, since the photographic medium refers to 
the past, to moments that have already gone by.

The moving pictures I produced for this 
video piece are very closely related to my way of 
using stills; the only difference is that I had the 
option of moving within a fixed picture frame, 
and the addition of the dimension of time. This 
method is an extension of, rather than a break 
with, my previous working methods. 

In the film, the video and audio clips appear 
out of darkness, only to disappear back into it 
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22. Ibid. p. 51

23. Psykolog Uppsala, 
[online] http://www.
psykologuppsala.se/
lacan/

24. Koskinen, p. 52

Susanne Svantesson / Master of Fine Arts 2



192

when they end. what we are viewing can there
fore be perceived as the tip of an iceberg, and 
one suspects that much more lies hidden beneath 
the surface. The film is 50 minutes long, and 
shown as a loop, with no beginning and no end. 
This lack of a narrative structure can make the 
piece appear boundless to those who don’t stay to 
watch the entire film.

repressions 

I’d like to return to a symbol I mentioned 
earlier, and discuss one of the other films that 
is included in the piece, Michael Haneke’s The 
Piano Teacher. In a scene from the film, we see 
the piano teacher erika rushing away from the 
final rehearsal before a concert. we can tell that 
she is driven from the concert room by jealousy, 
as the young man of her dreams, walter, extends 
a helping hand to one of erika’s frightfully 
nervous students. The events that follow are a 
fairly subdued, but still brutal, depiction of the 
mental breakdown that erika suffers. She finds a 
glass, wraps it in a scarf, and crushes it with her 
foot. The pieces of glass are then calmly placed 
into the jacket pocket of the nervous student, 
and soon she has risked ruining the career of 
an innocent wouldbe pianist by damaging her 
right hand. 

A similar scene occurs near the middle of 
Persona, just before the film falls apart. Here, 
the glass reappears when nurse Alma finds out 
that her patient elisabet has been gossiping to 
others about personal matters that she told her in 
confidence. Alma tosses back a sharp little shard 
from a glass that was shattered when it fell to the 
ground. She does it on purpose, only to see elisa
bet place her feet in that very spot only moments 
later. It’s as though the powerful emotions of this 
drama make the film come apart for a moment. 

The mood of The Piano Teacher is intensely claus
trophobic, and Haneke deliberately chose to have 

erika spend most of the time indoors. The home 
she shares with her mother feels like the kind of 
place where you can barely breathe. The focus on 
interiors represents how closed in erika is behind 
the emotional walls she has erected around 
herself.25 Just like the women in Marie-Louise, 
Janna, Anna, Casia, Sara, Nässlan (translucent 
views), we find her gazing out of a window, and 
we sense a longing to escape whatever it is that’s 
keeping her locked up. 

The entire project Blueshifts and mimetic 
modes of behaviour also has a claustrophobic 
mood. Like erika, I have surrounded myself 
with powerful emotions that won’t leave me 
alone. one senses an element of mania, and in 
my video, I express the feeling of repression by 
using my back to represent the external, con
trolled facade, while the flickering light running 
along my spine represents the anxiety experi
enced by the person within. repressed emotions 
make their way to the surface.

The series of photographs of a wardrobe with 
nothing but pink clothes in it is a comment 
on the stereotypical views of women, and the 
colour choices that define them. I call the series 
Wardrobe for Betty, because the main character 
of Mulholland Drive created an innocent, naive 
version of herself in her internal world. This alter 
ego, Betty, is often seen wearing pink, and her 
name and dress are both trademarks of a certain 
type of woman. 

To show the limitations of the representa
tional system I described in the introduction, I 
would like to quote Mary Ann doane:

The iconic system of representation is inherently de-
ficient – it cannot disengage itself from the “real”, 
from the concrete; it lacks the gap necessary for 
generalisability (for Saussure, this is the idea that, 
“Signs which are arbitrary realise better than others 
the ideal of the semiotic process”). The woman too is 
defined by such insufficiency.26
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My artworks have a feminist aspect in the sense 
that I choose to point out that everything is 
constructed, including roles that are generally 
considered feminine. I want to draw attention 
to the fact that our eyes always seek to define the 
things that they see.

I’d like to finish with a section of text from the 
book that served as the initial inspiration for my 
graduation project Blueshifts and mimetic modes of 
behaviour. Anaïs Nin gives a beautiful description 
of the way that the body can mirror the soul.

Letter to an actress:

“From what you told me last night I see that you 
do not know your power. You are like a person who 
consumes herself in love and giving and does not 
know the miracles that are borne of this. I felt this 
last night as I watched you act Cinderella, that 

you were whatever you acted, that you touched 
that point at which art and life meet and there is 
only BEING. I felt your hunger and your dreams, 
your pities and your desires at the same time as you 
awakened all of mine. I felt that you were not act-
ing but dreaming; I felt that all of us who watched 
you could come out of the theatre and without 
transition could pass magically into another ball, 
another snowstorm, another love, another dream. 
Before our very eyes you were being consumed by 
love and the dream of love. The burning of your 
eyes, of your gestures, a bonfire of faith and dissolu-
tion. You have the power. Never again use the word 
exhibitionism. Acting is your revelation. What the 
soul so often cannot say through the body, because 
the body is not subtle enough, you can say. The body 
usually betrays the soul...”  27

Susanne Svantesson
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modes of behavior
Photography, lambda 
print. Passport photo. 
Installation view.
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Blueshifts and mimetic 
modes of behavior
Photography, 
installation view
Variable dimensions
_
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– no blood left if it isn’t raw

“I am not so much interested in creating literature 
as I am trying to convey the pressure of what I’ve 
witnessed or experienced. Writing and rewriting 
until one achieves a literary form, a strict form, just 
bleeds the life from an experience – no blood left if 
it isn’t raw. How do we talk, how do we think, not 
in novellas or paragraphs, but in associations, in 
sometimes disjointed currents...” 1

Not knowing what is coming next. Creating a 
contextual framework and then, within it, set-
ting in train a chain of reactions driven by the 
material itself and intuitive actions. The balance 
between control and the lack of it means that the 
material itself, in combination with impulsive 
acts, sets the course for the piece. And as one 
proceeds, it becomes clear that it is here interest-
ing discoveries are made; it is here that one gets 
to the very heart of the work.

Curiosity about what will come one’s way, 
what it will be possible to say, delivers the im-
petus. In many respects it is difficult to accom-
modate such pleasures since the human need 
to be in control of one’s own thoughts easily 
takes over. But the fascination with the tension 
between control and unknowingness is greater.

It has always been a source of inspiration to me 
to become totally engrossed with a particular 
material, letting a newly discovered technique 
or idea trigger associative processes, with each 
step leading on to the next. By not knowing 
what the final step will be, I am able to preserve 
an openness to new meanings not determinable 

in advance. My works tend to emerge from this 
self-generating process. Possessed of an intuitive 
idea and a form evolving in my mind, I proceed 
in the determined belief that I am going to create 
something from this, without knowing what it 
will be. This interplay between the unconscious 
and the piece presents an interesting challenge: 
that of getting a fix on the piece and the think-
ing behind it. 

One of Michel Foucault’s tools in The Archaeol-
ogy of Knowledge is precisely the notion that the 
archaeologist’s role is to assess his find with an 
open mind, unencumbered by the historian’s 
knowledge base. To examine it, unconstrained by 
the history of ideas, with a fresh eye. In art mak-
ing, this approach translates into maintaining an 
openness to wheresoever the project might lead, 
without knowing where it is heading.

Hitting the blank spots

Summer 2009 heralded, for me, a shift in my 
method of working. My 2008 piece CHOCK, a 
project that involved my posting my own photos 
of my part of Norway on kiosk exteriors in south-
ern Malmö, gives an indication of the nature of 
this change. This performative act, which im-
pacted on the townscape, triggered something of 
a fascination with these ubiquitous kiosks, plac-
ards plastered on their exteriors. The intervention 
was then photographed and the pictures, set in 
the frames I had made for them, were mounted 
on the outside of Malmö Art Academy. One 
offshoot of this piece was an accumulation of tab-
loid flyers; the owner of my own local kiosk put 

GuNNHIld TOrGerSeN
In Translation

1. Scholder, Amy, In the 
Shadow of the American 
Dream – The Diaries 
of David Wojnarowicz, 
Grove Press, New York. 
1991, p. 235
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them to one side for me over the course of several 
years and I picked them up every time I shopped 
there. over a year later, I had to deal with this 
absurd collection of papers, which to that point 
had been the upshot of a quirky routine rather 
than part of any predetermined plan. 

Having recently become obsessed by the need 
to find an intuitive method of working, I decided 
to use this seemingly indeterminate material in 
attempting an intuitive approach. I sorted the 
paper into magazines and newspapers, arranging 
it chronologically. By tearing it into pieces and 
mixing it with water I produced a mass of papier
mâché, still segregated according to chronology 
and publication type, which I worked up into 
large sheets on the floor. After a protracted dry
ing time, I had four large sheets displaying dis
similar structures according to the type and date 
of the material (two of them exhibit Aftonbladet’s 
bright yellow paper), and featuring interwoven 
lines from disparate front pages. I was struck by 
the appearance of the work, since I had long been 
committed to working with a ‘human’ dimen
sion, in the belief that this would inevitably yield 
a corporeal and physical presence. Now I found 
myself looking at virtually abstract painterly sur
faces, devoid of figurative symbolism. After six 
months’ work, I could see the fruits of my efforts: 
here encapsulated was the story of a continuous 
action and collection that ran parallel with my 
everyday life over two years, in the intermediate 
space between production and form.

By capturing a performative act in a formal 
idiom, I addressed the relationship between ob
ject and production, which had long been a focus 
of interest for me. An example of this can be seen 
in the piece “The I”, for which I created a 210 cm 
long fleshcoloured “I” and had Tobias Vargas 
excecute a motionless performance based on the 
I, one’s own self, in an open public realm space 
in central Malmö. The same concept was realized 
in a more personal mode with the involvement of 
a close associate, Stuart dunworth, who posed 

one evening in a casually staged setup in the 
light of an Ishaped road sign: an evening which 
found him plunged into grief by the news of the 
death of a loved one immediately before shoot
ing commenced; hence he displayed a state of 
natural inwardness. Given that the picture was 
informed by this piece of personal history, dun
worth subsequently penned a text to accompany 
the piece. Here I attempted to achieve a balance 
between the physical form of an object and the 
action itself, but in a direct manner, without the 
subtle and important layers of mutual transfor
mation between the two. 

It is precisely in these layers of translation 
that the ‘flyer’ piece finds its strength. The pulp 
sheets abstract from the flyerborne information; 
it is there, but merely as a trace. This transfor
mation of news downgrades the importance of 
the original content, the conversion of verbal 
information to a physical form shifting the focus 
onto translation itself. Given the continuity of 
the collection process, a synchronicity was set up 
between the print media and my action, and this 
span of time gets translated into a formal idiom. 

The piece’s simple artistic form features 
visual references to, among other things, abstract 
expressionist painting. I appreciate why questions 
might arise as to the choice of papiermâché for 
a physical form that manifests as a paintinglike 
sculpture: but while perhaps any other form 
would have been less of a provocation, it is the di
chotomies inherent in the material that strike me 
as interestingly surreal and expressive. The gesture 
towards abstract expressionism is not something I 
follow through on, since the piece is conceptually 
based, rather than actionbased in the manner of 
Jackson Pollock’s randomly dripping paintbrush. 
But the provocation implicit in even gesturing to 
this tradition is one I find intrinsically interesting. 
The colours in the paper are visible as pink, yellow 
and blue surfaces, which at a distance connote a 
traditional distaff occupation (tapestry weaving), 
an attraction towards 1970s textile art, and a 
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potential allusion to the recycling of material, and 
yet still in contrast to the system, the idea and 
the technique. with titles such as June – Decem-
ber 2008, I drew attention to the span of time 
covered by the collection. 

I took these ideas in a new direction with two 
new series. one involved covering the sheets 
with shiny polyester and then removing most of 
the papiermaché, leaving two sheets of polyester 
with dried fragments of pulped paper sticking 
to them and producing an abstract pattern in 
the plastic. In the other series, Hitting the Blank 
Spots, I spent a month collecting posters and 
flyers in three different towns before reworking 
them by repeating the papiermâché procedure, 
but using smaller formats corresponding to the 
usual poster size. The three sheets produced were 
overpainted with white so as to remove all traces 
of information. As a result, they were practically 
reconfigured into pure abstractions, with the 
original material visible only at the very edges, 
framing, as it were, the white sheets.

In virtue of the more sculptural approach 
introduced by the deployment of polyester, the 
former series explores more deeply the medium 
and recycling element, with the nondegradable 
plastic forming a contrast to the vanishing paper. 
And in the latter series, the use of monochrome 
white results in a work that approximates 
painting, even as the actionbased aspect is also 
given stronger focus. The performative aspect 
– collection, action in the streets – is captured 
by this format. The messages originally carried 
by the material yield in importance to the type 
of material it is: posters whose purpose is to 
disseminate information about events taking 
place in the area where they were collected. eye
popping, glossy and screaming for attention. I 
have since become aware of echoes in the piece of 
what were then, to me, unknown names such as 
raymond Hains and Jacques de la Villeglé, who 
also create collages from torn street posters. They 

have restricted themselves to selecting them and 
mounting them on canvas, seeking to capture 
the visual and political themes implicit in the 
urban cityscape, and which would be looked at 
freshly and critically in the gallery space. The 
Swedish artist Klara Lidén has engaged more 
activistically with the ‘wallpapered’ cityscape 
by pasting blank sheets of paper on top of old 
posters. Later, she transferred these to the gallery 
along with installations of other found mate
rial. Moreover, she adopted a more actionbased 
approach to the use of materials than did Hains 
and Villeglé.

This work was my point of entry into the trans
formation of information, an exploration of the 
abstraction involved when one language disap
pears by turning into another. I have since been 
completely immersed in this technique which, 
with paper as the material, enables mutations 
into physical form, where the focus is directly on 
the actual translation from a material’s original 
purpose to the new illusions that emerge. 

Its raining over Amsterdam, 
sweet happy sadness along the streets, which 

shows the beauty of moments passing

Photography has always been important to me 
as a medium. Its patent ability to produce the 
most surreal realism and the human attraction 
to depictions of reality are powerful factors. 
Several earlier projects involved the photograph
ing of my own work, and its presentation as its 
own selfdepiction in composed or noncom
posed settings in conjunction with the original 
pieces themselves. An example of this can be 
seen in the piece If I could figure out a way to 
remain forever in transition (2010), in which the 
papiermaché sheets have undergone yet another 
transmutation which highlights the object as a 
locus of perpetual change. we see the remains 
of crumpledup discarded paper on a beach, 
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 decomposing, mutating into a new form, which, 
in conjunction with the title and the original 
piece itself, yields a wryly poetic perspective. 

Boy resulted from a trip to Amsterdam. 
It features a lad I just happened to meet: he is 
photographed posing with one of my pieces in 
his hands. The encounter behind this picture 
was an important element in a story of which the 
viewer is oblivious. However, it is relevant to the 
process and to the invisible layers informing the 
piece, and it invests the production with mean-
ing. I chanced upon Samir in a bar, where he was 

conspicuous for his youth. 
Perhaps 12 years old, this 
kid had the loveliest eyes, 
protruding ears and the 
smooth, innocent skin of 
a child. All of which stood 
in marked contrast to the 
seedy but popular joint. He 
was at least a foot shorter 
than anyone else there, but 
possessed of attitude and 
a presence that attracted 
glances. And he was also, 
unfortunately, homeless. 
By the end of the evening 
I had arranged to meet up 
with this unknown boy to 
photograph him. And the 
following day found us on 

an Amsterdam rooftop behind a building façade, 
a site looking like a set design for a non-existent 
flat. The boy was seated on a chair, holding one 
of my papier-mâché pieces (made in Malmö, 
where the paper for it had been collected) in 
his hands while looking into the camera with 
a serious expression. This same gaze meets us 
in the picture on display, in which we are also 
confronted with something hard to make out, in 
that what he’s holding is visible merely as a white 
surface and so to that extent is an object devoid 
of information. The kid’s gaze fills the structural 

aspects of the image with a human presence, 
reinforcing a sense of time and place, even as it 
deconstructs the meaning and the message. The 
picture is printed as a screen print on newspaper, 
in an allusion to the original flyers. 

The boy’s presence with the work and the 
displacement of the object in disparate represen-
tations of functions/dysfunctions recalls Gordon 
Matta-Clark’s Garbage Wall and its presentation 
in both the film and the photograph: Creating 
Garbage Wall for Fire Boy at the Brooklyn Bridge 
(1971). Here Matta-Clark created a prototype of 
a chicken wire rectangular ‘box’ form, filled with 
cement and street refuse, a wall where anyone 
could seek shelter. In the version referred to 
above, we see a young kid using it and the piece 
fulfilling its function. The piece is an element 
in the artist’s explorations of architecture and 
urban planning with a focus on the plight of the 
homeless in derelict spaces in New York. The art-
ist executed Garbage Wall three times over in his 
lifetime and left instructions for its construction 
that others have followed, reprising the piece 
a number of times. In one of his many critical 
prescriptions relating to the concept of Anarchi-
tecture, which first evolved during a collabora-
tion on the exhibition of the same name in New 
York in 1974, he wrote:

ANArCHIteCture workING IN 
 SeverAl dIMeNtIoNS (sic) 
MAkING tHe dISCuSSIoNS tHe 
SHow ANd tHe work. keePING 
It AN oNGoING  ProCeSS. Not 
fINISHING Just keep GoinG And 
stArtinG over And over.2

The artwork as a locus of transition, along vari-
ous dimensions, never a stagnating process. Back 
to Boy and if only i Could remain in a state of 
Forever in transition: it is precisely this idea that 
underlies the piece inasmuch as the photograph 
depicts a subject who has already ‘moved on’.

Gunnhild Torgersen
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The Source, Documen-
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The other world is where I sometimes 
lose my footing3

For me, literature has always been an important 
experiential source, and many of these literary 
experiences can be put on a par with ‘actual’ 
ones. They too form part of my memory store, 
processed in the same area of the brain. reason 
knows where the boundaries are between them, 
but what if these should be erased one day? Just 
as historians are at liberty to refer to fictional 
characters in their study of the periods in which 
these were conjured forth (and so arguably 
as relevant as their authors), so too a literary 
experience can be as important for a individual’s 
development as an actual one. 

In summer 2010, I was forced to take a 
several monthlong break from my studies. 
To escape from the frustration this caused, I 
began reading purely for entertainment, and 
recognised the need for the radical distancing 
from reality that fiction provides. So as not to 
stagnate, but without engaging in work proper, 
I opted for literature that struck me as unreflec
tive, possibly what Georges Bataille means by 
“the mass of books designed to put a great many 
people on the wrong scent ” (cheap books without 
the desire for a fundamental communication 
with the reader), a claim with which I know my 
author would disagree. For I immersed myself 
in Karl ove Knausgård’s 3000 page opus – a 
fictionalised account of his own life, loved and 
hated by Norwegians, prompting considerable 
media hype, with the author hailed as Norway’s 
sexiest man. The book was a provocation to 
many, since real life does not permit ‘evil’ and 
the transgression of boundaries in fiction does. 
one can say a great deal, or perhaps preferably 
nothing at all, about a writer like Knausgård, 
but he led me to reflect on the demarcation lines 
between fiction and fact, fantasy and reality, and 
to ponder the role of art in all this. How reality is 
distorted, what is merely fantasy and how remote 

from reality depictions have to be in order to lift 
us free of it altogether. This is obviously an issue 
that affects all artists, for we create illusions by 
translating reality into new idioms. A writer who 
deals with these issues much more pertinently 
than Knausgård is david  wojnarowicz, his 
streamofconsciousness writings constituting a 
quest for meaning and truth, and capturing the 
reality and unreality of our 
times in their own distinc
tive way. Alan Ginsberg 
too and his contemporaries 
have been a great inspi
ration: a literary scene 
closely associated with the 
abstract expressionists, the 
jazz scene and prominent 
figures of 1950s New York 
such as John Cage. Search
ingly, probingly, wojn
arowicz cuts to the very 
heart of existential quests 
through an intense, un
flinching prose that reflects 
the way our thoughts oper
ate: “Surrealism is a kind of 
automatic writing.” 4

In Literature and Evil 
Georges Bataille explores 
the relationship between 
literature and good and 
evil while also bringing in 
the individual author. In 
his essay on emily Brontë, 
he raises the question of how Brontë, given her 
sequestered life and limited experience of the 
wider world, could conceive the passion and 
emotional turbulence undergone by Catherine 
earnshaw in Wuthering Heights. Her sheltered 
life notwithstanding, she plumbed evil (as far as 
humanly possible) to its ultimate depths, through 
literature, imagination, dreams. Confined with 
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the thoughts and imaginings that raged within 
her, stimulated by and expressed in literature, she 
engages with the extremes of experience in this 
landscape of nothing.

“The isolated being loses himself in something other 
than himself. What the ‘other thing’ represents is of 
no importance. It is still a reality that transcends 
the common limitations. So unlimited is it that it is 
not even a thing: it is nothing.” 5

Bataille places literary experiences on a par 
with actual occurrences. Literary utterances are 
not morally answerable. Since the book is an 
inanimate object, it can abdicate all responsibil
ity and say anything. The authentic act is patently 
a desire to communicate meaningfully with the 
reader, to create spaces for experience. 

“Everything leads us to believe”, writes André 
Breton, “that there is a certain point in the mind 
where life and death, the real and the imaginary, 
the past and the future, the communicable and 
the incommunicable, are no longer perceived in 
contradiction to one.” 6

dismantled by a shift within

when I started on the project for my Master of 
Fine Art exhibit, Pulped, it was on the basis of 
the reflections sketched out above. The previous 
year I had discovered a fertile means of ‘translat
ing information’ into another medium: it in
volved using papiermaché as the concrete start
ing point for a physical reworking of the written 
word. Since the words printed in novels conjure 
up parallel worlds, the pulping of books is both 
a reworking of the book as an object and at the 
same time the dissolution of fiction – which it is 
the inherent purpose of the object to mediate. 

For Pulped, the material crucially consisted 
of novels pulled from my home library, with each 
book’s pages ripped from its cover, shredded, 

and with the addition of water and wallpaper 
paste, becoming its own mass. A physical act 
that in many ways felt reprehensible and destruc
tive, since books should be treated with care. The 
process itself is concrete: tearing, plunging into 
water, hand pulping and then pouring the mix 
into buckets. In a pulping lab, the papiermaché 
was transformed via two procedures: by being 
shaped into large slender sheets and by being cast 
in its own original hard covers. 

The sheets were created by stretching mesh 
across frames while two duelling books were 
responsible for the pattern. The page paper 
quality yields a gently shifting pattern inflected 
with fragments of words and letters. when cast 
in their own covers, the pulped pages evolve into 
small warped objects in the long drying period, 
with each cover leaving its mark on the shape of 
the individual object. Like excavated archaeo
logical finds, they are fragile but curious.

 “Pulp” is code for the process: a bucket
ful of wet, amorphous material pulverised or 
mixed with water. we also have the term pulp 
fiction, which refers to popular literature printed 
on cheap quality paper made from pulpwood, 
the soft wood used in paper production. with 
“pulp”, I set in train a sequence of actions, a 
continuing transformation and exploration of 
the space between the original content and the 
emergent artistic forms. 

The novel loses its voice to become instru
mental to the creation of new physical forms. Its 
verbal content is no longer legible or relevant and 
exists solely in the reader’s memory, detached 
from the book qua object, and in that process of 
abstraction, fresh narratives emerge that have no 
need of texts and words. 

The small cast books are depicted in two pho
tographic series. one series shows largescale, 
blownup images of the surface of each book, 
whose detail connotes organic form rather than 
pulp. In these photographs, the books lose their 

5. Bataille, Georges, 
 Literature and Evil, 
translated by Alastair 
Hamilton, Marion Boyars 
Publishers, 2006, p. 26

6. Ibid, p. 26, Quota-
tion from André Breton, 
Second manifeste du 
surréalisme. 
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physical attributes and acquire a twodimension
al representational character. Printed on matte 
paper, the photographs are presented both as 
wallmounted but also as rolled up, freestanding, 
floormounted sculptures, which resemble rolls 
of paper rather than photographs, a feature that 
would seem to bring the process full circle. 

The other series, Spine Sceneries, presents the 
books with their spines facing the viewer, look
ing like figures on a theatrically lit stage. each 
book is placed in a studio lit setting, basking in 
an ambience rendered by colours and shadows, 
its actual shape not revealed. The abstraction of 
form continues in an informationally bare setup 
where only ambience is composed. The pictures 
are written out on pages pulled from the books 
represented, whereby they become illustrations 
of themselves. 

This reconstructed process is just as much 
a part of the piece as is the exhibited result. For 
with each step the next is prepared, and not 
before, and every action is a natural consequence 
of its predecessor. The system informs the work 
within a framework of set rules predicated on 
the idea that nothing is envisaged prior to its 
execution: only thus can new entities emerge. 
each element is a stage on the way to becoming 
something else. The spaces between the succes
sive morphings open up. 

In the final work, the sequences of transfor
mations are plain to see, with the physical rework
ing of the material providing the basis for a quest 
or an artistic form. From painting to sculpture to 
photograph, the material morphs indiscriminately 
from one to the other. This space constitutes the 
condition of becoming something rather than the 
transformation itself. A concept used by Gilles 
deleuze is that of becoming (devenir), which 
indicates the object’s state of potential transition. 
A static condition, but at the same time forever 
on the way to becoming something else. This pos
sibility of perpetual change is a sphere: the condi
tion of an undefined crawling insect, as in Kafka’s 

The Metamorphosis, or that of an androgynous 
condition, as in Virginia woolf ’s Orlando. And as 
Bataille writes of Franz Kafka: “Kafka never really 
wanted to escape. What he really wanted was to live 
within the paternal sphere – as an exile.” 7 Here he 
describes the state of halting the path to certain 
death; that death is what we become and what 
we are moving towards. The trajectory from life 
to death figures in numerous texts on metamor
phosis. Be it a person or a material, the end is the 
same. I see the photograph as a medium used to 
arrest this progression; we conserve a memory and 
a depiction of something that is no longer that 
which is shown, but has moved on to a new stage. 

The project Pulped and the series involving 
flyers display two distinct modes of becoming 
something; while the one is the physical result 
of a performative, transformative process, the 
other is a photographic depiction. In the case of 
the latter, it is not the object itself that changes 
but our perception of it. In Alma ruiz’s essay on 
Gabriel orozco, she writes: 

“The simplicity of the arrangement focuses attention 
on the transformation that has taken place. While 
standing in front of the image, visitors are not 
immediately aware of what the object is, but rather 
what it has become.”  8

orozco’s photographs are often depictions of 
his own pieces situated in a variety of contexts, 
and not infrequently he places both object and 
photograph in one space at the same time. It 
is interesting to note how the photographic 
depiction alters the object itself, and demands 
far more attention than does the object alone in 
all its physical immediacy. The photograph can 
bring out the complexities within a simple form 
when it is placed in various settings that reflect 
our presentday reality, and it provides an entry 
point to an intellectual content that the object 
alone fails to deliver. 

7. Bataille, Georges, 
 Literature and Evil, p. 156

8. Alma Ruiz, Introduc-
tion, Gabriel Orozco, 
p. 26
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As a classic example of the documentation and 
depiction of artworks in photographs, Louise 
Lawler has, throughout her art making, con
sistently photographed others’ works. And by 
depicting the pieces in these contexts, she chal
lenges the established social order, its authorities 
and gender roles. Through this display, she ef
fectively raises question marks over art’s contexts 
and roles with tenacious humour and distance. 

Time takes a cigarette, puts 
it in your mouth9

In the essay “The woods Are white or Black – 
we will Never Sleep”, will Bradley writes of 
Tauba Auerbach’s Static series: “It could be argued 
that what these works suggest is not so much the 
information lost, or accidentally produced, by the 
translating action of the grid, but the fundamental 
incompleteness of a particular way of seeing”.10 
Although Auerbach focuses somewhat more on 
technology and visual transformations and less 
on physical reworkings, I still perceive parallels 
in her systematic translation of information to 
photography and painting with the approach I 
have been describing. She arguably focuses more 
on the imperfect gaze or the nonfunctional 
object than on the loss of information incurred 
by the obliteration of books or flyers. 

The digitalisation of books proceeds apace in 
tandem with the digitalisation of all the informa
tion we consume. And so the physical proximity 
of information has an everdwindling role in soci
ety, making its increased availability all the more 
important. The key role of the book as object is no 
longer current, and so today book burning would 
be pointless. Kafka would never have needed to 
consider burning his work today and the court 
case that followed the publication of Ginsberg’s 
Howl is now almost comically outdated. News is 
not dependent on flyers to reach us; indeed, we 
scarcely spare them a glance. warfare Using Infor
mation as weapons is a phrase I picked up from a 

headline without remembering where I saw it, and 
this underscores the significance of the increased 
flow of information and knowledge. Communica
tion is language and language changes, which is 
why translation is an unending task and a process 
of perpetual transformation.

– and it is in that sense of void where one 
should most desire continuation11

In my introduction I wrote about the creation of 
rules for intuitive actions and will now clarify this 
further by saying that if unpredictable or chance 
translation steps are to produce meaning, the 
system must be constructed on the basis of an an
tecedent logic. This is necessary if the result is to be 
a fruitful function of the source material, focusing 
attention in the right direction. The logic must be 
predicated on the material and the original inten
tion, and if all the steps in the transformation meet 
this requirement, the outcome of an abstraction of 
the material will result in a maximum of informa
tion with a minimum of meaning in which mean
ing has moved on to another level. 

The printed characters, information and 
digital codes flow in a universe that we trans
late into our own system and into the universal 
desire to communicate. By extending the notion 
of translation to the abstract, the visual, the 
physical, we examine functions and dysfunctions 
in art and society. The experience of all that we 
see, dream and read is continually interrupted 
and translated into new contexts. As william 
Burroughs says in relation to his own refiguring 
technique: “Life is a cut-up. Every time you look 
out the window, when you walk down the street, 
it continues being cut by random factors. This is 
the fact of human perception. The cut-ups simply 
made this explicit.”12 experiences and processes 
are continually being refigured, interrupted by 
contingencies. Abstracted from a thought that 
does not admit of translation into words but into 
an action, into a form. 

9. Bowie, David, Rock ń 
Roll Suicide (The Rise 
and Fall of Ziggy Star-
dust and the Spiders 
from Mars, 1972)

10. Auerbach, Tauba, 
Chaos, (Deitch Projects, 
2009), p. 55 

11. Wojnarowicz, David, 
Close to the Knives: A 
Memoir of Disintegra-
tion, p.41

12. Workman, Chuck, 
The Source, Documen-
tary, 1999
_
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My aim has been to trace and disclose a common 
thread running through my artistic practice, 
which at the start of this endeavour remained 
somewhat undefined even for myself. This is 
because I have been working from one project 
to another in a manner seemingly decided by 
chance. Looking back, my way of thinking about 
artmaking might have been sparked by reading 
the novel Leviathan2 by Paul Auster a few years 
before entering the Malmö Art Academy. In this 
novel a writer protagonist is trying to retrace 
and make sense of his best friend’s sudden self
inflicted death, through a random sequence of 
events. Perhaps worth mentioning as a side note 
here is that one of the fictional characters in the 
novel is based on one of the author’s real friends: 
the artist Sophie Calle, who, in the novel (as 
in her real artistic practice) studied randomly 
chosen people within the city of New York (Paris 
in her real life) in order to reinvent their identi
ties, and thereby her own. Auster’s protagonists 
are often writers who try to establish mean
ing in their lives and to find their place in the 
nature of things. The protagonist’s best friend’s 
selfinflicted death was a result of trying to blow 
up several statues of Liberty, which the title 
refers to as Leviathans, something that becomes 
“a metaphor for man’s doomed struggle”3. This 
specific incident in the novel might have been 
in my subconscious when a part of my applica
tion to Malmö Art Academy included displaying 
all of the components necessary for making a 
homemade pipe bomb, transported to Malmö 
from my hometown Halden across the Norwe
gian border. In a more general sense, realising 

the possibility and freedom of constructing new 
“realities”, piecing together information resulting 
in new “truths” as a way of seeing and dealing 
with the contemporary world or even possible 
futures, is something still traceable in my current 
idea of artmaking. rather than constructing 
textual narratives, however, I wanted to indulge 
myself in all of the available media and interdis
ciplinary approaches available in artistic practice. 
Having a background in painting I realised 
that my interest in using this medium did not 
reside in the medium itself, but its capabilities 
for constructing different realities. Somewhat 
prior to entering Malmö Art Academy, I started 
transferring my idea of working with art into an 
interdisciplinary practice, continuing this during 
my first year in the academy, thus leaving my 
previous preoccupation with painting behind.

Unrealised ruins

In the summer of 2008 I was invited to do an 
exhibition at an artistrun space called Botnik 
Studios on the southwest coast of Sweden. This 
would be the start of an approach to artmaking 
that would prove to be characteristic of my art 
practice up to today.

during the depression of the 1930s across europe, 
which had severely affected the stone industry in 
Sweden, a largescale order of granite was issued 
from Germany. during those financially diffi
cult times the much needed order was welcomed 
and divided between stone quarries all over the 
southern part of Sweden, among them a small 
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You don’t need a weatherman to know 
which way the wind blows 1

1. The title refers to the 
title of my work: You 
don’t need a weatherman 
to know which way the 
wind blows, 2009, a line 
from Bob Dylan’s song 
Subterranean Homesick 
Blues, as well as the use 
of this phrase as a slogan 
by the American activist 
group the Weathermen.

2. Auster, Paul. Levia-
than. London: Faber and 
Faber Limited, 2001. First 
published in Great Britain 
in 1992.

3. Danto, Ginger. “All 
This Might Never Have 
Happened.” The New 
York Times. 1992. 
http://www.nytimes.
com/1992/09/20/
books/all-this-might-
never-have-happened.
html (accessed March 
23, 2011)
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quarry (now closeddown) near the exhibition 
space Botnik Studios. The order was part of an 
even larger order issued to Finland, denmark, 
France and Italy in addition to Sweden by the 
German architect Albert Speer for the realisation 
of Hitler’s Third reich, as there was not enough 
stone in Germany for this massive building pro
ject. Hitler requested the use of granite because 
this type of stone had a socalled “ruin value”4. 
The theory of “ruin value” was that the use of 
material such as granite would mean that when 
the buildings became ruins over time one would 
still recognise them as the magnificent monu
ments they once were, as opposed to the use of 
steel and concrete.5 As Hitler’s plan failed, huge 
amounts of this stone was left at the quarries and 
along the coastline where it was awaiting ship
ment, now known as “Hitler stone”. Unrealised 
Ruins became a seating sculpture composed of 
five granite stones transported from the nearby 
quarry to the exhibition space of Botnik Studios 
where they were placed in a circular seating 
arrangement. The stones had been partially 
carved and then left at the quarry when it was 
shut down some decades ago. Behind each of the 
stones I used in the seating sculpture were signs 
showing sketches of the buildings planned for 
the Third reich. 

Terrorism, danger to society, attack, murder! 
(Amalthea)

In terms of research and contextual sitespec
ificity, I continued applying the same manner 
of working in my next project. Folkets Park in 
Malmö, originally built as an idealistic initiative 
by the labour movement in the late 1800s, served 
as the starting point for this work. “Terrorism, 
danger to society, attack, murder! (Amalthea)”, be
came the title of the work. It consisted of news
paper headlines from the days after the young 
socialist Anton Nilson attached a bomb to the 
loadinghatch of the ship Amalthea in Malmö 

harbour in 1908. The ship was housing imported 
english strikebreakers and the bomb was meant 
to scare them off, but ended up being fatal as it 
accidentally killed one man and injured twenty
three. Soon after the incident Anton Nilsson 
was arrested, convicted and sentenced to death, 
the last man in Sweden to ever receive the death 
penalty. However, he was later pardoned and the 
penalty reduced to ten years of prison labour, 
and in 1917 he was released as the first decision 
of the new social democratic government.6

The final piece resulted in a sculpture made of 
wooden oak boards the shape of which resem
bled the blown out hole in Amalthea’s hull. The 
sculpture was placed on a piece of grass behind 
the restaurant Far i Hatten, as this restaurant 
and dance hall, over one hundred years old, was 
one of Anton Nilsson’s regular hang outs.7 The 
piece serves as a monument of a violent part 
of the Swedish labour movement’s history and 
its struggles crystallized through an incident 
usually referred to only in anecdotes, but which 
can be seen as marking a turning point in the 
establishment of social democracy in Sweden. 

Lumiar Cité

In spring 2010 I was invited to do an exhibition 
in the gallery Lumiar Cité, situated in a new 
urban renewal project outside Lisbon, called Alta 
de Lisboa. 

There is a place where you can have it all. Close to 
home. 65,000 inhabitants is the number that sum-
marises the size of the extension to the city of Lisbon 
that is being born here. A place for all who seek a 
better life, everyday. A city planned in detail so that 
everything there exists to increase the quality of life 
of those who live in a naturally privileged place.8

This is how Alta de Lisboa is described on the 
promotional web site – a utopia of modern liv

4. Hell, Julia. Ruins of 
Modernity. (Duke Univer-
sity Press, 2010), p. 186. 

5. Ibid. 

6. Larsson, Petter. Ekot 
från Amalthea: En bok 
om gränslös konkurrens, 
våld och 2000-talets 
nya strider (The Echo of 
Amalthea: A book about 
boundless competi-
tion, violence and 20th 
century’s new conflicts). 
(2008) pp. 34-47. 

7. Mitt Hjärtas Malmö //
Vol 4 1908-1936, Auto 
Images AB. 2007.

8. Alta de Lisboa. “Pres-
entation.” http://www.
altadelisboa.com/page/
presentation.html (ac-
cessed March 15, 2011)
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ing. Arriving at the gallery by subway one exits at 
the station called Lumiar – meaning: “glow
ing” or “illuminated”. The name of the gallery, 
Lumiar Cité, means: “glowing” or “illuminated 
city”, a name bringing to mind the FrenchSwiss 
architect Le Corbusier’s concept of the utopian 
city, which he referred to as “the radiant city”.9

The area of Alta de Lisboa had been comprised 
of slums, but plans to build a new “city” in this 
area have been put in motion. The area, situated 
on the outer rim of Lisbon, is now a mixture of 
highdensity social housing projects, highway in
tersections, 1970s housing developments, illegal 
settlements and dilapidated buildings. As with 
other urban renewal project across the world dif
ficulties are encountered when trying to realise 
theoretical plans. The gallery lies right next to a 
social housing complex where part of the gypsy 
community has been relocated. As I visited the 
gallery on a research trip I was cautioned not to 
take pictures in their direction as various illegal 
activities were taking place there, hence them 
wanting to remain undisturbed. I found the situ
ation of the gallery odd but intriguing. In addi
tion to difficulties integrating the social housing 
projects within the other housing developments, 
there were difficulties sustaining the greenery 
in the big spaces throughout the area with no 
natural water sources and the warm, dry climate. 
The result was a dirty and static artificial canal 
and greenery turning brown. 

despite the urban renewal project being fairly 
young and still ongoing, with the completion 
planned to take place in 2015, the children’s 
playground across the street from the gallery 
had already undergone decay and vandalism. 
It was now left as a graffiticovered ruin even 
before being properly used. Together with other 
fragmented dilapidation in the area this provided 
an image reminiscent of robert Smithson’s 
writing in his essay A Tour of the Monuments of 
Passaic, New Jersey (1967); descriptions of a place 

stranded between construction and catastrophe 
filled with uncompleted building projects, what 
Smithson called “ruins in reverse” 10, buildings 
that “rise into ruins” 11.
 
within this context I started working on a pro
ject where I incorporated the skills of construct
ing homemade wind generators, learned from 
howto manuals on the Internet. My plan was to 
build a wind generator on a mobile scaffolding 
system, which allowed a fourmeter high tower 
to be retracted like a telescope, lowered and 
transported out of the gallery space. during the 
week prior to the opening I built the technical 
structure with some local help in a workshop in 
the industrial area of the old Lisbon doks. The 
gallery’s opening hours were divided into two 
parts. during the first part of the day, from 10 
am to 1 pm, the wind generator was taken out 
of the gallery space and moved around Alta de 
Lisboa harvesting energy from various locations 
in the surrounding neighbourhoods. The energy 
was stored in batteries, which in turn were 
brought back into the gallery space, together 
with the wind generator, for the second part of 
the day. during this period, from 3 pm to 7 pm, 
the generator functioned as a motionless techni
cal sculpture inside the gallery space. The bat
teries containing stored energy were connected 
to one of the gallery’s ceiling lamps and the 
gallery assistant’s laptop, whenever this needed 
charging, both consuming the energy for as long 
as it lasted. The process was repeated every day of 
the threeweek exhibition period. 
 
In the sitespecific context of Alta de Lisboa 
the gathering of and insistance on using wind 
energy collected from the various surrounding 
neighbourhoods became for me a kind of al
legorical image of man’s pursuit of progress and 
the futility and negation sometimes residing in 
this process. In the end the harvested energy was 
barely enough to power one lamp, and from time 

9. Le Corbusier. The Ra-
diant City: Elements of 
a Doctrine of Urbanism 
to Be Used as the Bases 
of Our Machine-Age 
civilization. New York: 
The Orion Press, 1964. 
First published in Paris 
in 1933.

10. Smithson,  Robert. 
The Monuments of 
 Passaic. Artforum (1967). 

11. Ibid.
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to time the charging of the gallery assistant’s 
laptop. The process of transference and depletion 
of energy in this work can be interpreted along 
the lines of entropy as well.

“Like energy, entropy is in the first instance a 
measure of something that happens when one state 
is transformed into another”.12

As the energy harvested by the wind generator is 
consumed and transformed into light and heat, 
which is then dispersed throughout the sur
roundings, the level of entropy increases as the 
energy fades. entropy in the form of irreversible 
transformation is also present in the fragmented 
nonsites of Alta de Lisboa, through decay and 
dilapidation of buildings under construction, as 
well as the deconstruction of previous buildings. 

You don’t need a weatherman to know 
which way the wind blows

The construction of homemade wind generators 
and the use of these to harvest wind energy de
rives from an earlier project I worked on during 
a oneyear stay in Berlin in 2009/2010. during 
this time I learned how to construct the wind 
generators using materials and supplies one can 
buy from an ordinary hardware store. These were 
fairly small in scale, about four meters high, and 
could quite easily be unmounted and trans
ported. As a location for the energyconsuming 
part of the project, this time I decided to use the 
abandoned enclosed NSA (National Security 
Agency) Listening Station situated on the top 
of the big hill called Teufelsberg in western 
Berlin. This complex was built by the Allies on 
top of the ruins of Berlin after the Second world 
war to intercept radio transmissions from east 
Germany and the Soviet Union during the Cold 
war13. I chose this location mostly because of its 
futuristic looking architecture of spherical towers 
and huge space stationstyle domes juxtaposed 

with decay and ruin. The project was presented 
as photodocumentation of the scarcely il
luminated buildings shown together with the 
homemade wind generator and titled “You don’t 
need a weatherman to know which way the wind 
blows” – a line from Bob dylan’s song “Subterra
nean Homesick Blues”14, also used as a slogan by 
the American activist group the weathermen15. 

“(…) In front of the image stands a technical sculp-
ture built by the artist, a wind generator, whose 
function has been to supply the depicted house with 
electricity. This ensemble could remind us of a 
post-apocalyptic staging. It throws a glance towards 
a future determined by the finiteness of fossil fuels. 
A time characterized by solitude and isolation, as 
well as a strong will to survive paired with growing 
self-organization (…)”.16

Annual exhibition at Malmö 
Art Academy

Picking up on the thread of entropy in my work, 
I had, prior to the project in Lisbon, but after 
returning from Berlin, started working on some
thing to show for the annual exhibition at the 
Malmö Art Academy in May 2010. This work 
would continue my preoccupation with entropy 
in the form of decay and the reduction toward 
a state of sameness. I wanted to use as a start
ing point the fact that I had returned from my 
exchange studies at the Braunschweig University 
of Art, which I had attended while living in 
Berlin, and was given a studio on the fifth floor 
loft of the school. Instead of turning my studio 
into a white cube exhibition space I decided to 
work with the sitespecificity of the location in 
which every student is expected to show his or 
her work once a year. I learned how to install 
bathroom floors and used that technique to lay 
a waterproof linoleum floor that also covered a 
few centimetres of the lower parts of the studio 
walls. I painted the linoleum black and filled the 
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floor with a thin layer of water  a few centime
tres deep. I also added tiny floating plants to 
the water. An audio track of subtle bird whistles 
sounded every once in a while from within the 
space. For the title I borrowed a statement from 
ornithologist Steve Hilty: “If humans were gone 
at least a third of all birds on Earth might not 
even notice”.17 The studio floor filled with water 
became a smooth black surface hiding the depth 
below and instead reflecting the architecture of 
the studio, creating a nonsite much like robert 
Smithson’s mirror works of the late 1960s and 
early 1970s.18

The Zone of Alienation 

The Zone - it’s … a very complicated system … of 
traps, let’s call it, and all of them are deadly. I don’t 
know what’s going on here when humans are away, 
but the moment someone shows up, everything starts 
moving.19

In Andrei Tarkovsky’s film Stalker released in 
1979 three men  a stalker, a writer and a profes
sor, ventures into a place they call “the Zone”, 
where the landscape is in constant alteration. The 
inspiration for this zone came supposedly from 
the Mayak nuclear facility in Chelyabinsk in 
the Soviet Union, which had seen an accident in 
1957 rendering the surrounding area extremely 
hazardous to humans, although the true nature 
of this accident was kept a secret up until 1989.20

At 1.24 am on 26 April 1986, seven years after 
the release of Tarkovsky’s Stalker, an accident 
occurred at the Chernobyl nuclear power plant, 
causing one of the reactors to explode. 36 hours 
after the accident the 50,000 inhabitants of 
Pripyat, a city only three kilometres away, were 
evacuated at two hours’ notice and with a prom
ise that they would be able to return after three 
days. An area of 30 square kilometres, including 
Pripyat, was closed off and has remained unin

habitable because of the radioactive contami
nation from the accident.21 This event was to 
indirectly affect me during my teenage years, as 
well as more directly in the summer of 2010. 

In 1995, when I was twelve years old, I joined my 
father on a bus ride that would become the start 
of a commitment which has lasted till today. 
My father, who is a bus driver, volunteered to 
drive fifty children from Klimovichi, a village 
in the southeast of Belarus, on various trips in 
the Norwegian landscape. The children were 
in Norway on a couple of months’ stay as part 
of an initiative by the Lions Club Norway. The 
purpose of this was that they would be able to 
breathe fresh air and eat healthy food in order for 
their bodies to recover from the daily radioac
tive exposure they experienced in their home 
country. Klimovichi was among the villages that 
were worst contaminated after the disaster in 
1986. Shortly after the bus trips in 1995 my par
ents founded the volunteer organization Project 
Klimovichi in order to continue hosting summer 
camps for children from the contaminated areas, 
and to start conducting regular aid transports 
with various supplies and hospital equipment to 
Belarus. Through this involvement I developed 
a relationship with the children of Klimovichi 
as well as to the Chernobyl disaster, which I was 
too young to remember happening. Although 
hearing extensively about Chernobyl through 
this involvement I had never been to the site 
where it all started: the shutdown Chernobyl nu
clear power station in the north of the Ukraine, 
surrounded today by a closed zone referred to as 
the ‘Zone of Alienation’.22

In June 2010 I ventured into this zone. Like the 
team entering the zone in Tarkovsky’s Stalker, we 
were a group of three men  my two Ukrainian 
helpers Artyom and Sergei, and myself. After a 
few days waiting in Kiev we got the goahead 
and the necessary permits to enter the zone. 

17. Weisman, Alan. The 
World Without Us. Lon-
don: Virgin Books Ltd, 
2008.

18. Tsai, Eugene. Robert 
Smithson. The Museum 
of Contemporary Art, 
Los Angeles, 2004. 
pp. 162-169. 

19. Stalker. Dir. Andrei 
Tarkovsky. Mosfilm, 1979

20. Schuppli, Susan. 
“Soviet Defectors: Read-
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Site Magazine #28. 
(Stockholm, 2009)

21. The Battle of Cher-
nobyl (La bataille de 
Tchernobyl). Dir. Thomas 
Johnson. Play Film, 2006

22.“Chernobyl Nu-
clear Power Plant 
Exclusion Zone.” http://
en.wikipedia.org/wiki/
Chernobyl_Nuclear_
Power_Plant_Exclu-
sion_Zone (accessed 
April 12, 2011)
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Today the zone is guarded by the Ukrainian 
police while the reactor itself is under Ukrainian 
military supervision. 

early the next morning we found ourselves 
partly in the midst of a forest and partly on what 
used to be the city square of the abandoned ghost 
city of Pripyat. The streets were overgrown and 
the concrete seemed to have been crumbling 
away for a long time. The only sounds we could 
hear were of an intense bird whistling. 

Bird life in Chernobyl has over the last few 
years been studied by an international team of 
researchers, among them Norwegian researcher 
Geir rudolfsen. Their findings, having studied 
550 birds from 48 different species living within 
the contaminated areas, were of reduced brain 
capacity and reproductive abilities.23

radiation levels within the zone are variable. 
radiation is invisible, but we could get an idea of 
where the worst spots were by looking at the trees 
around us. A number of trees had big orange spots 
– the result of radiation being absorbed out of 
the ground through the roots and killing parts of 
them. An area in the zone is called “the red For
est”, and this is an area which got a very high dose 
of radiation from the disaster in 1986, and still 
remains one of the most toxic places in the zone. 

In advance of the trip I had heard of radioac
tive particles flying around in the air, socalled 
“hot particles”, which were the biggest danger 
in the zone if accidentally inhaled. The concrete 
was said to be the “safest” place to stay when 
moving around in the zone, minimising the 
risk of encountering these “hot particles”. I was 
not sure whether to feel lucky and privileged for 
the freedom we were given moving about in the 
zone, or uneasy about the fact that I was now 
crisscrossing through heavy vegetation in forest 
areas between the concrete buildings. we arrived 
at one of four sixteenstorey high apartment 

buildings, the most prominent buildings in the 
cityscape of Pripyat. 

Pripyat was built in 1970 to house the workers of 
the Chernobyl power plant. The city planning of 
Pripyat seems to have incorporated some of Le 
Corbusier’s concepts of the utopian city or, as he 
put it, the “radiant city”. Le Corbusier wanted to 
house workers in highrise apartment buildings 
making room for nature and greenery in wide
open spaces between the buildings. His ideas 
went so far as to suggest buildings on pillars 
allowing the integration of greenery underneath 
the buildings as well as on the rooftops  creat
ing a “vertical garden city”. His aim was to offer 
workers easy access to nature and leisure time.24 
Pripyat today is a different kind of garden city: 
uninhabitable by humans, but seemingly a haven 
for wildlife. 

After making our way up through the sixteen 
stories we eventually reached the rooftop. Here 
the bird whistling was even more intense as 
we could watch the birds flying between the 
rooftops and the trees. It was from here I got the 
video clip that was to become the main element 
in my graduation exhibition. I set up the camera 
on the corner of the roof. I had taped the legs of 
the tripod with plastic in order to reduce the risk 
of it being contaminated by radioactive parti
cles. The video ended up as a nineandahalf 
minute long panoramic view of the overgrown 
cityscape, vast forests stretching in all direc
tions, with the Chernobyl reactor as a gray hazy 
silhouette in the horizon three kilometres away, 
and with only the movement of trees swaying in 
the wind and birds flying past the camera view. 
An image reminiscent of a sixteenth century 
landscape painting, with the typical castle in 
the horizon replaced by the reactor. deciding 
to project the video in the exhibition on a piece 
of chipboard leaning against one of the gallery 
walls this painterly effect was emphasised further 

23. Walker, Matt. 
“Chernobyl birds are 
small brained.” BBC 
Earth News. http://
news.bbc.co.uk/earth/
hi/earth_news/news-
id_9387000/9387395.
stm (accessed Feb 7, 
2011)

24. Le Corbusier, The 
Radiant City. 
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The Radiant City, 2010
HD video projected on 
chipboard.
Projection: 140 × 250 cm, 
duration: 9:17 min
detail, installation view, 
video still
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and the image existed somewhere between video, 
film, photography and painting. The graininess 
of the chipboard also introduced an element of 
dirtiness and perhaps a suggestion of contamina
tion. After nineandahalf minutes of filming, 
Artyom and Sergei came to collect me. They 
were beginning to be concerned about the levels 
of radiation on the rooftops. I let nineandahalf 
minute be the length of the video clip and went 
down to street level.

At street level we experienced the most striking 
encounter with radiation. when we were walk
ing around between the concrete skeletons of 
Soviet architecture a strange taste arrived in each 
of our mouths. I later developed this encounter 
into an audio piece in my graduation exhibition 
played from a directional speaker called a “sound 
shower”. I recorded my voice saying:

Suddenly the taste is in my mouth.
Sweet and metallic.
Is it iron?
It is not on my tongue, it is on my teeth.
I repeatedly try to spit it out. The effort is futile.
This strange taste is an ominous presence.
It only fades when I leave the location it pervades.

This was the taste of radiation. 

one hundred metres was the closest I got to the 
actual reactor. The reactor is enclosed in a con
crete sarcophagus, built in the aftermath of the 
accident as a measure to contain and keep the 
radiation from spreading. The concrete structure 
today is like all the other concrete structures in 
the zone: crumbling away. workers on shifts 
continuously repair the construction working 
ten days on and ten days off within the zone 
due to the health risks. Plans have been put in 
motion by an international fund to build a new 
gigantic sarcophagus to be completed in 2013. 
This will contain the huge amount of radioactive 

material within the ruins of the reactor for one 
hundred years.25 As a comparison the halflife of 
some of the radioactive isotopes it is being built 
to contain is 24,000 years.26

The containment of radioactive material, 
mostly radioactive waste, is debated throughout 
the world, because of the extremely lengthy time 
needed for its safe containment. The artist Taryn 
Simon was granted access to the Nuclear waste 
encapsulation and Storage Facility run by U.S. 
department of energy, at the Hanford Site in 
southeastern washington State, to make one of 
the photographs of her series An American Index 
of the Hidden and Unfamiliar. Her photograph 
Cherenkov Radiation shows capsules of radioac
tive waste submerged in a pool of water. This 
is the biggest collection of radioactive material 
under one roof in America. “(…) a human stand
ing one foot from an unshielded capsule would 
receive a lethal dose of radiation in less than 10 
seconds.”27

After a day in the zone we left it, returning to 
civilization. 

when I later went through the digital photo
graphic material I gathered within the zone 
on my laptop, parts of the images took on a 
life of their own. The images changed each 
time I viewed them. They started dividing and 
rearranging themselves into abstract black and 
white patterns or turning intensely green while 
keeping parts of the original image. Parts of the 
images disappeared altogether being replaced 
by grey rectangular shapes. This grey was the 
background of the Preview program used to en
able the viewing of the images. I tried to transfer 
the original files to another computer in order 
to print them, but this computer was unable to 
open them. The only way I could capture this 
mutating phenomenon was by saving the images 
as screenshots, which I printed out and used in 
my graduation exhibition.

25. “New Safe Con-
finement.” http://
en.wikipedia.org/wiki/
New_Safe_Confinement 
(accessed April 12, 2011)

26. “Half-Life of Plu-
tonium-239.” http://
hypertextbook.com/
facts/JaniceChing.shtml 
(accessed April 12, 2011)

27. Simon, Taryn. “An 
American Index of the 
Hidden and Unfamiliar.” 
http://www.tarynsimon.
com/works_american-
index.php (accessed 
April 13, 2011)
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Similarly unexplained distortions of images 
recorded in the vicinity of Chernobyl were re
ported by the documentary filmmaker Vladimir 
Shevchenko and others when reviewing their 
film stocks documenting the cleanup of the 
nuclear disaster in 1986. Black spots and white 
flares and a crackling noise appeared consistently 
on all of their films.28

whether the mutations of my images are a result 
of digital errors, effects of the xray machine at 
Kiev airport on the way back, or the radiation 
in the zone, remains unknown. regardless of 
the cause, the images became a visualisation and 
interpretation of the zone and its characteristics. 

The circumstances around the making of Andrei 
Tarkovsky’s film Stalker, are comparably curi
ous. As the location for Stalker Tarkovsky used 
ruins surrounding the Tallinn power station in 
estonia. This area, which lay next to the Jägala 
river, proved hazardous as it was badly polluted 
from a chemical plant lying upstream from their 
film location; this caused health problems for 
several members of the film team. According 
to the sound recordist Vladimir Sharun, this 
exposure to the pollution during the course of 
filming Stalker ultimately led to the deaths from 
lung cancer of Tarkovsky himself in 1986, his 
wife Larissa, and the actor Anatoly Solonitsyn 
who played “the writer”.29 Tarkovsky’s first film 
stocks for Stalker were also rendered defective 
after a malfunction occurred when processing 
the film at Mosfilm studios in Moscow.30 He had 
to reshoot the entire first part of the film. The 
physical defects and alterations of Shevchenko’s 
and Tarkovsky’s material, as well as the muta
tions in my material, were all unforeseeable and 
uncontrollable effects. 

when released in 1979 Stalker was a prophetic 
statement of the Chernobyl disaster in 1986, 
while at the same time revealing the past; the 

secret Mayak nuclear accident of 1957 had still to 
be publicly admitted in the year 1989. Stalker can 
still be seen today as foretelling the future, when 
the use of nuclear energy is being debated more 
than ever as well as the inevitable issues of storing 
the everincreasing masses of nuclear waste. As 
I am currently writing this text another nuclear 
catastrophe is continuously unfolding on the 
other side of the world after an earthquake off the 
coast of Japan and the subsequent tsunami caus
ing havoc across the coastline of northern Japan, 
including the Fukushima daiichi Nuclear Power 
Station. Fifty workers are said to have stayed 
behind at the Nuclear Power Station, as perhaps 
the last chance of preventing a broader nuclear 
catastrophe. Fires and explosions are still occur
ring in four nuclear reactors while all six reactors 
at the station are having trouble cooling down.31

Postapocalyptic landscapes

Nuclear disasters and postnuclear disaster 
environments have been widely portrayed in 
film and literature. The entropic nature of most 
postapocalyptic settings differs from the view 
I encountered in the postnuclear disaster zone 
that is the Zone of Alienation. The landscapes 
are mostly vast, desolate, minimal and reduced 
to a sameness, much like the sameness robert 
Smithson might have been looking for in the 
locations for his nonsites, like the quarries he 
regularly visited, or the remote salt lake and its 
surroundings in Utah where he constructed the 
Spiral Jetty. The waste landscapes portrayed 
in film are such as the gray ashfilled dismal 
landscape in Cormac McCarthy’s novel The 
Road, recently turned into a movie32 or the 
desert landscape in the Mad Max trilogy 33. The 
landscape of the Zone of Alienation inherits a dif
ferent manifestation of entropy – through decay 
and the restoration of nature in the manmade 
concrete cityscape of Pripyat. It consists mostly 
of flourishing green spaces of trees and forests. 

28. Schuppli, “Soviet 
Defectors.” 

29. Norton, James. 
“Stalking the Stalker.” 
www.nostalghia.com. 
http://people.ucalgary.
ca/~tstronds/nostalghia.
com/TheTopics/Norton.
html (accessed March 
14, 2011)

30. Ibid.

31. Bradsher, Keith and 
Tabuchi, Hiroko. “Last 
Defense at Troubled 
Reactors: 50 Japanese 
Workers.” New York 
Times. http://www.ny-
times.com/2011/03/16/
world/asia/16workers.
html (accessed March 
15, 2011)

32. The Road. Dir. John 
Hillcoat. The Weinstein 
Company, 2009.

33. Mad Max Trilogy. Dir. 
George Miller. Kennedy-
Miller Productions ,1979, 
1981 and 1985.
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Comparable to the reduced landscapes previ
ously mentioned might be the “red Forest” in 
the zone. This area, which got a very high dose 
of radiation, consists of a vast landscape of dead 
orange trees and vegetation, a state in which it 
will remain for centuries to come. 
 

ruins and monuments 
– ruins as monuments

At this point a preoccupation with the ruins of 
modernity in my art practice can be revealed, 
whether in the “unrealised ruins” of the Third 
reich, Alta de Lisboa’s “ruins in reverse”, the 
decaying NSA Listening Station built on top of 
the rubble of postwwII Berlin or the post
apocalyptic ruins inside the Zone of Alienation. 
“A tour of ruins leads you into a labyrinth of 
ambivalent prepositions – “no longer” and “not 
yet,” “nevertheless” and “albeit” – that play tricks 
with causality. ruins make us think of the past 
that could have been and the future that never 
took place, tantalising us with utopian dreams 
of escaping the irreversibility of time.”34 Svetlana 
Boym writes about the “ruin gaze” understand
ing the concept to involve an “exploration of 
the sidealleys of twentiethcentury history at 
the “margins of error” of major theoretical and 
historical narrative (…)”.35 These errors today, 
visible in their physical remains subject to the 
process of entropy, become settings or points of 
departure for many of my works. what I find 
interesting about ruins is the paradoxical rela
tionship they have to time – the past, the present 
and the future. despite entropic dematerialisa
tion the remains seem to outlive this dissolution, 
thus inheriting a sort of timeless state. ruins also 
outlive their decaying materiality in a discursive 
manner. An example of this prolonged life is a 
monument which never materialised, thus never 
existing as a physical ruin either, but exists in its 
discursive state. Vladimir Tatlin’s never realized 
Monument to the Third International (19191925) 

is a construction belonging to the utopian dream 
of the russian Constructivists of the first part 
of the twentieth century, today functioning as 
a model as much as a ruin. Boym attributes the 
prolonged existence of Tatlin’s tower to this 
“ruin gaze”.

In Finland they are building a “ruin” for the 
future. Onkalo – a construction deep in the 
mountain, which will be the world’s first perma
nent storage facility for radioactive waste. It is a 
building project for the distant future as it must 
last for 100,000 years – this being the minimum 
length of time the waste will remain dangerous to 
humans. If they succeed it will most likely be the 
longest lasting remains of our civilization36 – a 
ruin of the twentyfirst century. This building 
project is facing entropy like no other building 
project before it, not even the pyramids of egypt.

radiation shares some of the characteristics of 
entropy, which can be described as energy trans
ference. Like entropy, radiation will continue 
the transference of energy for a certain amount 
of time until it has reached its final state, which 
for entropy is a state of inert uniformity and for 
radiation a stable nucleus of the radioactive iso
topes rendering them harmless to humans, both 
processes being particularly longlasting. 

Two entropic processes will take place during the 
100,000year period of Onkalo – the “outside” 
effects in terms of decay and the wear and tear of 
time, and the transference of energy in the form of 
radiation dispersed from every nucleus of the con
tained radioactive isotopes in the waste facility.

The site where Onkalo will be built is a place that 
inherits a kind of stable finite entropic state, a 
nonsite in some of its qualities. A location deep 
down in the Finnish bedrock, far from any exter
nal influences – or internal ones for that matter 
– such as earthquakes, climate disaster or wars.

34. Boym, Svetlana. 
“Tatlin, or, Ruinophilia.” 
Cabinet Magazine. Issue 
28 (winter 2007/08). 
http://www.cabinet-
magazine.org/issues/28/
boym2.php (accessed 
March 30, 2011)

35. Ibid.

36. Into Eternity: A 
Film for the Future. 
Dir. Michael Madsen. 
2010. From NRK nett-
tv, Til evig tid. http://
www.nrk.no/nett-tv/
klipp/726951/ (accessed 
April 8, 2011).

Lars-Andreas Tovey Kristiansen / Master of Fine Arts 2



218

“We (…) need you to know that this place should 
not be disturbed. And we want you to know that 
this is not a place for you to live in. You should stay 
away from this place. And then you will be safe”.37 

Professor Carl reinhold Bråkenhielm, working 
for the National Council for Nuclear waste in 
Sweden, answered this to a question of what the 
message aught to be to those who were to open 
Onkalo in the distant future, of course, without 
tackling the mindboggling question of how to 
communicate this to a civilization perhaps post 
the next Ice Age. 

Pripyat, a city now trapped within the postnuclear 
disaster landscape, was a utopian dream halted in 
the midst of its expansion and prosperous develop
ment, to remain in a suspended state of decay. The 
decaying ruins of Pripyat hold also an “invisible 
ruin”, that of radiation, which will outlive the vis
ible ones, making the above quote just as applica
ble to the Zone of Alienation as to Onkalo. 

Perhaps my artistic practice could be said to be 
a preoccupation with man’s continuous pursuit 
of progress and the apparent negation in this – 
 approaching this through an investigation of 
ruins of past dreams, or past as well as current 
visions of the future. This pursuit of progress and 
its various results can be traced in all of the pre
viously mentioned works, but could perhaps be 
more directly visualised metaphorically through 
the project I worked on in Alta de Lisboa; a 
pursuit of and an insistance on harvesting the 
unpredictable wind energy in a place which is 
not particularly windy for the purpose of bring
ing electricity to the gallery space, something 
which ended up showing the futility of this 
action. The project has a kind of dysfunctional
ity comparable to another unrealised project of 
russian constructivism: Tatlin’s oneman flying 
machine: the Letatlin never proved to possess the 
ability to take flight. 

Seeing the energy harvesting project together 
with the recent Chernobyl project, and in light 
of recent events in Japan, they question issues 
concerning today’s and future energy produc
tion – the use of fossil fuels vs. “clean” energy 
resources. They also pose questions of the futility 
of measures taken to prevent continuing climate 
change, and the question of whether society can 
progress at the same pace, and at the same time 
ensure the prevention of a climate disaster. Man’s 
pursuit of progress, today coloured by the infi
nite possibilities lying within the field of science, 
confronts difficulties combining this pursuit 
with preserving nature and the planet which we 
ultimately depend on. The scientific wonder of 
nuclear energy production, an example of man’s 
technological progress, represents on the one side 
“clean energy”, as opposed to the use of fossilised 
resources, and on the other the threat of nuclear 
disaster rendering parts of the planet new “Zones 
of Alienation”. In the end, the pursuit of progress, 
and possible utopias, is ultimately fighting the 
inevitable process of entropy in one form or 
another. 

I began by writing about Paul Auster’s novel 
Leviathan and mentioned how his fictional char
acters are usually trying to establish meaning in 
their lives and to find their place in the nature of 
things. Comparably I use my artistic practice to 
establish meaning and to make sense of the con
temporary world by looking, however fragment
edly, at the past and towards possible futures. 

Lars-Andreas Tovey 
Kristiansen 

Opposite page: 
The Zone of Alienation, 
2010 
Inkjet print on 
 Hahnemüle German 
Etching paper 
60 × 200 cm 
(installation view) 
 
The Zone of Alienation, 
2010 
Screenshot 
1059 × 704 px
(detail) 

The Zone of Alienation, 
2010 
Screenshot 
1059 × 704 px
(detail) 
_

37. Into Eternity: A Film 
for the Future. 
Dir.  Michael Madsen. 
2010. 
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Kah Bee Chow / Master of Fine Arts 1

Kah Bee Chow

Ljus utan skuggor 
Concrete, glass, cyano-
type on silk, broken 
glass and mirror, globe 
pendant lamp, sanded 
floors, blanket, digital 
print, towel, sawn home-
ware catalogue, cup, 
steel chain, steel tube, 
pot plants, found rocks. 
Floral arrangement by 
Hanna Grindal of Bara 
Blommor.
Variable dimensions.
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Bror Sander Berg 
Størseth

The Necessary ‘Other’
12” single loop vinyl-cut 
(VLF recording), Silk-
screen on paper mounted 
in oak frames, low volt-
age bulb, dark room.
Variable dimensions, 12” 
record, 60 × 90cm.

Very Low Frequency 
(VLF) radios pick up and 
receive transmissions 
from ‘unknown’ sources. 
These static transmis-
sions originate mainly 
from solar activity (and 
can also be traced to 
other space phenom-
ena, different stars and 
supernovas etc), emitting 
electro-particles (pro-
tons and electrons) much 
like a wind (solar winds). 
These charged parti-
cles collide with earth’s 
stratosphere, resulting in 
small clicks and whistle-
sounds materializing at 
very low frequencies.
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Zardasht Faraj

X1
Oil on MDF
122 × 122 cm

X2
Oil on MDF
84 × 122 cm

X3
Oil on MDF
52 × 40 cm
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Malin Franzén

Dough
60 kg flour, 35 l water, 
3 kg yeast.  
Performance by Laia 
 Fabre, Ipek Hamzao-
glu and Malin Franzén 
Vienna, 11.05.2011.
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Johanna Fjaestad

Lichen
Oil on canvas 
140 × 187 cm
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Nina Jensen

Leopardskin Girls/ 
Leopardflickorna
Stills from video loop, 
excerpt from sound 
installation
Duration: video: 3.30 
min, sound installation: 
13 min

”…Cecilia had found a 
nice leopard skin pat
terned dress that she 
wanted to wear and I 
was supposed to borrow 
something and I found 
these really tight black 
Filippa K jeans I couldn’t 
even have panties under 
and we found this leop
ard skin patterned top 
to go with it and I chose 
to have two padded bras 
underneath. 

Cecilia was doing my hair 
and I remember how our 
eyes met in the mirror 
and we started laughing 
like we had some kind of 
conspiracy going on. And 
then we were really short 
of time suddenly. We just 
rushed out the door, all 
the way down Sture
gatan and while running 
we played the game that 
we used to do, we were 
counting the looks we 
got from men passing by 
in the street. We rushed 
down to the metro and 
up to the bus station and 
running out to the station 
we saw this last bus to 
Värmdö leaving and we 
were running after it out 
on the highway realizing 
we had to hitchhike if we 
were going to come to 
this party...”
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Max Ockborn

Above:
A shield as a covenant 
of lightness to come
Nail polish, superglue, 
plastic, spraypaint for 
heaters, tack, leather, 
foam rubber, steel, lead, 
mdf, silicone, textile glue, 
rivets, synthetic leather, 
studs, nuts, bolts, metal 
discs, wool border, cot-
ton border.
Weight: 26.8 Kg

Below:
No title / work in 
 progress
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Anika Schwarzlose

Backdrops
Inkjet print, light bulb
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Danilo Stankovic

Urkraft
Aquarelle and graphite 
on paper, lacquered 
papier-maché and plaster 
sculpture, found woodcut 
print, Gustav Doré repro-
duction, metal leaf, wood-
burning pen on wood.
Variable dimensions.
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Maiken Stene 

Dr. Gustav Jebsens’ 
Adit Revisited
Wooden structure, over-
headprojection, script 
written by Maiken Stene 
and read by Kevin Benn, 
4 × 3.6 × 2.4 m, 
Soundtrack 17 min.

Excerpt from soundtrack:

The sooner you realize 
that you’ll never fully 
comprehend the true 
nature of the mountain, 
the better. You can 
penetrate it physically, 
through forced industrial 
openings, but no matter 
how many tunnels you 
enter, or how deep into 
the tunnels you venture, 
you’ll always end up star-
ing at a solid rock wall. 
Because to the humans, 

the mountain shall never 
cease to be surface.

Or do you disagree?

Sure, you can go in there 
and try to understand 
it, if you dare to lose 
yourself in total dark-
ness, surrounded by the 
increasing sound of run-
ning water, the echo of 
your steps, the howling 
draft pushing murky mist 
through neverending 
tunnels, straight towards 
you, cold and humid, the 
flapping of wings, twist-
ed rusty wires grasp-
ing for your legs, the 
scraping sound, louder 
and louder as you go 
deeper and deeper into 
the darkness of your own 
mind, your own mines, 
your own closed down 
system of veins. You’re 

terrified, scared shitless, 
because as the distance 
grows between you and 
the door, so does your 
understanding of how 
far these tunnels reach 
and how fundamentally 
sinister the mountain is, 
because within the mines 
no comfort is found, no 
physical silence, your 
entire being is fighting 
it off. And you quiver 
in angst and despair, 
too, because you think 
you’re gonna die, and you 
can’t see anything at all.

But if you really are Gol-
lum’s sister, then you go 
ahead. You’re loving it, go 
play with the ghosts now!
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Kianoosh Vahabi 

THEY
Installation, 
Two channel video 
projection, mirror ball, 
electric motor
Variable dimensions

The intricate structure 
of political power on a 
global scale can be seen 
as a form of living organ-
ism. Yet we can barely 
assign a form to this 
hypothetical body and 
therefore it is more or 
less an abstract concept, 
most commonly refer-
enced with vague and 
ambiguous words. Our 
perception of this figure 
is similar to a blurred, 
ghostly entity with an 
ever-changing shape and 
character.

This piece is part of a 
project focused on 
depiction of this ethe-
real character through a 
visual research process.



Namn / Bachelor of Fine Arts 1

Jenny Åkerlund

Selenography II
Colour pencil and graph-
ite powder on paper
29,7 × 21,0 cm

Jenny Åkerlund / Master of Fine Arts 1
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Martinka Bobrikova & 
Oscar de Carmen

AV1/AV2
Installation.
Variable dimensions.
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Martinka Bobrikova & 
Oscar de Carmen

ECHOES 0.0
Sound installation.
Variable dimensions.
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All tree roots are enveloped in a network (the 
mycelium) of fungal cells called mycorrhizae. Not 
only do they grow around the roots, they also grow 
inside the roots, among the cells. The fungus and the 
tree live in symbiosis, and it turns out that the tree 
in fact cannot live without this fungus. The fungus 
protects the tree from attacks by other harmful fun-
gi and microfauna, and it helps the tree to absorb 
water and nutri ents. In return the tree provides the 
fungus with sucrose, on which it depends to live. 
Forest fungi live in symbiosis with trees. Some only 
form mycorrhizae with a specific tree type, while 
others can do so with several. Fly agaric and chan-
terelle can live with several tree species, while larch 
agaric is only found with larch.1

Hey, look at him, he’s gawking at trees. what a 
strange activity, calm and persistent. I won’t rat
tle on with progressive proofs and the nuances of 
verticality, though such things probably exist. At 
an early stage I decided to be a small tree; it sort 
of came to me quite naturally. Unfortunately 
I couldn’t be more than two metres tall. And I 
don’t have roots that reach down into the soil, 
or leaves or protective resin, or a beard that goes 
round in rings, or other similar features of trees. 
My height is perhaps that of a very small fir. 

As a rule trees are chopped down before they 
manage to stiffen up properly. There’s a lot you 
miss on the way from the dead tissue that stiffens 
up the trunk out to the bark. Much of it isn’t 
worth dwelling on, much else is probably pure 
invention. 

Under all that 
black mist and those 
fine snow crystals 

lies our bed, to which we are pulled down, with 
a good push from everything around us. But 
don’t pull me down there, at least not yet. on 
the other hand don’t let the distance from down 
there get too far. 

Using nature as a metaphor for distance and 
the observation of life can work, and inexplicably 
may even lead to dialogue and communication. 
Nothing but meetings and encounters comes 
between us and our observations of nature. This 
is also clear in Scho pen  hauer’s thoughts about 
the concepts we are familiar with and surround 
our selves with. 

Nor is there anything to see in nature, other 
than the sense that you’re pulling up your own 
roots, sort of dragging your own life slowly out 
of context. out of where you came from. out of 
your element. 

Studying ideas of nature indoors doesn’t 
compare with the glow you feel inside when you 
venture out into the cold to find the area you’ve 
always been looking for. The oddest thing is to 
see people who turn back after a walk in among 
the trees. It’s as if the decision has already been 
made for them: that they have to turn back at 
some point; when, they don’t know, it prob
ably just happens quite suddenly and they’ve 
had enough. So there they go – they just turn 
on their heel and drag themselves back to the 
warmth again. who can suddenly decide, among 
trees and plants, that they’ve had enough? Sui
cidal plants and trees, maybe, but not without 
plenty of help from others outside – for example 

beetles, and people, 
and devouring 
fungus. 

Daniel Peder Askeland 

The Board Of Will
X-ray of painted portrait 
printed on matt paper
197 × 76 cm
_

1. Johannes Lid and Dag 
Tande Lid, Norsk flora, 
Det Norske Samlaget 
2005. Leif Ryvarden, 
Trær, Damm & Søn 2003.
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It’s important to keep going; it’s even more 
important not to miss anything. That’s when you 
need outside help to understand the world, so 
it doesn’t get away from you. The alternative is 
empty information and hollow places. 

A journalist asked a researcher and nature 
fanatic whether his attraction to a myste rious 
meteor crater in Siberia (one of many) had a 
religious background. He answered with a 
question: “do you need a licence to drive a 
car?” And continued: “Your question is from 
the wrong angle, the question quite simply isn’t 
useful in this context. The area we’re observing 

has been in direct contact 
with forces beyond our 
understanding. our whole 
world is built up that way, 
even the closest things can 
be inconceivable.” This was 
something I saw on TV.

often quotes like that 
can be important. Theo
ries, statements and art can 
be stigmatized as heresy, 
yet still be useful. If noth
ing more, they can gener
ate more approaches and be 
systematized accordingly. 
Cosmology is infinite, it 
ruptures space as humour 
breaks down boundaries. 
Humour is the bearer of 
the sick seriousness we’re 
all afraid of. 

The encounter between 
idea and material is the 
manifestation of some

thing that has been positioned. Technique is the 
transfor mation of intention. The work is the leap 
between possible gestures. The gestures tell you 
something by negating a particular fixed point. 
That fixed point is understanding. It’s shifted 
over to the viewer and different layers arise. 

xray photography shows only the heaviest 
and most absorbent material. It removes colour 
and similar qualities. The gap between the 
heaviest and the lightest is then all that becomes 
visible – a chart, a reference work of gestures 
and proofs of action within a limited territory. 
The external, the underlying and the internal are 
no longer the crux of the matter. The material 
accumulates, revealing a new surface beneath 
the previous one, and so it goes on until you get 
burnt by the earth’s interior. 

The interior. An internal structure, pure 
composition, the idea of a place where every
thing is properly present. Nothing is random 
or meaningless or contradictory. Sym metrical 
structure bordering on nothing. A resistance 
with the viewer at the centre. 

which brings me to Marcel duchamp, his 
statements about “the creative act” (the word 
‘creative’ is rather problema tical – it should be 
served up with “dynamic thinking and practice” 
in the back of your mind):

“All in all, the creative act is not performed by 
the artist alone; the spectator brings the work in 
contact with the external world by deciphering 
and interpreting its inner qualifications and thus 
adds his contribution to the creative act. This 
becomes even more obvious when posterity gives its 
final verdict and sometimes rehabilitates forgotten 
artists”.

Marcel duchamp looked at the world of art from 
a metaperspective that accounts for his strategy, 
philosophy and polemical criticism. I will have 
to use another quotation, and in that context I 
must note that I think the use of the term ‘me
diumistic being’ is rather narrow. I would like 
to have replaced it with ‘searching or confron
tational’ so it wouldn’t sound so definitive. This 
fits with my understanding of him as an artist, 
and thus with his state ments as an artist or com
mentator:

Daniel Peder Askeland 

“If you let a coin fall and 
it falls, the next time 
it is just by an infinite 
coincidence that it will 
fall again the same way; 
hundreds of other coins 
on other hands will fol-
low this pattern in an 
infinitely unimaginable 
fashion” Alfred Jarry.
Oil on canvas.
197 × 147 cm
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“Let us consider two important factors, the two 
poles of the creation of art: the artist on one hand, 
and on the other the spectator who later becomes the 
posterity. 

To all appearances, the artist acts like a mediu-
mistic being who, from the labyrinth beyond time 
and space, seeks his way out to a clearing.

If we give attributes of a medium to the artist, 
we must then deny him the state of consciousness on 
the aesthetic plane about what he is doing or why he 
is doing it.

All his decisions in the artistic execution of 
the work rest with pure intuition and cannot be 
translated into a self-analysis, spoken or written, or 
even thought out”.2

Physical presence is thus the second part of the 
manifestation and resistance in a work. I would 
go so far as to call it an altruistic monument. For 
everyone, by everyone. The boundary between 
viewer and work has been broken down. 

I would further like to get on to the subject 
of paintings on canvas and space. The external 
expression. The realization of thoughts about 
space and events outside every day life. I write 
‘everyday life’ because that’s what we’re used to; 
fantasies can be addictive and in the end may 
fail to find sustainable living conditions. Maybe 
this has something to do with the empty spaces 
we surround ourselves with, living conditions 
among constant anticonnections and dead ends. 
we would like to connect ourselves with some
thing close, something that isn’t forced on us; 
something that doesn’t live in the world of syntax 
or pedagogical approaches and roundedoff facts. 
This should make it clear that I choose to write 
about the links between media and institutions 
and pure ideas of creativity. These are always pre
sent alongside the other factors, or are adopted 
into a reformulation that ends up as art. 

Invented projections represent openings and 
the feeling of an interior (Latin interior = ‘fur
ther inward’). The interior of an idea isn’t always 

as apparent as its exte rior. From perception to 
feeling is quite a leap. Here the abstract reigns, 
the subtlety of expression. The ideas become vis
ible, they point to the imagination. The images 
exploit the darkness to connect distances, the 
unresolvable noman’sland with the exterior 
– that is, the gaze of the viewer. ‘Gaze’ is a big 
word, just as the veil of maya is aweinspiring 
and deceptive. Voidgazemeaningtrauma
memorynostalgiadenialpersis tencehumour
eternity, ha, ha.

The relationship between language (narrative 
and the possibilities of syntax) and images is close 
to that of paintings. They’re two sides of the same 
thing, but the interval in between is different in 
terms of structure and description; the execution 
is syste matically different and relates to concepts 
individually. But both are rooted in language 
through understanding, although not all images 
can describe language. rather the oppo site. At 
any rate they have the play of language in com
mon. Ludwig wittgenstein is of great importance 
in this field. endless words. where the close and 
the spontaneous meet the exterior. 

I’m interested in wittgenstein because 
language requires more logic than pain tings to 
be understood – paintings become complete (for 
me) with the aid of dissonance and diffuse areas 
where only language can explain and sustain. 
Your own perception too can become a stand
point that is hard to sustain if it isn’t expressed in 
something formal and verbal. Showing by point
ing is also something wittgenstein has written 
about: it helps you to observe yourself under
standing. To spread out the world and its points. 

I won’t go too far into fantasy here; the object 
of this text is to function as a link to the position 
of the works. Since this has physical limitations 
that only observation can carry forward, I have to 
be careful of positioning anything in the absurd.

A picture’s potential to work has infinite 
depths, like images from a dream or the subdivi
sion of a yardstick into points and quantities. 
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Something comes before something else and vice 
versa. This is something I want to mix into the 
painting, something I want to use as a founda
tion. Something that has grown by itself. The 
negation of time. 

An apt and more conventional statement about 
the world of pictures is brought to life in wittgen
stein’s sentences about the intended image: 

“Only the intended picture reaches up to reality like 
a yardstick. Looked at from the outside, there it is, 
lifeless and isolated.” – It is as if at first we looked 
at a picture so as to enter into it and the objects in 
it surrounded us like real ones; and then we stepped 
back, and were now outside it; we saw the frame, 
and the picture was a painted surface. In this way, 
when we intend, we are surrounded by our inten-
tion’s pictures, and we are inside them. But when 
we step outside intentions, they are mere patches 
on a canvas, without life and of no interest to us. 
When we intend, we exist in the space of inten-
tion, among the pictures (shadows) of intention, 
as well as with real things. Let us imagine that we 
are sitting in a darkened cinema and entering into 
the happenings in a film. Now the lights are turned 
on, though the film continues on the screen. But 
suddenly we are outside it and see it as movements 
of light and dark patches on the screen.

(In dreams it sometimes happens that we first 
read a story and then are ourselves participants in 
it. And after waking up after a dream it is some-
times as if we had stepped back out of the dream 
and now see it before us as an alien picture.) And 
it also means something to speak of “ living in the 
pages of a book”.3

Daniel Peder Askeland 

Untitled
X-ray of painted  
wooden slices × 5.
43 × 35 cm. 
_

3. Ludwig  Wittgenstein, 
Zettel, ed. G.E.M. 
Anscombe and G.H. von 
Wright, transl. G.E.M. 
Anscombe, Berkeley and 
Los Angeles 1970, p. 42e.
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MArTIN BerrING
Landscapes and Masonite Boards 

Martin Berring

Wall Painting 
Eleven Degrees Celsius 
Floor list and oil on plas-
tic and fiber board.
221 × 370 × 140 cm 
Detail
–

1. Pieter Bruegel  
The Months, 1565  

2. Pieter Bruegel 
The Hunters in the Snow, 
1565, Kunsthistorisches 
Museum Wien

3. Pieter Bruegel 
The Corn Harvest, 1565, 
Metropolitan Museum 
of Art

Introduction
 
For the last few years, my work has been based 
around painting. Most of my pieces have 
depicted either natural subjects or landscapes. 
In the beginning, I used the sky and clouds as 
my subject, and then lowered my gaze towards 

forests and lakes. Many of 
my images excluded all traces 
of humanity or culture, but 
some of them would also 
contain some traces of human 
presence, such as a house or a 
hydroelectric power station. 
Based on these motifs, I have 
created paintings where my 
emphasis is on the materials, 
on the actual paintings as 
objects. I have experimented 
with various ways of applying 

paint, and I’ve tested the different qualities and 
expressions of different colours. My choice of 
surfaces for the paintings with their various at
tributes and associations, has been important. I’ve 
worked with plastic, different kinds of wooden 
boards, and canvas. I am more inclined towards 
the simpler materials, the less luxurious ones. 

In my artistic work, I’ve taken an interest in 
how the painting as an object relates to the im
age the painting conveys. I’ve also worked with 
the relation between the painting and space, 
and how paintings can be 
spatially expanded. For 
example, I’ve had them 
grow physically in space, 
but I have also examined 

the way the space within the image can break 
into the space outside of the painting. 

In the following, I will attempt to give some 
entry points into my own work by discussing 
some different artists. 

The Landscape we Move Through 

I often return to older paintings, from the early 
19th century, and a couple of hundred years 
before that. I’ve found that what tends to attract 
me in those periods are the landscape paintings. 
There, we get to see a kind of painting that is 
relatively free from historical baggage. There is 
a painting here that relates to a world that is im
mediately familiar; when I view it, I don’t end up 
asking myself questions about what it is showing 
me, my focus is on how it is painted, how it is 
composed. 

Pieter Bruegel the elder (1525–1569) is a 
painter I often find myself returning to. I see 
an interesting relationship to nature there, 
especially in his later paintings like the series 
The Months1, which includes the paintings The 
Hunters in the Snow 2 and The Corn Harvest 3. His 
pictures reveal the relationship between human 
beings and nature in a fairly down to earth way. 
There is realism in his representation of weather, 
wind, agriculture and other physical conditions. 
The pictures are tangible in a physical way. To 
me, the nature he portrays isn’t something to be 

contemplated, or for us 
to mirror ourselves in, it’s 
something for us to live in. 
It’s easy to imagine walk
ing through his pictures, 
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and they also give a strong sense of the weather 
and climate of his scenes. or as art historian Jane 
ten Brink Goldsmith writes: 

One of Bruegel’s major accomplishments as a land-
scape painter was to portray a living sense of nature, 
unmatched by any of the artist’s contemporaries 
or those who came before him. More important is 
the atmospheric effect, the sense of a physical world 
affected by the earth’s atmosphere, by seasonal 
conditions, and by the accompanying conditions of 
climate that constitute Bruegel’s accomplishment as 
a landscape painter.4 

There is a powerful, matteroffact realism about 
him that I feel a strong connection to, although 
myself, I couldn’t maintain any interest in work
ing entirely within it. But I do appreciate his 
approach to the subject, seemingly without any 
desire to beautify, he seems rather to seek some 
kind of truth in his representation of the world. 
I find it hard to put any value in that truth, but I 
still find it an interesting place to travel through. 

A Membrane Covering the Subject 

Another painter who has used landscape paint
ing is contemporary artist Peter doig. with 
him, it’s not the realism that interests me, as it 
was with Bruegel. Here, nature is vibrant with 
emotion, like melancholy, and the paintings 
seem to have been painted in a higher state of 
consciousness. There is something evasive that 
confronts the viewer in her encounter with the 
world doig shows us. It’s not so much that his 
imagery is hard to grasp as the way he presents it. 
His subjects are often quite mundane: it could be 
a boy walking across the ice, a man in a canoe, or 
a basketball court. I won’t deny that he will also 
often use subjects with more inherent meaning, 
excitement, and mystery, but they’re not what 
I’m interested in. My fascination stems from the 
way doig’s painting can animate everyday scenes 

and turn them into something mysterious. 
Curator Catherine Grenier writes: 

In most of the earlier paintings, and in particu-
lar the snow and forest scenes, the iconographic 
elements combine with the texture of the paint to 
create alienation effects. The dots of the snowflakes 
fill the surface of the painting with a grid covering 
the motif; the gestural arabesques of traces in the 
ice of a frozen lake make the space close in around 
the figure; the linear abstraction of the branches 
is superimposed over the events taking place in the 
background.5

doig has made a painting called Black Cur-
tain 6, which I thought I would use to illustrate 
the joining of iconography and paint texture. 
The painting shows a nighttime landscape 
seen through a thin, white curtain. The cloth is 
painted as a veil of unsteady, wide, vertical brush 
strokes. The painting is so coarsely done it strad
dles the line between being depictive and purely 
abstract brush strokes. Behind it, we glimpse a 
landscape that looks like an archipelago, quite 
generic although somewhat romantic. we can 
sense that what you see beyond the white veil 
of paint isn’t really too interesting, but it still 
becomes exciting due to the obstruction of our 
vision by that layer of white paint.

The white paint also seems to have latched 
onto the lower layer of the landscape in different 
ways, because of the variations in the way the 
landscape underneath was painted. A relationship 
between the top layer and the lower layer of paint 
is formed that confuses our depth perception in 
the image. The membrane over the subject blends 
into the subject behind it, and they become dif
ficult to separate. The curtain doesn’t simply ob
fuscate the subject, the white paint also confuses 
the viewing of the painting as a surface. 

Through doig’s treatment of the subject, 
something special happens. Because the subjects 
are repeated in piece after piece, but the ways 
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they are treated on the superficial level make sure 
they are never the same. In my own work, I have 
had a fairly difficult relationship with subjects. 
For a long time, I tried to keep them as general as 
possible, so that I could funnel all my efforts and 
all of the drama into the actual painting. By using 
simple natural subjects, I’ve tried to protect myself 
from any undesired narratives. But lately, I’ve be
gun to move away from that, and I’ve tried to put 
some trace of humanity or culture into my scenes. 
I want to find subjects that feel more interesting 
when you disregard the way they were painted. 

Constructed Paintings 

with Sigmar Polke, we take another step away 
from the notion of painting as the window to an
other world of images. doig was a step along the 
way. I look at Polke’s paintings, such as the series 
Hermes Trismegistos I-IV  7, for example. Here, the 
paint is applied to a semitransparent polyester 
fabric, on both sides. The canvas mounts show 
through, but aren’t as dominant as they can be 
in some of his other paintings. The front of the 
polyester is used to quote a picture taken from 
a floor mosaic in the Cathedral of Sienna. The 
picture has been turned into a drawing, been ras
terised, and then magnified. The half tone points 
are very obvious, in fact they almost shatter the 
drawing. The back of the polyester is dedicated 
to a completely different kind of painting, which 
shows through the semitransparent material. It 
reminds me of action painting, where the paint 
flows out over the surface, and you view it from 
beneath. one might suppose he has leaned and 
shaken the painting to make the paint move, 
controlling the paint’s own drive for motion. 

I regard the paintings as constructions. 
Something assembled out of separate compo
nents. Some of them are purely physical: the 
wooden frame, the polyester fabric, the enamel 
paint, the synthetic resin, but others are more 
abstract: symbols, pictures, abstract painting.  

All of these components are equally important 
and interesting when regarded separately, and 
they can join to form a natural whole. 

The title of Polke’s series named after 
Hermes Trismegistos: “the mythical figure who 
is considered the founder of alchemy and the 
inventor of hieroglyphics”8 suggests the impor
tance of material, or matter, in his work. An 
example of this is the abstract painting on the 
reverse side of the polyester fabric. It’s mostly the 
character of the paint that I find interesting, its 
translucence, inertia, and motion, as the paint 
flows across a specific surface. I’m not as excited 
by the way Polke has applied the paint in terms 
of image composition, however. The interesting 
thing is how he experiments with the materials 
to discover their strengths. 

Now, I don’t feel particularly closely related 
to Polke’s references to mysticism in his paint
ings. But I am still tempted by the alchemical 
idea of refining base materials. I like taking 
materials without much inherent value, and 
hopefully manage to refine them some day, to 
turn lead into gold.

It’s the very physicality of Polke’s work that 
interests me, which may seem contradictory, 
as few paintings are as atmospheric as his. But 
much of the atmosphere lies in the actual materi
als, or in how the paint is applied. There is a 
real light shining in his paintings, rather than a 
painted imitation of the way light behaves. 
 

wax, oil, pigments and cellulose 

There is something down to earth about Jasper 
Johns’ painting White flag 9 that reminds me 
of Bruegel’s landscape paintings. It is a white, 
monochrome painting of the Stars and Stripes, 
made from a mixture of beeswax, oil paint, 
shredded newspapers and charcoal. The painting 
is a messy surface, hardly a twodimensional im
age at all. what I appreciate is how the painting 
doesn’t depict a flag, but rather is a flag, albeit 

7. Sigmar Polke, Hermes 
Trismegistos I-IV, 1995, 
De Pont

8. Museum De Pont, 
Sigmar Polke, retrieved 
28-2-2011, http://www.
depont.nl/en/collection/
the-collection/kun-
stenaar/polke/info/

9. Jasper Johns, White 
flag, 1955, Metropolitan 
Museum of Art
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one made from unconventional materials. There 
is no world of imagery beneath the surface of the 
painting. It is what it is. The brush strokes rep
resent nothing greater nor less than themselves, 
they aren’t in front of or behind something else 
in our depth perception of the image. everything 
seems to be happening in the materials. 

when I see Johns’ painting, it’s the physical
ity of it that grabs me, the way the sticky wax is 
mixed with the newspaper. You can see obvi
ous traces where his hand has been working, 
but that’s not what interests me, it’s the way the 
painting becomes a lifesize landscape. every 
protrusion of its surface becomes a hill, every 
indentation a valley. The ”land” is a several layers 
of mud, cultivated by Johns’ hand. For a few 
seconds, a landscape is revealed, but then it tips 
back and becomes a flag again. 

I have found it liberating to abandon a vari
ety of colour, and the interplay between colours, 
in my paintings. It gives the actual paint an 
authority all of its own. In a monochrome paint
ing, the brush strokes stick out, but so does the 
material of the paint. A stream of solvent runs 
through a bank of oil paint, ploughing a groove 
through it, some particles of paint are swept 
along and wash up along the edge. 

other materials 
 
In eva Löfdahl’s plain, yet mysterious sculptures, 
it is once again the simple materials that win me 
over. In her pieces Untitled 1-8 10, pink Styrofoam 
sheets clash with cubic semiarchitectonic sculp
tures (which are made from plaster and pulver
ised pumice), and it all seems strangely, severely, 
important. It’s a small, subtle twist in the way the 
objects are displayed that makes them both more 
mysterious and more mundane and everyday. The 
materials are easy to relate to, which increases 
their impact, along with that of the sculptures. 

I look at Löfdahl’s painting Untitled from 
198111. Here, her handling of the materials is a lit

tle more punk, a little rougher, and that feels more 
closely related to my own work at present. It looks 
as though she’s found an industrially painted ma
sonite board, maybe it was broken to begin with, 
or perhaps she had a go at it herself. The board 
contains fragments of what looks like a large letter 
S. I assume this is part of the board’s history, and 
not something she has painted herself. 

For me, the broken pieces of the board open 
the piece up, allowing me to consider the whole 
piece as a possible fragment of a larger paint
ing. But then the broken edges close around the 
painting, and take part in the play of the lines, 
brush strokes and coloured areas. The painting 
is covered by a layer of dirt. Some of it might 
have already been on the board, and some of it 
might have been added in the studio. A zigzag 
pattern, and more scribbled details have been 
etched into the painting, too. The layer of dirt 
has some different effects. It adds an element of 
the subdued to the painting, and its tiny, vague 
spots contrast with the wild gestures of the brush 
strokes. It also tells a story of decay and fragility. 
A melancholy takes hold of the painting. 

This decay, and the fragility that can appear 
in a wooden board, is something I’d like to ex
plore even deeper, paintings that can barely stay 
upright, spaces that tell you of better days. or, 
my work might tell completely different stories, 
about living materials and resplendent greenery. 

Final words

In the future, I may want to liberate colour from 
the surface entirely, like Marianna Uutinen. I 
have made a couple of attempts in this direction 
already. or, I might explore space with fragments 
and small paintings, as eva Löfdahl seems to 
have done in her exhibition Hannibal and the 
Elephants (198081). 

I might try to conquer the whole room with 
huge brush strokes, like Katarina Grosse. or my 
pieces might become very quiet and peaceful.

10. Eva Löfdahl, 
Untitled 1-8 , 2009, 
Göteborgs konstmuseum 
and Galleri Nordenhake

11. Eva Löfdahl, 
Untitled, 1981, Malmö 
konstmuseum
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Untitled (blue landscape)
Wooden frame, wall and 
floor paint on plastic and 
permanent marker on 
post-it notes.
150 × 177 cm

Untitled (wooded) 
Oil on plastic.
200 × 239 cm

Untitled (water mirror 2)
Oil on masonite.
122 × 87 cm 

Untitled (tent in forest) 
Acrylic paint, soured 
milk with ink, India ink, 
Sepia ink, pencil and 
masking tape.
122 × 197 cm 
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MATILde KATINKA BÖCHer
Record the world and cut 

The Preface should be written last. That is where 
one can look through the final text and get an 
overview of what the different parts contain, and 
whether there are things that need to be clarified 
or linked together. Thus these lines are the last 
ones that I write. 
 I have rewritten the text several times. From 
flow of thoughts to draft and finally to this ver
sion that is now on the screen before me. I think 
practically all of the words have been replaced 
and moved around, but the form is the same. A 
story, made up of a collection of organised frag
ments. A form my artistic work always assumes.

A thing is only familiar and true until something 
new and conflicting comes into being, and a new 
truth is established. A dialectic that everything I 
know is constructed around. An understanding 
that permeates my work and comes into being 
between me and the person I face, between me 
and that which I investigate. 

At the beginning of the twentieth century, and 
during world war II, tape recorders with mag
netic reeltoreel tape were developed and refined 
by the German electronics company AeG. The 
K1 Magnetophon was the first portable record
ing equipment that could record and reproduce 
sound of a reasonable quality. Classical concerts, 
propaganda, and speeches were recorded on the 
K1 Magnetophon and transmitted to the Ger
man population. The German nation kept the 
technical details secret, and not until the inva
sion in 1945 was the technology revealed.1

 In postworld war II Germany and France a 
surge of artists, sound technicians, and composers 

began working with music and sound in a com
pletely new way. People who, inspired by develop
ments within sound technology, experimented 
with the manipulation of recorded sound.

Composers like Pierre Schaeffer, dennis  Gabor, 
and Iannis xenakis used, as their point of depar
ture, recordings of the Soundtrack of reality, 
which they dissected, recomposed, and built up 
into new universes. In musique concrète and, later, 
in Soundscape, sounds with recognisable sources 
were used. In granular synthesis, the sounds have 
been split up into samples of 1–50 ms in length. 
 
‘All sound, even continuous musical variation, is 
conceived as an assemblage of a large number of 
elementary sounds adequately disposed in time. In 
the attack, body, and decline of a complex sound, 
thousands of pure sounds appear in a more or less 
short interval of time’.2 

In 2002 I acquired my first recording equipment: 
An Mbox, a Powerbook, a ‘røde’ microphone, 
and Pro Tools 5.1. I sat looking at the equipment 
for months without being able to approach it, 
paralysed by the thought of how many things 
were possible now. when I had got over the 
initial shock I went up to the equipment, pressed 
reCPLAY, sang my song, and pressed SToP. 
 
My first encounter with else Marie Pade was in 
the piece Symphonie Magnètophonique 3 (sympho
ny for magnetic tape). This composition progress
es through a night and a day. else Marie Pade has 
captured the sounds of everyday life in Copen
hagen with her reeltoreel tape recorder; the day 
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that dawns with its routines, the journey to work, 
the time spent at the office and the factory. The 
trip home from school and work to the domestic 
routines in the evening, and finally the day that 
draws to a close, and a new day that can begin. 

The work of else Marie Pade is, like that of 
other sound artists from that time, a historical 
monument of a time when the sound medium 
developed technologically and the opportuni
ties for creative work with sound exploded. But 
works like Symphonie Magnétophonique are also 
small Historical documents in themselves. A 
small piece of the world as it sounded in 1958 
and 1959, interpreted by an artist in its midst. 

The sounds in this work of musique concrète all 
come from somewhere; they have a history, a 
time, a background, and a space, and by way of 
the reel tape they have been archived. 

during the first part of my life I had a naïve faith 
in objectivity. documentaries about the world 
outside my own immediate reality I took for 
Universal Truths. 
 But objectivity has, for me, become an in
creasingly diffuse concept. objectivity has been 
disproven so many times that it is difficult for me 
to imagine that it is possible. In my thinking, the 
documentary has been converted into a subjec
tive narrative with a source somewhere in the real 
world, with more or less obvious ties to it. 

There has been, for as long as I can remember, 
and long before that, a struggle between objec
tivity and the critique of it. But I am not part of 
this struggle. For me, the struggle is over and 
objectivity and subjectivity have become inextri
cably intertwined. I stand outside, liberated, and 
can choose elements from both traditions.

I am attracted to the Aesthetics and Methods of 
the documentary: the idea of the camera that, 

like a fly on the wall, captures and preserves the 
surroundings it is pointed towards. A window 
into another world. The intimacy that is created 
with this form: the real person we face. The feel
ing of looking behind the scenes. 
 devices that can be used, even if the final 
treatment of the material no longer respects the 
rules of the documentary tradition. 

The first CPH:dox4 was held in 2003. There for 
the first time I experienced a wide range of films 
that broke the mould of the traditional documen
tary form and opened up completely new paths. 
In the last few years the festival has opened to 
auditory work with documentary materials. Last 
year they invited the radio station Third ear5 to 
play sound montages for the audience. 

Steve reich is a classically educated minimal
ist composer. with his sound composition in 
three parts, Different Trains 6, he showed me new 
ways of working with reallife sound and docu
mentary material. The classical form of ‘layered 
recording’ starts with recording the rhythm: bass 
and drums, then builds up other instrumentation 
and ends by adding vocal elements. The starting 
point of the composition Different Trains is the 
Voice, recorded without a fixed pitch, time, or 
speed. In interviews, different people tell about 
the times before, during, and after world war 
II. Individual sentences from the interviews have 
been selected and repeated over and over again. 
Small rhythmical vocal melodies, developed 
further into vocal harmonies, and accompanied 
by Steve reich’s string quartet. 
 In this way, the recollections end up at the 
centre of the composition. They, and the differ
ence from voice to voice, sentence to sentence, 
are what drive the composition forward. 

Charles Spearin7 uses the same technique on his 
solo album The Happiness Project.8 Starting with 
the question ‘what is happiness?’ he interviewed 
his neighbours. The answers became the starting 

4. www.cphdox.dk,  
28 February 2011

5. www.thirdear.dk,  
28 February 2011.

6. Steve Reich,  
Different Trains Parts 1, 
2, and 3, 1988.

7. Charles Spearin,  
leading member of the 
bands Do Make Say 
Think, KC Accidental, 
and Broken Social Scene.

8. Charles Spearin, The 
Happiness Project, 2009.
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point for the tracks on his conceptual solo album 
with the same name. 
 
‘The natural cadence of peoples [sic] speech can 
sometimes carry beautiful melodies [...] The 
Happiness Project blurs the line between speaking 
and singing, life and art’.9

My father has always said that the images I myself 
created inside my head were better than those 
already created by someone else. This was a phrase 
that irritated me intensely as a child, especially 
when he read aloud to me, and I was eager for him 
to turn the pages and let me see the illustrations.

But then he is from a time when there was no 
television.

on the radio, before there was TV, radio 
Plays were very popular. Families sat around the 
radio, and the story that played out was repro
duced in its own way inside each listener. 

I was in Berlin when I saw Janet Cardiff and 
George Bures Miller’s work The Murder of 
Crows.10 This soundwork filled the room in a way 
that, to me, was new. The work, with ninety
eight speakers (and ninetyeight soundtracks) 
was exhibited in the large hall at Hamburger 
Bahnhof. The physical space suddenly became 
a space that contained another Space in Sound, 
and when I sat among the speakers with my eyes 
closed, I was completely out of myself – inside 
another poetic and magical world, that was 
as present as though it had been a real space 
through which I was moving.

The work was a hotchpotch of reallife 
sounds, classical references, choirs of monks, 
alternative rock music, song lyrics, and diarylike 
reminiscences panned out into the space, so that 
the space, while the work is listened to, assumed 
different shapes and sizes. 

A landscape, a story, a radio play, a sound
image, or soundtheatre. A story in sounds and 
words, that spreads out into space. 

A story wherein my movement and position 
determine which angle of the story I experi
ence. Because each individual speaker’s sound 
is unique, a separate building block in a greater 
unified story. The story is like detached trains 
of thought, also fragmented, without clear con
nections, of which I myself will have to reach a 
coherent understanding.

As a sixyearold I played the violin, I sang in a 
chamber choir at thirteen, a rock band at fifteen, 
and a punk band at seventeen. Music has fol
lowed me in different forms right up until the 
present, and is the Tool that is nearest to hand 
when I want to tell a story.

To this, image and word have been added. 
Thereafter, recently, space. The different Artistic 
Instruments function as fingers with which I can 
grab the recipient and move him or her around, 
both physically and mentally. These can move 
independently, in the same or different direc
tions. Some go via the ears, others through the 
eyes, yet others surround the body. An image, a 
soundimage, a story, and a space. 

But in the space, surrounded by my various 
artistic instruments, it soon became clear that it 
was on the visual, Video, that my focus settled. I 
began to pick the film apart, so that the context 
and chronology disappeared. I displayed it on 
different screens and moved them away from one 
another. 

only the space was left untouched, as the Frame 
around my universe. 

everything happens in the combination of 
fragments. Lev Kuleshov had proved that in 
1910–20 with the Kuleshov experiment.11 
Kuleshov showed that the human brain has a 
tendency to combine fragments into a unified 
understanding. The Brain creates a bridge and 

9. Introduction to the 
film The Happiness 
Project Deconstructed, 
(www.youtube.com/
watch?v=xcphO-2uNfE),
10 January 2011.

10. Janet Cardiff and 
George Bures Miller, The 
Murder of Crows, 2008.

11. Lev Kuleshov. Kule-
shov on Film. Writings 
of Lev Kuleshov. Trans. 
and ed. an introdRonald 
Levaco, 1974. 
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adds feeling and meaning to the images in order to 
understand the context. 

‘The content of the shots in itself is not so important as 
is the joining of two shots of different content and the 
method of their connection and their alteration.’ 12

Lev Kuleshov was an artist of the moving image 
and his experiments used the medium of film as 
their starting point. I advance his ideas and imagine 
a collage of video, sound, and words without any 
recognisable context. 
 I emphasise the Gaps among the images in the 
sound, the images in the space, and the images on 
the screen.

every time I make a choice and put two things togeth
er, I consciously and unconsciously lead the  recipient 
along my train of thought. At least, so I hope.

Because at the same time that I try to create a uni
fied experience and meaning, I know that those 
who visit my space will each arrive with his or her 
own independent background, class, social outlook, 
and frame of mind as a basis for the experience. 

If I leave gaps, the visitors’ imagination or ration
ality will fill them. And they may well fill these gaps 
with completely different meanings than I would. 

I enjoy the thought of my spectators as fellow play
ers. That the members of the audience are those who 
finish the work, and that it is only in them that it is 
finally stored. 

‘what is more angry than the flash of lightning and 
the sound of thunder?’13 

This is what is most difficult to explain. what is it 
that sound does to us? Perhaps it is precisely because 
sound is such a strange, intangible entity. It moves 
along paths that our consciousness does not watch 
over, and sneaks all the way into our subconscious 
and sensing selves. 

Sound has, through time, been used as background 
music in horror films and animated films, in com
mercials and marketing. Sounds that Unconsciously 
settle like moods and seduce the customer. A wave 
of branding agencies specialising in sound design 
have sprung up in denmark.

‘With a sound profile, brands and values are converted 
into auditory guidelines, and a strategy is worked out 
for how the auditory connecting thread can be used, 
concretely and with the greatest impact, in the differ-
ing communication channels of an enterprise. That is, 
a sound profile is a management tool for the establish-
ment of a true sound identity’.14 

Concrete, recognisable sounds but also deep, dis
turbing frequencies that are inaudible to the human 
ear; highpitched, shrill danger signals; soft sounds 
that suggest calm and pleasure – they all Affect 
emotions and defence mechanisms that are stored 
deep within our minds.

‘Branding does not go through the eye but through the 
ear [...] The chance of people remembering a brand is 
increased by fifty per cent for every physiological sense 
that is affected. Sounds affect the subconscious part of 
the brain where eighty-five per cent of our buyer deci-
sions are made’.15

The first time I became acquainted with Jesper 
Just, it occurred to me that he, with his musical
like interpretation of wellknown songs, really 
could turn the notion of ‘masculinity’ upside 
down. In the works Bliss and Heaven16, No Man Is 
an Island II,17 and The Man who Strayed 18, I saw 
how, using music as an aid, he was able to peel the 
skin off the participants and exhibit the vulner
able and sensitive side of muscular truck drivers, 
businessmen, and young boys. 

I was given a scientific upbringing. My parents are 
both researchers in the Natural Sciences. My envi
ronment was explained on the basis of a  positivist 

12. Lev Kuleshov. Kule-
shov on Film. Writings 
of Lev Kuleshov. Trans. 
and ed. an introdRonald 
Levaco, 1974. 

13. John Cage,  
Silence: Lectures and 
Writings, 1961.

14. www.sonicbranding.
dk/om_lydbranding, 
28 February 2011.

15. Auditive network: 
www.auditive.net/Lyd-
branding, 20 February 
2011 (my translation).

16. Jesper Just, Bliss  
and Heaven, 2005.

17. Jesper Just, No Man 
Is an Island II, 2004.

18. Jesper Just, The Man 
who Strayed, 2002.
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worldview. My parents’ work was based on 
experiments whose results were systematised and 
analysed.

In Andy warhol’s first film he placed the camera 
on a tripod and let it roll until the end of the reel. 
The narrative of the film disappeared in favour 
of a focus on the framework surrounding a film 
recording and on the medium of film. By way of 
long, monotonous takes, for example in Empire19 
or Sleep20, the focus was turned out towards 
the audience. The monotony and the boredom 
shifted the focus from what had been filmed 
to the framework around it and to one’s role as 
a member of the audience. The presence of the 
audience, or the lack thereof.

‘Warhol broke the most severe theoretical taboo 
when he made films that challenged the viewer’s 
ability to endure emptiness or sameness [...] the 
great challenge, then, of the structural film became 
how to orchestrate duration; how to permit the 
wandering attention that triggered ontological 
awareness while watching Warhol films and at the 
same time guide that awareness to a goal’.21 

when I watch warhol’s films I look first at his 
experiments in relation to cinematic form and 
structure, and to the material – the reel of film. 
But after that, I experience him both looking out 
at the audience and in at the individuals he films. 
In his Screen Tests,22 and in Chelsea Girls,23 he 
shows an almost Sociological scientific interest in 
human beings. Like a researcher, he establishes 
the framework for the experiment: camera, angle, 
duration, and choice of subject. In his Screen Tests 
he looks at human beings through his lens and 
categorises the material into ‘Thirteen Most Beau
tiful women’, ‘Thirteen Most Beautiful Boys’, 
and ‘Fifty Fantastics and Fifty Personalities’. 
The meeting between artist and subject is, to me, 
an incredibly boundarybreaking experience. 
Nevertheless, I keep forcing myself into these 

situations over and over again. In the company 
of my fellow human beings, I end up in a situa
tion over which I have no control. I know what 
the framework is. I have established it myself. 
But I do not know what the situation will lead 
to, because I am not alone and I cannot control 
the person sitting opposite me. 
 It is a fascinating experience to witness the 
spontaneous energies that arise in the Meeting 
Between Us, in front of and behind the cam
era; people who have been put in an unfamiliar 
situation, where they cannot sustain their usual 
behaviour, and be the people they normally are. 

only in conversation do I find out what I am 
thinking. only when I arrange a familiar form 
and look at it can I fathom it. only in deep 
waters do I know my reactions. only in a context 
can I see my own existence from outside. 
 white, middleclass, woman.

Sophie Calle is a storyteller who puts herself 
into her work. Her focus is often on the tension 
between private space and public spaces, and in 
that light she at times exposes even intimate de
tails about her own life. Using reality and actual 
people as a point of departure, she experiments 
with herself in interaction with others. At times 
in an observational and scientifically documen
tary way, as in the works Sleepers 24 and Take Care 
of Yourself, 25 at times in a more poetic and narra
tive fashion, as in the work Where and When? 26

There are many ways in which, as a storyteller, I 
can make my Presence known. I can be present 
by making the editing of video and audio files 
obvious. I can direct the situation in front of the 
camera from my position behind the camera. or 
I can direct myself as a protagonist, and thus also 
exhibit myself in flesh and blood. 

In Africa I met a Storyteller. we talked, 
and he told me a story. I asked him what made a 
good story, and he said it had to be a story that 

19. Andy Warhol, Empire, 
1964.

20. Andy Warhol, Sleep, 
1963.

21. P. Adams Sitney, 
Visionary Film: The 
American Avant-Garde 
1943-2000, (1974)
pp. 351-352.

22. Andy Warhol, 
1964-1966.

23. Andy Warhol, (Paul 
Morrissey), Chelsea 
Girls, 1966.

24. Sophie Calle,  
Sleepers, 1980.

25. Sophie Calle, Take 
Care of Yourself, 2007.

26. Sophie Calle, When 
and Where, 2008; Sophie 
Calle about the exhibi-
tion, www.louisiana.dk/
dk/Menu/Udstillinger/
Tidligere+udstillinger.
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was universal and timeless. A story one can relate 
to as a human being, a story that is open to dif
ferent interpretations, and that has a moral. Then 
I asked him how you become a good storyteller. 
He answered that one has to take the story that 
one has been given and make it one’s own. one 
has to train and develop one’s voice, because that 
is the instrument of the storyteller. ‘The eyes 
are important,’ he said, because with them you 
capture the audience and hold them. And then 
you use space, walk around among people and 
use your body. envelop people and initiate them. 
deliver your story.
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romantic aspects and biographical 
material 

As I grew up I could see how I wanted to live as 
an adult. I wanted to be a glassblower or a potter; 
or I wanted to live in the countryside working 
as a fisherman and painter. I was a romantic, 
wanting a sober life close to nature in peace and 
harmony. I remember reading Knut Hamsun’s 
Growth of the Soil at school.1 The book relates 
how Isak Sellanrå broke new land in the wilder
ness somewhere in northern Norway. driven by 
elementary needs, he starts almost emptyhand
ed – without house, cultivated land or livestock. 
Bit by bit he builds a house and stable, ploughs 
the land and buys animals. He meets a woman 
who moves in with him and they have three chil
dren. I was attracted by the history of this sober 
life; one that Isak steadily improves through his 
own labour, though never to luxury. The strong 
feelings were sharply defined – immediate, 
easilyrecognisable feelings that instantly were 
felt to be a part of you. 

As I work artistically I continually feel that 
my inclination towards romantic aspects is a 
hindrance. I can easily get seduced, ending up 
with nothing but platitudes. This may be why I 
work in ways I can more easily distance myself 
from, thus gaining greater control over the 
romantic aspects and feeling less pressed to see 
them as problems. one way to distance myself is 
to approach projects using biographical mate
rial as a point of departure. while I don’t create 
biographies, I still use existing human lives as a 
starting point. 

I see biographies as a subcategory of documen
taries – a form that is tied to realism and reality 
and popularly called an objective medium.2 My 
motivation though is not in the objectivity at
tributed to documentaries. I find a starting point 
in documentary material because the onlooker 
reacts differently to documentary material than 
to fiction. In fiction a distance is established 
because the material is invented. I believe that 
people reflect on themselves and connect more 
easily to their own lives through the documen
tary form. Perhaps documentary information, 
in a different way, is taken seriously because you 
know that the distance to reality is apparently 
shorter. Thus I choose real people and real hap
penings as my points of departure. Though I do 
not conduct myself in accordance with classic 
documentary techniques as I work, I do use 
documentary material to tell my stories. 

The construction of reality 
Myths/stories

...and when I awoke in the middle of the night, not 
knowing where I was, I could not even be sure at 
first who I was; I had only the most rudimentary 
sense of existence, such as may lurk and flicker 
in the depths of an animal’s consciousness; ... the 
direction of the wall, the location of the furniture, 
to piece together and give a name to the house in 
which it lay.3

In Proust’s novel Remembrance of Things Past, 
the narrator describes how it is to wake up in 
the middle of the night and not know where you 
are for those few seconds it takes for the body 
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to remember and to put it all together again into a 
reality. He also describes how reality is constructed 
and kept the same through habits: 

Habit! that skilful but slow-moving arranger who 
begins by letting our minds suffer for weeks on end in 
temporary quarters, but whom our minds are none the 
less only too happy to discover at last, for without it, 
reduced to their own devices, they would be powerless 
to make any room seem habitable.4

In my holidays I work at a home for the elderly. 
Some of the inhabitants have dementia. I watch as 
they work to maintain order in their reality: how 
a glass should stand – when is it upsidedown and 
when the right way up; do cinnamon and sugar go 
with pea soup; what do materials and surfaces feel 
like? This searching and these attempts to place 
things in a system are reminiscent of children grow
ing up. everything must be learned and memorised: 
taste, materials, everyday objects, and even your 
own body.

I believe nothing exists that is true, not even truth. 
our surroundings and ourselves are constructed of 
content without which nothing exists. I understand 
these contents as myths or stories. These myths/sto
ries are constantly created and recreated as children 
grow up and construct their own understanding of 
reality. These are then forgotten when older persons 
fall into dementia. everything has its own myth/
story, everything from a case of beer to the sky. 
These myths/stories contribute in the construction 
of each person’s understanding of reality. we con
stantly need to systemise and arrange our experi
ences in order to participate in the world. we aren’t 
aware of many of these myths/stories. And when we 
cannot perceive them, we believe that we are seeing 
the truth. Thus the myths/stories become invisible. 

The subjective construction of reality is clarified 
in Carl Frode Tiller’s novel Minor Characters.5 
The reader is presented with five different narra

tors each speaking a monologue tangential to the 
others. The book is divided into chapters where the 
narrators shift between the different characters. 
everyone lives in the same district, but with dif
ferent backgrounds and distinct lives. one of the 
main characters in the novel, Thomas, lacks his own 
narrator. His character is instead produced through 
the other five. I find it interesting to see how Tiller 
shifts between the various narrators’ voices and thus 
makes the myths/stories about Thomas distinct. The 
characters all have different perceptions of reality 
and distinct views of Thomas. This method also 
reveals the importance of background and context 
in the construction of Thomas. even outside Tiller’s 
book, I believe that background and context are 
central to each construction of reality.

everyone creates and recreates myths/stories about 
themselves and others. one format for this process 
is a video diary where the clear creation and recrea
tion of myths about oneself can appear. In the 
documentary One Thousand and One Nights (Damn 
Those Lovely Men) we meet the lovers Fateme and 
Isa.6 Here it isn’t the theme of the documentary 
or how it is dealt with that is interesting, but the 
technique used. The whole story is filmed through 
Fateme and Isa’s cameras and much of the film 
consists of their video diaries. It’s interesting to 
watch the changes in the behaviour of the main 
characters as they step in front of the camera. This 
is especially true of Fateme who has a larger role 
in the film. The camera is put in place, she presses 
‘record’ and places herself in front of the lens. A 
very distinct change occurs in her whole character 
in front of the camera. She can shift to being deeply 
serious, starting to cry, or using poetic language to 
tell a story from her life, her thoughts or her experi
ences. She can be stretched out on her bed in tears 
or sitting alone in the kitchen. I don’t believe that 
she has control over these character changes and I’m 
surprised that they aren’t cut from the film. why 
is the transformational moment left intact? Is it to 
emphasise that this is a video diary and that she is 

4. Proust, Ibid., p. 9

5. Karl Frode Tiller, 
Bipersonar (Minor Char-
acters). Aschehoug & Co 
(2003).

6. Isa Vandi and Fateme 
Gosheh (dirs.), Tusen 
och en natt (jävla sköna 
män) (One Thousand and 
One Nights (Damn Those 
Lovely Men)). Documen-
tary – 80 min. Sweden 
(2010).
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alone with the camera without a photographer?  
I think she sees her actions in front of the camera 
as ’genuine‘ and ‘true’. 

In some of the scenes they film each other. In 
those scenes it is interesting how the subject be
haves and is shaped by the other’s view. The film, 
and the video diary filming, reveal attempts to 
control the myths/stories about themselves. 

rituals

we are not aware of all the myths/stories we par
ticipate in. How we sit, stand, eat or talk are not 
‘natural’; we’ve learned how to do it. Still, these 
actions are seen as normal, perhaps even the only 
right way of behaving. each day we contribute to 
the reinforcement of what we have learned. All of 
our actions and our language can be perceived as 
rituals repeated again and again. How free am I 
in my actions and statements? How do I interact 
with my surroundings?

during the Urban Image Symposium in oslo last 
September Beatriz Colomina7 showed Glimpses 
of the USA by Charles and ray eames.8 This 
film was first shown at the American National 
exhibition in Moscow 1959. The exhibition was 
intended to present the scientific, technologi
cal and cultural aspects of the US. The country 
wanted to promote itself, focussing on modern 
life through washing machines, TVs and the 
like. Through eames’ film, made in multiscreen 
format, American life was presented. The film 
comprises seven screens with more than 2200 
shifting still images synchronised so as to show 
variations of the same theme simultaneously. 
The images show daily life in the US and are 
gathered from many sources. A male voiceover 
explains the routines in American english – the 
men go out through the door, say goodbye to 
their wives, drive children to school, the children 
have lunch boxes with them, and so on. These 

are situations that are considered obvious; they 
might be called rituals.

The film examines the most normal scenes from 
daily routines in a clinical manner. watching it I 
am reminded of nature documentaries studying 
rare species and their remarkable habits. The 
seven screens remind of a control room wall, 
filled with monitors. Thus what is normal and 
everyday becomes exotic and different. The film 
leads me to think about normality and what it is. 

In her short film May 17 – a film about rituals 
Anja Breien tries to summarise all parts of the 
celebration.9 There is no disagreement that May 
17, Norway’s Independence day, is a day for 
strong traditions. Though most people prob
ably don’t think much about these traditions, 
when the day comes they do know the schedule 
and the rituals are repeated every year. Breien’s 
12minute film makes many of the rituals and 
their contents quite clear. 

Much of what we take for granted is pushed 
to the extreme. Some are rituals we may not 
really acknowledge as rituals or perhaps we are 
unaware of their meaning or content. They just 
happen. In this film then, Breien studies these 
rituals in a classic sense.

Language

Language reveals how we think. one might im
agine that language contains the rules for truth 
and that it is neutral. Yet we learn how to use lan
guage and this includes constructions and rituals 
that are closely linked to the rest of society.10

we often use formulations that more or less 
automatically suit a situation. different situations 
call for different formulations if we are to be un
derstood as we wish. In other words, the formula
tions respond to the requirements,  expectations 

7. Beatriz Colomina, 
http://htca.us.es/materi-
ales/perezdelama/0910_
etsas/0910_
composicion/ca_tex-
tos/2008_colomina_ 
imagenes.pdf

8. Charles and Ray 
Eames, Glimpses of the 
USA. USA (1959).

9. Anja Breien, 17. mai – 
en film om ritualer (May 
17 – a film about rituals). 
Documetary – 12 min. 
Aprilfilm AS, Norway 
(1969).

10. Rolv Mikkel Blakar, 
Språk er makt (Language 
is power). Pax Forlag 
(1996).
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and conventions connected to different social 
patterns or processes, defining the possibilities and 
limitations for how we ought to express ourselves in 
varying situations. Nor does communication depend 
solely on speech, which occurs rather in an intimate 
interplay with nonverbal actions. By extension, 
individuals are not free to use formulations indis
criminately in given situations, but are also limited 
by themselves and their backgrounds. Themes, word 
choice, emphasis, rhythm and formulations are 
among the factors that tell much about the sender. 
Thus the language leads the recipient.11 

It is through verbal and nonverbal communication 
we reach out to and shape contact with others. And 
it is through the same medium that we grasp and 
understand reality.12 
 
The conceptual system on which we base both 
thoughts and actions is basically metaphorical. 
Several examples of this are offered in Metaphors 
We Live By by George Lakoff and Mark Johnson.13 
Metaphors are not only words, linguistic expres
sions or various forms of pictorial utterances used 
to transfer meaning through poetic twists. rather, 
in our everyday life, metaphors not only exist in 
language but also in thought and action. Metaphors 
shape our understanding of reality. one example is 
the concept argument and the conceptual metaphor 
argument is war. This metaphor appears regularly 
in our language and our actions: “I‘ve never won an 
argument with him”; “You disagree? okay, shoot!” 
or “he attacked every weak point in my argument”.14

Some cultures do not frame arguments in warlike 
terms. rather they are perceived as a dance where 
the participants are performers and the goal is to act 
out the dance in balanced and aesthetic manner. 
Seen in this way arguments are differently under
stood, differently experienced and differently acted 
out. But we might not understand that they were 
arguing, not perceive them as arguing at all, but sim
ply view the event as something totally different.15 

Perhaps the most neutral way to describe the dif
ference between the two cultures is to say that one 
has a discourse form structured in terms of battle 
and the other in terms of dance. This is an example 
of how a metaphorical concept becomes a part of 
how we structure and understand our actions and 
thoughts.16 

In this text I have noted some aspects of our con
structed reality. I’m concerned with the invisible 
rituals that make up our everyday routines and life. 
Normal life. Predictable life. In order to make these 
invisible rituals visible, I want to depart from the 
predictable, such as the completed sentence that 
finishes a whole text, rather I want to 

11. Jan Svennevig, 
Språklig samhandling 
(Interaction in language). 
Cappelens Forlag (2001). 
pp. 11-12

12. Ibid.

13. George Lakoff 
and Mark Johnson, 
Metaphors We Live By. 
 University of Chicago 
Press (1980).

14. Ibid.

15. Ibid.

16. Ibid.
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TIrIL HASSeLKNIPPe 
Mythology lives longer – Fiction stays truer 

A show and tell too literal is mere illustra
tion, even when based on the fiction of bogus 
research. The lie of a scientist is the lie hardest to 
forgive for it is filled by the agency of the black 
holes of the human mind. we cannot merely do 
with the inconvenient truth because the fictional 
will take us higher upon the ladder towards the 
sublime. we know this, so we lie. I lie for you, 
not for me. I lie so that you can lie, so that the 
boundaries of reality cannot touch us. I didn’t 
make that box. The box sprang from the skull 
of the metal shop like Athena out of her father 
Zeus’ head. It came from nowhere, and will go 
nowhere after you have seen it. It will cease to 
exist, crumble into nothingness; it will die. It 
was never there until you saw it and it is here for 
you only.

The space is bestowed upon you, the art gifted 
to the Gods. we might be halfgods, we might 
be placed in between the chairs of mortal and 
immortal perception. even so, we always remain 
human. And they will always envy us as beauty 
is only beautiful in the moment, then it changes, 
mutates, dies. If beauty was forever the experi
ence would collapse and transcend into the 
ordinary. 

when I am gone mythology will save me and it 
will be a different death. I am working hard so 
that when I die I will not die. It is the only way 
I can deal with mortality. I am driven of equal 
parts of anxiety and overconfidence. A flying 
cripple. No joke. 

we all work hard

Mythology lives longer, fiction stays truer. All 
those guidebooks are of no use, you must travel 
at random, like the first Mayans. Know that the 
left path is the path of the heart, and only the 
ancient and the future contains sufficient levels 
of fiction. The meteor rejects all knowledge, it re
sists the past. It resists contact to human conduct 
altogether in the most lonesome voyage known. 

There are no more pedestrians. The only thing 
in this place (here) I have is this body. This ves
sel. when extinction nibble at your feet there 
is nothing left to do but jump. The capsule is 
rotating. The mesh is alive. Moving, gravitat
ing, generating, subtracting. Pulling the capsule 
closer to mortality, with a trail of dust. Tactiles 
flying. This expansion is not without causalities. 
we have sanity as sanitation. The only thing in 
this place (here) I would miss is you. 

The shields are up and untouched. don’t look 
now.

Immeasurable speed. The new Typus Peregrinus 
goes by immeasurable speed. They cannot quan
tify it. They tried. They built the machine but are 
unable to figure its performance. It will take you 
anywhere we know of

wait one. Look away. It’s not here anyways. This 
is clear for everyone but the map makers.

The grid is dead. It hasn’t been around for a long 
time. There are no grids in alien dNA. The grids 
were a part of the New Post era. Their ideas were 
romantic but futile and the bickering concerning 
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capital blocked their minds. It is so long ago. we 
remember but we don’t feel it, that’s the truth. our 
teachings tell us that the evil architecture of the past 
is easily avoided if one knows, the suicide rates went 
down drastically after the creators got on the right
eous path. Still some resist. It is understandable. It 
must be allowed to not follow the others, strict de
terminism must be rejected. But their old ways kill 

people, there is no 
doubt about it. The 
Shar energy depletes 
until there is no will 
left to live. Beauty is 
costly. Beastly.

The body seen as 
sculpture. Structures. 
we can study its 
functionality and 
disposition. It is the 

home and the cathedral; the foundation, bricks and 
pillars. The walls surrounding the ego. The fortress 
around the heart. An exposé of authority and 
release of such. 

Sculptural language is broad as it stems from a com
monplace where an object is under the human rule. 
For while the object is not dead the tango of death 
between the human and the object starts instanta
neously, and the silence seems to only further am
plify the relational tension in the question whether 
or not the object will overturn the balance between 
the human and itself. 

The painterly language 
gravitates rather towards 
the esoteric, stemming 
from a place of abstrac
tion where the human is 
not necessarily the high
est entity. The possibility 
of reaching the sublime 
through the skin of a 

canvas, or the possibility of the failure to do so, rat
tles the ego in a different way than with the sculp
ture. The skin is fragile, vulnerable, there is literally 
no protection from the realities inflicted. The ego 
stands alone, naked. Already the human is domesti
cated by its fear of the painting. The language does 
not reach as far as the experience, the few words 
appropriate will have to be reused as a lack of better 
synonyms. we cannot talk for too long. The words 
will soon mock us and leave us as fools. 

A pointillistic vacuum will not function as a portal 
with the equipment in your possession. It is a too 
narrow space to fit through with this vessel. There is 
not enough fuel.

Yet if the skin is painterly and the body is sculp
tural then the two roads to the sublime are the 
two roads to death. The attack and the retreat. A 
concrete metal to solidify the liquidity of art. The 
metal freezes unevenly, it feeds from the center. The 
surface is compromised. There are shapes of flying 
knives, the tint of aggression and the hardness of 
material which questions existence. The object 
stands alone. The angles are always correct. only 
the gaze is shifting.

Swing your saber this one last time

There are no more pedestrians. The agency of 
displayed authority was taken to another level by 
the parental architect and speaks of function gone 
awry. A scheme to extradite all other buildings in 
proximity and to forever live in indefinite solitary 

glory. A building that 
will rise beyond the 
historical Parthenons 
and Pyramids; a taller, 
redder, sharper form to 
petrify all others, with 
a scale that will swallow 
anything that enters its 
reign. For it is not a mere 
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container of words, it is the keeper of the truth 
you will seek but never find. It knows. It is alive. 
And it will seek to destroy any weakness exer
cised. The human enters something more author
itative than itself, an experience usually found 
in nature or art, it is dante’s peak, the planned 
natural disaster. The architect is Mother, Father 
and God. A killing cleverness.

To get somewhere else we need to discover the 
black voidial sphere. Anywhere but here will do. 
There is no way to penetrate the levels in this reali
tas. The gaze is never and forever. only look with 
a screen in front of you. The screen will provide 
extra coverage for safety reasons. The formations 
are not yet set. wait one. It’s empty. Clear.

The corporal body might be an instrument to 
test unreality. A parameter that can sense past 
the rational. There is no explanation that suf
fice when it comes to the act of being and the 
allegories only mirror the lack of possession of 
knowledge. we are merely able to observe the 
boundaries of the imaginary. 

The fractals of this landscape are astounding. If you 
look for too long you might loose it. This is not the 
helix. The dimensions are different. The angles are 
incorrect. Create a structure as a fortress around the 
ego, build a screen in front of the screen. The truth 
lies at the bottom of this formation.

I found this leucistic hummingbird. It is one 
gene apart from an albino. This rare humming
bird has only been spotted about 100 times since 
time count 
started. I 
gazed at it for 
two con
secutive days 
before it left 
the area.

The two esthetics are the two paths. white, bar
ren, perfect silence versus loud, reddish dirt. Pre
human and posthuman. There exists only two, 
as only two images of extraterrestrial spheres of 
relatable content to the body has been presented 
thus far. The landscape of the glacier and that 
of the desert; death by ice or death by fire. The 
Moon and Mars. Martians and Lunatics.

An experiment with time and abstraction. The 
arial view is needed. They need to be fictional in 
part. It is made by sculpting, it is created with 
material. To evolve. To bridge separated knowl
edge, skipping alongside with the unknown. 
The pun alone is like the helix, forever repeating 
around its own axis. Forever pointing to existing 
values. An expanding spiral is on the other hand 
a creator. Like the universe the logarithmic spiral 
is infinitely expanding, a concept hard to live by. 
Impossible if one does not believe in its exist
ence, difficult still if one does. 

Men are haunted by the vastness of eternity, 
the unreality of existence and mortality. I am 
chasing the absolute Zenith. Trying is affection. 
Affectionately dedicated, decidedly in affect.

All those guidebooks are of no use
I must travel at random
like the first Aliens. 
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STINE KVAM 
– 

My artistic praxis has been a subconscious 
and intuitive process, through which I have 
wanted to attain an understanding of the ex-
istential subjects that interest me by engaging 
with the works. That is to say, through a direct 
encounter and experience instead of an intel-
lectual understanding of the issues.

I am fascinated by ontological phenomenol-
ogy, where body and soul are inextricably con-
nected, and where recognition first becomes 
a person’s own experience through a physical 
presence in the moment. 

Everything for which there are no words, but 
which is nevertheless communicated, is under-
stood through the body. Emotions, dreams, 
feelings, memories, an experience that cannot 
be described, what is said without actually 
saying anything; art, music, and poetry. I am 
closest to the world through physical access to 
and presence in it. 

According to anthroposophical philosophy – 
the philosophy of Rudolf Steiner (1862–1925) 
– a human being is made up of body, soul, and 
spirit. This philosophy is based on the idea 
of human beings as spiritual creatures, and 
aims for coexistence among body, spirit, and 
consciousness. According to anthroposophy, 
human beings have twelve senses that are 
subdivided into cognitive senses, will-oriented 
senses, and feeling-oriented senses. Together, 
these senses make up human physical and 
mental perception and show how human 
beings use their bodies in both thought and 

action. At the end of the text I have extended 
Rudolf Steiner’s diagram, which explains the 
properties of the various senses and their loca-
tions in the body.

My fascination with 
anthroposophy is based 
on a concrete presentation 
of the idea that the intel-
lect is in the body, and 
in an awareness that the 
self is not an abstract core 
inside the body, but is the 
body. Things that cannot 
be grasped in words and 
thought are understood 
through the body.

Spirit is not limited to 
religion, but belongs to 
human consciousness, the 
fellowship that is created 
among people, and our 
thoughts, dreams, and 
actions.

I am interested in and 
deal with works that have 
a relational character. By 
this I mean works that focus on the experience 
of a spectator, the meeting between work and 
spectator, or works that make the spectator 
aware of his or her own presence in relation to 
the work. In connection with this there arise 
a number of questions that, over the past two 
years, I have tried to come to terms with.

Stine Kvam

Space Poetry
Installation, constructed 
room, spots, soundtrack, 
two doors
4 × 4 meter
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How much involvement do I wish to demand 
from a spectator? To what degree do I wish the 
spectator to understand the intentions behind 
my work? And how much space do I wish to 
give to the spectator in his or her encounter 
with the work?

For this reason I wish to discuss the works of 
three artists who relate to spectators in differ-
ent ways. First, however, I wish to elaborate on 
what absorbs me in my own works.

I am interested in the meeting between people.  
Not how people relate to one another, or how 
they interpret each other’s cultural and socio-
logical codes, but the meeting itself between 
them. And I believe that people can meet on 
an intuitive level, in spite of these codes. A 
mental fellowship connects each person to an-
other in spite of the real/unreal reality, and the 
physical boundary that is the body. My space, 
your space, and the space between us. This 
space is reserved for the parties involved, and 
what happens between them is seen by no one. 

The human capacity for changing perspectives in 
a given context, and for shifting among different 
perspectives, is also of interest to me. I see you, I 
see myself from your standpoint, I see the space 
between us, and I can see both of us from the out-
side, from different physical and mental angles. 
We have the ability to alter reality while we talk. 

According to Michael Elmgreen, ‘In Fou-
cault’s History of Sexuality, he writes that no 
structure is able to suppress anybody [...]. It’s 
only how you deal with the structures already 
being there, and all structures can be altered 
or mutated. [...] The patterns could be differ-
ent. It was just a question of imagination’.1

This is the background for Elmgreen and 
Dragset’s Powerless Structures (1997–). The 

works consist of everyday objects, such as 
staircases, doors, a spring-board or a gallery, 
that have been torn from their functional 
contexts and appear as absurdities. They no 
longer work, and they have for this reason lost 
their power.

Get Out of My Mind, Get Out of This Room 
(1968) is a sound installation by Bruce Nau-
man in an empty room with hidden speakers, 
where the artist repeats the sentence from 
the title in different ways. He shouts, hums, 
and grunts the sentence continuously, like a 
hypnotic chant that both attracts and repels 
the spectator. The spectator listens on two 
different mental levels: the pleasant intonation 
via the sense of hearing, and the message the 
words convey with the language sense.

The ability to shift among different perspec-
tives or ideas, this mental mobility, is, at 
bottom, empathy. It is the human ability to 
recognise the feelings and experiences of oth-
ers, to understand them in our inner selves and 
in that way make their experiences our own. 
Empathy is the memory of the body.

In Bruce Nauman’s video Elke Allowing the 
Floor to Rise Up over Her, Face Up (1973), a wom-
an is shown lying on the floor for forty minutes 
while performing the self-hypnosis indicated 
in the title. During the performance the 
performer interrupts the course of events and 
starts over because her inner perception takes 
control. A spectator cannot see what really 
happens, but empathises with the performer’s 
situation and reaches an understanding of what 
is happening to her. No one has sunk into a 
cement floor, but one knows the feeling.

Mental mobility is also representation. But 
how does one go beyond representation? To 
be so close to something that representation is 

Stine Kvam

Opposite page:
Space Poetry
Installation, sound 5 min. 
loop, 2011

A 16m2 space in a gallery 
is constructed with two 
doors. Spots with warm 
character creates a con-
trast to the neon light in 
the gallery to emphasize 
the space as not an empty 
space in the gallery, but a 
different kind of space.

The two doors are built in, 
in order for the audience 
to become aware of, and 
have the opportunity to 
alter the physical experi-
ence of the room. A voice 
from hidden speakers, 
recites general observa-
tions about the presence 
of a he, she, they and a 
you, reflecting on their 
physical appearance and 
influence in the room.

“Look at his shoes
Look at how unconscious 
he walks in his shoes
How his shoes has 
becomes a natural part 
of his body, like there’s 
no distance between him 
and the floor.

Look at her from behind
Look at her when she 
doesn’t see you
Look at her when she’s 
looking at someone else

Look at her in this room
how her presence makes 
the room different.
And imagine the space 
without her”

These observations cre-
ates different perspec-
tives on the situation in 
the room and makes the 
visitors aware of both 
their own and other visi-
tors presence, being a he, 
a she, a they or a you, and 
distinct the presence of 
multiple imaginary spaces 
in a physical space.
_

1. Michael Elmgreen in 
an interview with Hans 
Ulrich Obrist, published 
in Powerless Structures, 
catalogue published 
in connection with the 
work Dug Down Gallery, 
Reykjavik, 1998.
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impossible because the experience occurs through 
physical interaction or in personal perception.

What is the nature of the distance between me 
and the world? This is a recurring theme in the re-
lational objects of Lygia Clark (1920–1988). She 
investigated the physical boundary that separates 
the internal and the external, emptiness and full-
ness, the boundary between work and audience, 
one individual facing another. She sought an 
understanding of the coexistence of outer demar-
cation and inner interconnectedness. Nostalgia of 
the Body (1964–68) is a series of relational objects 
that a spectator attaches to his or her body. 
 Masks, gloves, spectacles, hoods that cover the 
face, and inflated plastic bags, along with differ-
ent tactile objects that only provide meaning via 
direct interaction with the audience.
 By stimulating the tactile sense and removing 
or enhancing other senses, Clark activated a sen-
suous awareness and a consciousness concerning 
the body’s memory. 

In the work Hand Dialogue (1966), two participants’ 
hands are fastened together with a Möbius strip. An 
awareness of an affinity between one’s own hand, 
representing the interior, and the other person’s 
hand, representing the exterior. These only exist as 
interior and exterior in relation to each other.

‘In art we seek out the emptiness (from which we have 
come) and when we discover it being valorised we 
then discover our inner time. The acceptance of life 
(contradictory dynamics), silence and non-formulation 
have taken on the sense of the full and formulation. 
It is the gaze turned within itself. [...] It is a cut with 
former situations in which the individual only existed 
in relation-function to them. Man is not alone. He is 
the form and the emptiness’.2 

In the same way that a complete representation 
cannot be achieved in Lygia Clark’s relational 
works, flow should also be experienced bodily.

I am a dedicated windsurfer, and it is because of 
the feeling of flow that I keep surfing, even when 
I fall off the board, again and again and again. 
When the wind captures the sail properly, the 
front of the board is lifted clear of the water and 
is planing, one holds on tightly, relaxes the body 
and hopes for the best (that is, to have a nice, 
long ride). 
 The only thing that exists is the moment. 
The wind, the water, the board, the sail, and the 
body have merged into a higher unity. A feel-
ing of peace and calm, even though the entire 
body is intensively focused, it feels like beyond 
 concentration.

Seeking a state of flow is a wish for relinquishing 
control, away from rational and reasonable inten-
tions, for reaching beyond one’s own boundaries, 
and giving in to something outside of oneself. 
 It is a desire for feeling connected to every-
thing that flows, like we ourselves are flowing. 
The liquids in our bodies, the sun, grass and 
mountains, time and thoughts.

Flow and desire are aesthetic experiences, in the 
same way that physical experience is the aesthet-
ics of Lygia Clark.

And now we return to the relationship between 
a work and a spectator. Works with a relational 
character are often criticised for demanding too 
much from the spectator, or for the intention 
behind these works being so oppressive that the 
spectator disappears.
 The experience of the work demands participa-
tion on its own, rather than on the spectator’s, terms.
 But it is the same action one performs when 
looking at a picture as when one takes on one of 
Lydia Clark’s relational objects. One is open to 
the work and says, ‘I want to’.

Lygia Clark’s relational works demand a lot from 
their participants, both physically and mentally.
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 In the series Organic or Ephemeral Archi-
tectures (1966–68) she included the bodies 
of several participants in interaction with one 
another, in ‘rituals without myths’, in order to 
create psychological processes in the indi-
vidual.
 In the work Propositions (1966), she used a 
net with which the participants interacted as 
a group.
 This work may seem provocative or intimi-
dating, but because its intention and premises 
are open and clear, the work does not appear 
constricting.

Both Elmgreen and Dragset’s sculptures and 
the two works by Bruce Nauman that I have 
already described have relational qualities, but 
they demand far less from the audience. 

In a way, one stands 2:1 in relation to these 
works. Two parts spectator to one part work. 
The works are open statements to which one is 
introduced. No physical interaction is required, 
nor are there ethical intentions. The experience is 
up to the individual.

‘The fact that we at all desire is our misfortune: 
What we desire is not at all interesting. This desire 
(the basic mistake) can however never be satisfied, 
which is why we never stop desiring, which again 
leads to life being an unremitting wretchedness. 

For life is nothing but the manifestation of the will, 
the objectified will. We constantly imagine that the 
object of our desire could put an end to our desiring; 
in reality it is only we ourselves who can do it, that 
is, when we stop desiring’.3

In anthroposophy, this desire is designated life 
sense, a sense that expresses an inner wish in 
a human being to live and develop his or her 
spiritual potential.

To desire is an eternal human craving. With-
out this desire (yearning), nothing would 
happen. 
 But if one can say, ‘I want’, one can also say, 
‘I do not want’. In this way one always makes a 
choice, relative to oneself, another person, the 
work, or the world.

3. Arthur Schopenhauer, 
Fruhe Manuskripte 
1804-1818 (bd. 1), quoted 
in Søren R. introduction 
in Verden som vilje og 
forestilling (Copenhagen: 
Gyldendal, 2005), p. 20. 
The translation is mine.
_
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This text is a response to the assignment to 
contextualize my artistic practice. it is an at-
tempt to position my own artistic practice by 

naming events, people 
and perspectives that 
for various reasons and 
in various ways can be 
said to have influenced 
my work. i would like 
to take this opportunity 
to start with Marcel 
Broodthaers.

Broodthaers can be 
said to have entered 
the art world by the 
“back door” – through 
poetry. Half a century 
after dada, he laid the 
foundations for a 
contemporary, playful 
critique of the art insti-
tution, of the audience’s 
expectations, of the role 
of the artist, and of the 
mechanisms underlying 
the art world and the 
art market. in contrast 
to many of his contem-
poraries in conceptual 

art, Broodthaers did not content himself with 
“demonstrating structures”; he also demon-
strated how one can demonstrate structures, and 
showed the limits of these very demonstrations. 
in Broodthaers’ linguistic games the actual art-
work is moved back several steps along the chain 

of meaning. Artwork gives way to context, artist 
gives way to staged institution – in Broodthaers’ 
fictive museum “Musée d’Art Moderne” – and in 
what he called “décors”, kinds of scenographies 
in which the conditions of art are put on display, 
the exhibition situation itself is seen as art.

Anyone attempting to write a history of 
exhibition design, where el Lissitzky’s exhibi-
tion scenographies foreshadow Broodthaers’s 
décors by some fifty years, might also highlight 
a contemporary example in the artist Heimo 
Zobernig. in his work Zobernig mimics, imi-
tates, and emulates various artistic movements 
and genres, building up a sort of scenography in 
the exhibition space. in contrast to sculpture, 
the actual artwork and the focus of the exhibi-
tion, the scenography is the mise en scène in 
which the drama takes place. The work of art is 
at the centre of the exhibition. The scenography 
provides the backdrop and the load-bearing walls 
of the performance. With his constant referenc-
ing and quoting of modern art, Zobernig not 
only provides a stage for his art; he also places 
the exhibition in itself, its physical supports and 
mechanisms, on stage. This enables him to train 
the spotlight on everything from the art world’s 
endless preoccupation with division into genres, 
styles and systems to the actual plasterboard 
partitions which demarcate the exhibition’s 
perimeter and display area. The walls enclosing 
the exhibition become the backdrop, the gallery 
becomes a stage.

if we accept Michael Fried’s account, the theatri-
cal entered art with the minimalists, who let 
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the artwork take over the whole of the space 
in which it was displayed. while Fried accuses 
minimalism of being theatrical, the conditions 
and assumptions governing the way both art and 
theatre were presented were radically altered. At 
around this time, with the restructuring of capi
talism from Fordist to postFordist production, 
the exhibition space moved to warehouses and 
factories recently vacated by corporate actors. 
The more domestic character of the gallery, in 
which finished works of art were put on display, 
now gave way to the nonspace of the white cube 
– a space seemingly eternal and devoid of his
tory, in which minimalists, and later conceptual 
artists, could stage presentations of the creative 
artistic process, rather than exhibiting finished 
products. This development could be criticised 
from the viewpoint of Fried’s ideas, or by em
ploying the word “staging” in connection with 
art, this being a term and concept taken from the 
world of theatre, not the visual arts.

In parallel with the move made by the art world 
into synthetic white cubes, another major change 
occurred in the world of theatre, which in out
line can be described as a shift from the staging 
of a dramatic text on a stage, to the staging of the 
whole theatrical situation, with the theatre audi
ence, too, being viewed as an important part of 
the process. Traditional dramatic representation 
was discarded and replaced by a post dramatic 
black box, in which the relationships between 
 actors, audience and site were more important 
than the relationships between the character 
roles in the play itself. At the same time as 
minimalist sculpture starts to occupy the entire 
exhibition space, in the theatre the fourth wall 
is torn down, and the fiction spreads from the 
stage to the whole of the theatre space. The obvi
ous founding father of this process of change in 
the way drama was presented – a change which 
spread, deepened and was increasingly popular
ised in the 1960s – is Bertolt Brecht, who with 

his “epic theatre” laid the foundations for the 
postwar era’s experimental drama, which later 
came to be labelled “postdramatic theatre”.

one work of postdramatic theatre worth men
tioning here is Peter Handke’s first play, Publi-
kumsbeschimpfung, “offending the Audience” in 
the english translation, and first performed in 
1966. In the play the actors, in a cutting polemic 
directed against traditional drama, explain to us: 
“we are speaking directly to you. our dialogue 
no longer moves at a right angle to your glance. 
Your glance no longer pierces our dialogue. our 
words and your glances no longer form an angle.” 
Throughout the play the three actors speak to, 
and shout at, the audience; they insult the people 
in the auditorium, and constantly highlight their 
own roles, and the roles of the audience, in a lan
guagegame which in many ways reconstructs the 
conditions and assumptions of the whole theatri
cal situation. It seems as if what Handke wants to 
construct is a situation that approaches genuine, 
“pure” theatre, a theatre without “dishonest” 
fiction – a dramatic situation that is in opposition 
to, at the same time as being completely unthink
able without, Brecht’s epic theatre.

At the same time as we see Handke using a 
language that strives to be free of mediation, a 
whole generation of conceptual artists is working 
with similar kinds of linguistic games or reap
praisals, although their games are directed at the 
relationship between artist and artwork, rather 
than, as in Handke’s case, at the relationship 
between performance and audience. one of the 
most prominent figures in this artistic current is 
Joseph Kosuth, who in principle bases the whole 
of his artistic practice on his reading of the early 
 wittgenstein, for whom philosophical problems 
are language problems.

Broodthaers objected, among other things, to 
this perhaps somewhat simplistic reading of 
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 wittgenstein, and to the focus on wittgenstein’s 
early rather than his later works, which was char
acteristic of several conceptual artists, and which 
can be said to be embodied by Kosuth. Brood
thaers was well aware of the American conceptual 
artists, and was affiliated to the wide white Space 
gallery in Antwerp (one of the galleries that, at 
that time, actively launched American conceptual 
art in europe), and it is in relation to his contem
poraries’ generally pareddown and supposedly 
“objective” conceptual works that we should 
interpret the questioning attitude and “stagings” 
of Broodthaers, the perpetual Belgian. we should 
also remember that Broodthaers, the former poet, 
always worked with the idea of a potential reader 
in mind, something that can scarcely be said of 
Kosuth, whose focus never wavered from the rela
tionship between the idea and the work of art.

This constant questioning on the part of Brood
thaers visàvis the language and conventions 
that define the norms, expressions and institu
tions of art – indeed, his art is often seen as a 
precursor of presentday institutional critique 
– results in his exhibiting heaps of mussel shells, 
an inyourface reference to Belgium and all 
things Belgian; an approach that clashes headon 
with a conceptual art that usually endeavours to 
be objective, placeless, timeless, without gender. 
He also frequently created works and exhibitions 
revolving around the nineteenthcentury poets 
Mallarmé and Baudelaire – something that can 
hardly be viewed as in any way akin to concep
tual art and its nighon historyless fixation with 
the contemporary; and he also mocks the idea of 
retrospective exhibitions in his Ne dites pas que 
je ne l’ai pas dit – Le Perroquet (1974), in which 
he exhibits, among other things, a parrot.

The parrot has been brought into service as a 
critic of institutions in other instances as well: in 
Louise Lawler’s soundwork Birdcalls (1972), the 
artist’s recorded voice warbles out the names of 

thirty or so male artists. In Agnieszka Kurant’s 
ready Unmade (2008), the artist has a trio of 
parrots trained to talk an “alternative language”, 
and presents them in a cage in the middle of 
Frieze Art Fair – the artmarket jungle – where 
the parrots do what parrots do: copy, mimic, use 
language itself as a material, as a found object. 
“In one context, a parrot is a body occupied by 
someone else’s language, a loyal commentator (a 
marginal actor). In another context, what a beau
tiful bird!” Karl Larsson writes in Parrot (2010).

The parrot embodies impersonation, emulation, 
the nonauthentic utterance, language as stran
ger – the utterance as found object. we could 
also see language, artistic language, the language 
with which we speak about art, as a found object. 
Here we see the utterance ending up several steps 
further down the chain of meaning, while our 
focus is directed towards the linguistic form, 
towards the position from which the utterance is 
expressed, and towards its intended as well as its 
actual recipients.

To conclude: in an attempt to contextualize my 
artistic practice, I finally end up in the gaps cre
ated between what is said and what is received, 
between the positions and relationships of the 
sender (the artist) and the recipient (the viewer), 
and in the kinds of places that facilitate and 
generate these relationships – the gallery, the 
museum, the “art world.”

  Henning Lundkvist / Bachelor of Fine Arts 3



278Humboldt Magnussen

Into the West
Photo documentation of 
performance May 17th, 
Malmö, Sweden

Humboldt Magnussen / Bachelor of Fine Arts 3



279

dAVId NILSoN 
The New Object

“When I came out to the plaster studio, I was 
intending to make a clay sculpture of a wash basin. 
I had faith in my inability to imitate its form, but it 
turned out I was mistaken when I succeeded in creat-
ing an entirely conventional washbasin. 
 A disappointment. The effects I expected my 
inability to produce failed to materialisze. I walked 
up to the clay mould and gave it a firm shove to the 
side, and it warped a little. I’ve been thinking all 
day about what that act really meant. Is this really 
how you create a new object?” 
 work Journal 100502

The fact that I portray objects in my artistic 
practice could, of course, be caused by my curi
osity for what an object can be, and how I can 
put it in some context or other. But I don’t think 
that’s the whole truth. when it comes down 
to it, it’s probably all about a process that can 
be likened to what Hannah Arendt called vita 
activa; a constant process which corresponds 
with biological existence. Constructions are 
erected by the likes of, for example, craftsmen, 
architects or lawmakers, only to be offered for 
public scrutiny in an attempt to understand 
what makes ourselves us and our actions unique, 
and to allow the unexpected to take effect. 
These days, when titles have become merely 
nostalgic reminders of times gone by, the work 
of a sculptor (or artists in general) is undefined. 
“(and) language, which does not permit the 
labouring activity to form anything so solid 
and nonverbal as a noun, hints at the strong 
probability that we would not even know what 
a thing is without having before us “the work of 
our hands.”1

Let me clarify something. 
 I don’t believe in any “inherent structure” of 
objects. I find nothing fascinating about the ap
pearance, volume, or weight of an object. I don’t 
see, and I don’t look for anything representative, 
such as anthropomorphic tendencies or any other 
suggestions. I associate that kind of activity with 
a mythologising view of sculpture, a fundamental 
logic of the a priori, and to 
my mind there is no point 
in regarding this illusion 
with anything resembling 
religious reverence. donald 
Judd defines and dis
misses this kind of image as 
“rationalistic and underly
ing”. Minimalist sculptors 
reduced the sculptural 
object to its own empti
ness, completely denying its 
private inherent meaning. 
Instead, they paid attention 
to what occurred between 
the object, language and 
space.2

 Neither do I believe myself to have any special 
ability to inscribe some kind of meaning onto an 
object by means of my craft; this is the domain of 
an author’s ‘ originality, or a symbolic narrative. 
I’d like to dismiss the former of those by stating 
that “the writer can only imitate a gesture that 
is always anterior, never original. His power is 
to mix writings, to encounter the ones with the 
others, in such a way as never to rest on any one of 
them”3, and as regards the latter, when it comes to 
the practical stage of actually sculpting, I don’t to 
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limit myself to a 
method so fixated 
with signs:; “”it 
is no longer the 
myths which need 
to be unmasked 
(the doxa now 
takes care of that), 
it is the sign itself 
which must be 
shaken (…)” 4

what interests me the most isn’t the actual 
object or sculpture,; its material, form or history. 
Nor is it the relating of a specific story, a news
worthy topic, current affairs or such phenomena. 
 what interests me is the fundamental 
interpretation and translation between com
pletely separate semantical systems. A playing 
field based on an entire ocean of instincts and 
misunderstandings: “(George) Steiner’s notion of 
“translation” does not refer to an attempt to find 
a symmetry, a precise mirroring, but looks to
wards an articulation of the channel of complex 
structures and patterns which run between music 
and poetry.” This claim has been absolutely cru
cial to my work, especially when it comes to the 
next part; “if the “intermediary” ground were 
mapped, perhaps almost topographically, ac
cording to the demands of each particular case, 
then threedimensional asymmetric spaces in 

which the meetings could 
take various forms – con
vergence and divergences, 
rewritings, manipulated 
representations and collu
sions, embedded imitations 
– could be postulated.”5 If 
the relationship between 
two different media, 
claims, or such, can be 
represented in a physically 
embodied form, a physical 

form which is neither 
true nor false, that isn’t 
based on any system, 
physical embodiment as 
an extension, an inter
preted version that isn’t 
conceptually regulated.

Leaving the object...

“I’m not sure how ‘to ap-
proach “sculpture”. It has to exist in time and space. 
There has to be storytelling, a narrative.”  work 
Journal 100428

“In trying to find out what sculpture is, or what 
it can be, it has used theatre and its relation to 
the context of the viewer as a tool to destroy, to 
investigate and to reconstruct.”6 exploring this 
relation to drama, the essence of this combina
tion of different representations, led me on to a 
more contrarian approach to sculpting; I had no 
other idea of how to approach and explore it. In 
an attempt to make sense of this narrative device 
I wrote a script for a short film. In this process, 
I found a kind of basis for abstraction in silence 
and absence, and the important role it plays; 
stories are necessarily structured by silence, by 
the infinite number of things that every story 
leaves out. Silence occludes the ordinary, the 
implied, the everyday, the unexceptional – 
every thing not considered important enough to 
be mentioned.7 

Notes from ”Une étude de l´absent – a study of the 
absent.” The following lines can be interpreted 
as voices, notes; from, in, and about an abstract 
space in between spaces:

They weren’t ever really actual dialogues, they were 
more like simple scenes. What I wanted to show 
everybody was the spaces in between, the silences 
between the dialogues, the views.
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It seems to me that an incredible lot amount can be 
said by refraining from using words. Whatever you 
leave out of the words is always the thing with the 
strongest presence. 

What would you do with all of the excess that 
would arise if that wasn’t the case? If you had 
excesses, what you’d consider “too much”, to deal 
with, what would you do with them? Give me 
absence, the recommended non-medial communi-
cation that culminates in total silence. 

I found a short text I wrote, inspired by the short 
story Murke’s Collected Silences by Heinrich Böll. 
What got to me was how the only thing he recorded 
or played on his tape recorder was “silence”.

There was a scene that I absolutely wanted to shoot 
at night. For the dark, for abstraction.
 
These silent communications, where you have to use 
and rely on your own subjectivity, your own inner 
experiences and secrets.

If you believe you will be able to transfer this silent 
communication, that is because you are projecting 
the silence onto a narcissistic partner who makes a 
perfect match for this identification. 

Time is dynamic, and it changes and ages your 
memory. 

The human memory, and its originality, to know 
what has and hasn’t been documented. 

It’s in the very preserving of moments like this that 
the problems appear. 

How can you preserve something without whatever 
is being preserved being simply a severed append-
age, a “before” that you can never return to? Of 
course if we filmed such an experiment we could 
prove the reversibility of eternity by playing the film 
backwards, but then sooner or later the film itself 
would crumble or get lost and enter the state of 
irreversibility.8

Suddenly, all the things that used to be there are 
just an absence expressed by a sound or an image. 
The moment when the stored memory fails to live 
up to the experience. 

The secrets of stories, the suggestive mood that cre-
ates excitement, and so on. The thing the characters 
in their (silent) dialogue are constantly building up 
to saying, but never actually manage to say. 

Example: “Martin Kippenberger 
– The Happy End of Franz Kafka’s Amerika.”

Kippenberger recreated a chapter of Franz 
Kafka’s novel Amerika in an enormous installa-
tion. The installation consists of a vast variety of 
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chairs and tables, that kind of furniture, based 
on the various job interviews the main charac
ter of the novel goes to. Some of the tables and 
chairs were designed and built by Kippenberger 
himself, while others are readymades. each 
chair and table is supposed to represent a job 
interview, and the whole installation is located 
on a carpet in the shape of a football field, with a 
stadium to offer the viewer a good vantage point.

To me, the most important thing is how he uses 
a different kind of allegory to open up discourse 
in a completely different medium. Kippenberger 
made some kind of claim to finishing the novel, 
but I think he extends Kafka’s book rather than 
completes it. or, perhaps what he really does is 
to open it up by allowing a multitude of objects 
become an abstract topography of a conversa
tion between two people. Kippenberger himself 
said: “It is a movement, a removal to something 
else, a transition”9. of course, the title mentions 
a conclusion to Kafka’s novel, as well as the per
formances that were presented during the first 
opening. But apart from that, Kippenberger ś 
allegorical play with Kafka’s novel can be seen 
as beginning a sentence without completing it… 
“The idea behind the exhibition is that you come 
and sit on the stage and read the texts, if you 
want. Later you can walk around here and make 
up your own dialogues.”10

 There is a fundamental absence here, and 
it is made more obvious by the presence of 
everything but the explicitly signifying, which 
thus becomes the absent. The actual people, 
“the ‘boss’ and the ‘applicant’” aren’t physically 
present, they 
leave room for 
and extend 
the piece by 
means of their 
absence. The 
fact that they 
are fictitious in 

the novel to begin with might make them seem 
completely gone absent from Kippenberger’s 
piece, but they are still the embodiment of the 
actual event that both the chapter and the piece 
are all about. Their absence is what echoes the 
theatrical elements of the piece.

Summary

To remove something is to make it abstract, to 
change a convention, a meaning. I, the artist, am 
ready in my studio, poised between theory and 
practice. I begin with a set of thoughts, models, 
and plans, and make my own choices as I work 
my way to the project’s completion.
 But it’s the things that are lost in translation 
that really add space to the pieces. They cast the 
piece into a blunt meaning that problematises 
and hinders communication; the obtuse mean
ing: my reading remains suspended between the 
image and its description, between definition 
and approximation. If the obtuse meaning can
not be described, that is because, in contrast to 
the obvious meaning, it does not copy anything 
– how do you describe something that does not 
represent anything?11

The interplay between written and spoken 
language opens up a massive field of verbal 
meanings, forcing us to delve into the depths 
of language. And for me, as a sculptor, to put 
it bluntly – what exactly is there, between the 
title and the object? Because I can no longer talk 
about what something is, I can only think of the 
things it suggests.
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MArIA NorrMAN 
Urban space and roles in relation to my art practice 

My artistic interest was awakened in my early 
teens. For me, it is a way to approach the world 
in a new way, and a means of communication.

As a 15year old, I became smitten with late 
19th century Paris and its imagery, something I 
found a lot more exciting than my home town of 
Uddevalla. I began to daydream of leaving small
town life behind, and escaping into the world 
of the last century through the colourful drama 
musical “Moulin rouge”1, as well as through 
the images of Henri de ToulouseLautrec. I was 
also inspired by the works of his contemporaries, 
and by old photographs. I began to sew clothes 
resembling those worn by women in those days, 
and ended up turning it into my own style, like 
some kind of constant cosplay.

Costumeplay, normally referred to as cosplay, is 
a styling phenomenon that originated in Japan. 
This involves dressing up in a costume based on 
a character from a TV show or a videogame.2 
The person acquires some of the attributes of the 
character, which becomes a means to escaping 
reality. In this way, the cosplayer can rise above 
worldly concerns. The often imaginative and 
colourful clothing has become a subculture in 
certain parts of Asia, and even in the west.

“Play” indicates that this is a kind of game, 
where the person is able to use the character 
and make it his or her own. Artist Cao Fei 
made the video “Cosplayers”in 2004, where 
she filmed kids enacting stylised fighting scenes 
in a Chinese city environment. Later on in the 
video, they’re sitting at a breakfast table, or 

engaged in other everyday scenes, still wearing 
their costumes. Their clash with reality is rough. 
They’d like to stay within the cocoon of their 
subculture, and never have to grow up.3 My own 
cosplay gave me new opportunities. who do you 
become in a different role, in a costumed char
acter role? In the dressedup role that I made my 
own during my late teens I was able to explore 
myself, although I did face some resistance. 
Naturally, I was treated differently. Questions 
like “where are you going?”, “why?”, and all the 
looks people gave me.

when I was in high school, my whole class had 
to write a paper about an artist. I grew interested 
in Sophie Calle after one of my classmates wrote 
about her. I was fascinated by how she, like so 
many artists, took liberties in her artistic work and 
did things that bordered on the completely forbid
den. I was inspired by this, and found the courage 
to try things I would never had allowed myself 
to do otherwise. during my high school years, I 
began to sift through junk electronics looking for 
materials for artworks. In time, I also began to 
find the courage to try out other art projects.

I am attracted to Calle’s ways of involving 
personal elements, and staging situations. For 
instance, in the piece Striptease from 1979, when 
she recreated the time when she undressed as a 
little girl in an elevator in the neighbourhood 
of Pigalle in Paris, although as an adult she per
formed the reenactment in a local strip club.4

during my third year at the art academy I got 
in touch with a middleaged Swedish female 
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2008, 2/17/11
 
3. Fei, Cao <info@caofei.
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2/17/11
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Game/Sophie Calle: with 
the participation of Paul 
Auster” Violet Editions, 
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prostitute, to enact a roleplay where she told me 
about her initial meetings with clients and the 
conversations they’d have before having sex. I 
took directions from her as I acted out the parts 
of various clients in different conversations. The 
result was the 2011 video piece An Afternoon.

Another artist who has worked with similar 
themes is Marina Abramović, who celebrated her 
tenth anniversary as an artist in 1976 by switch

ing roles with 
another per
son who had 
been in her 
line of work 
for ten years 
too – the sex
worker Suzy. 
Abramović 
sat in Suzy’s 
Amsterdam 
window, and 
Suzy took 
on the role 
of the artist 
at her show 
opening. 
The whole 
thing was 
documented 
and later 
shown at the 
exhibition as 
the piece Role 
Exchange, 
which was a 

dual channel film projection.5 The artists Calle 
and Abramović use themselves and stage situa
tions in completely different ways. Calle presents 
her projects as photographs and texts, while 
Abramović presents hers as video documenta
tions of performances; but they both take part in 
their own enactments.

Portrait of Jason6 focuses on a gay African
American male prostitute called Jason Holliday, 
and on the stories he tells from his own life. He is 
in a room where he smokes, drinks, laughs a lot, 
and even cries while he tells stories from his past 
and about his present life as a prostitute, and he 
shows off in front of the camera while imperson
ating people from cinema history, such as Mae 
west. The film moves freely between the genres 
of documentary film, filmed performance, and 
art film. This is something that has interested me 
too for the last few years.

The camera registers him, and sometimes 
loses focus, blurring Jason’s face, often to end a 
scene. Clarke and her film crew give instructions 
during the shoot, sometimes to Jason, about how 
he should sit, or encouraging him to “tell that 
story”. Jason’s stories are funny, and sad, but they 
also give you a sense that they may be just that – 
fabricated or exaggerated stories.

I’m inspired by film and I am interested in how 
we relate to our surroundings, in architecture 
and city spaces, or clothing styles and roleplay.

The film The Tenant7 is about the difficulties 
caused by apartments and the city lifestyle. It 
is based around a building in Paris, where the 
tenant Trelkowsky takes over an apartment, the 
previous tenant of which committed suicide by 
jumping out of the window. The film continues, 
and we can’t really tell if it’s the tenant’s neigh
bours that have lost their minds, or if he’s the one 
who’s nuts. The Tenant portrays our understand
ing of city life as a space for simultaneous sociali
sation and isolation.8 It conveys the claustropho
bic feeling inherent to city life, having your own 
tiny little space, and it being invaded, whether by 
the apartments nearby or by yourself. 

walter Benjamin, in his Arcades project, 
describes the city as this dual space, simultane
ously open and closed to us: “Landscape – this is 
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what the city becomes for the flâneur. or, more 
precisely, the city splits into its dialectical poles. 
It becomes a landscape that opens up to him and 
a parlour that encloses him.”9  

Visiting and living in cities can sometimes give 
you the sense that all of the different cities are all 
parts or facets of a single city. The same stores, 
similar smells, places, phenomena. rem Koolhas 
in The Generic City, describes this city that is now 
present all over the world. It’s just as interest
ing – or dull – all over. “The generic city is what 
remains after vast amounts of what used to be 
city life moved online.”10 In an ongoing project, 
I’ve tried to identify various components of what 
constitutes a city. In selected major cities, so far 
all located in europe, I shoot detailed footage of 
about ten seconds at a time, and then sequence the 
images so that the various cities merge into one 
another. I choose locations or objects that seem 
familiar to me, or that I could imagine seeing in a 
different city as well. The video is projected onto a 
drawing of a pattern resembling a grid, a kind of 
abstract map. In the video, the colours of the vari
ous images shift, which creates a particular effect 
when juxtaposed over the pattern in the drawing.  

eugène Atget’s photographs of Paris of the 1910s 
and 20s display a city he sought to preserve by 
means of photography. His photographs were 
used as originals by artists and architects, but 
he was also given the mission of document
ing and preserving the Paris that was soon to 
be reconstructed, and would be gone forever.11 
Among other things, he took photographs of the 
store window mannequins. They are “individu
als” that see the city from their windows, and are 
seen by the passersby. They are a staged image 
of an ideal, an image of an image. They are 
changed as the city, the people, and the fashions 
change. By changing their clothes, or manne
quins, the store lets people know something new 
has arrived, and that time has passed. 

Federico Fellini affirms that “the artist’s task is 
to use the past to rebuild new and uptodate 
imagery and ideas, much as earlier barbarian 
invaders modified what they found amidst the 
ruins of the city they had destroyed to fashion 
for themselves a more vital culture.”12  

There is a scene in the film Satyricon13 that 
has an expressiveness that has inspired me for 
the last year or so. The film is set in Ancient 
rome. It’s based on a book from that era, writ
ten by Petronius, certain parts of which have 
been lost to time. The film has a dreamlike 
structure. It was Fellini’s intention to share ex
periences from his own dreams with the viewer. 
The incomplete form of the book is reminiscent 
of the dreaming state. 

In the scene that has inspired me so, two of 
the main characters are walking towards their 
home, and they pass by curious doorless rooms 
made of stone, in an urban area that has grown 
in the vertical dimension. we follow them in a 
special shot taken from the side, where you get 
a view of each of the rooms before and after the 
main characters pass by them. The background 
becomes as important as the foreground, and 
their journey home becomes a bizarre journey 
through a strange place, inhabited by odd char
acters. As this occurs, the sound becomes caco
phonic, and the mood becomes suggestive. The 
moving shot Fellini made here gives a sense of 
empathy and identification, it becomes a colder 
and more objective way of following somebody.14  

The scene inspired me to create a video piece 
where I followed a woman around Gothenburg 
in the wintertime. I follow her with my video 
camera, and through her I also follow the city 
and the people in it. The woman is dressed in 
1940s style, she’s like a kind of cosplayer. The 
backgrounds and sounds from the street images 
and the stores are just as important elements of 
the piece as my main character, dressed in red. 
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She walks through blocks where her style match
es the architecture, and through others where 
she is in stark contrast with her surroundings. 
She doesn’t speak to anyone, she walks around 
town, visiting stores and window shopping. She’s 
only sitting still at the beginning and end of the 
video, as she rides a tram, but we’re never told 
where she’s headed.

director werner Herzog’s films often deal with 
the theme of humanity struggling with dif
ficulties, following unattainable dreams, and 
occasionally with the ruin of those dreams.15  

Authenticity is important to Herzog, but he 
also contradicts common “rules” of documen
tary cinematography to achieve the things he 
wants to show. He sometimes arranges scenes, 
fabricates texts, and makes the viewer believe 
that a certain person wrote them, because he 
feels the film needs it. He often speaks of the 
scenes in his films as metaphors, but he isn’t sure 
what they represent. This reminds me of Barthes’ 
notion of “obtuse meaning,”16 when you can’t 
easily explain it, but there simply happens to be 
something special about a certain scene, place, 
or object. It’s a way of working I recognise from 
my own practices. Something sticks, and all I 
know is that I have to explore it in my own way, 
because there is something special about it.

Something I intend to do more work on in the 
future is androgyny. An example of an artist who 
has worked on that topic is Tobias Bernstrup in 
his piece A.S.F.R from 2010. It’s a lifesize cast 
of a body with attributes of both genders. The 
sculpture is wearing high heels, a short tank 
top, long plasticky bracelets, nail polish, and 
underwear. It looks a bit like a robot because of 
its metallic clothing, and it’s frozen in time, as if 
locked in an eternal moment of a performance, 
or like a mannequin, a symbiosis of man and 
machine.

In the role of the artist, I allow myself to com
plete projects. It becomes a way to relate to the 
world around me, and it matches well with my 
longing to explore it.  
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Eva RoEl 
– 

In the following, I will give an account of the 
sources I draw on for my art work, and which 
artists and media I am inspired by.

In connection with this, I will touch on 
representational minimalism, including the 
simple, but convincing technique of the theatre 
(nineteenth-century theatre); the hyperrealism 
and illusion-breaking of David lynch; the dou-
ble representation of Thomas Demand; Cindy 
Sherman’s play with stereotypes and clichés.

Much can be written about the uniqueness and 
inherent difference of theatre from other artistic 
media. In this context I will primarily touch on 
the aspect that interests me most, that is the im-
plicitly and explicitly double stage of the theatre.

People do not go to the theatre in jeans with 
greasy hair; there are specific norms of behaviour 
that are traditional. one can only say so much in 
the theatre, and certain topics are not appropri-
ate. Consequently, in the theatre the actors are 
not just on the stage – they also sit in the seats 
in the auditorium. In a way, we all become part 
of the great play – hence ‘the implicit stage’. The 
theatre is a panopticon, in both Bentham’s and 
Foucault’s sense of the word. Bentham, because 
we can all see everything that happens on stage. 
Foucault, because at every moment we can all 
be watched by every other person. There is thus 
an inherent characteristic of the theatre that it 
entails a self-awareness in the theatre-goer. This 
is why at each moment one risks falling out of 
the illusion and becoming aware of oneself and 
one’s place. There is an oscillation between the 

theatre’s illusion and its reality, between being in 
the illusion and being made aware of it.

It is possible to draw several parallels here to 
the placement of a painting in space, and the 
possibility of shifting between the experience of 
the painting and its subject on one hand, and 
the representative nature of the painting on the 
other.

The manner in which figurative paintings are 
hung in a room acquires an important mean-
ing for how the work is interpreted. Through 
the placement in the room it is possible to make 
spectators either lose themselves in the subject 
of the work/the reality the work depicts, or they 
can be made to reflect on the artificial, unreal 
nature of the work, that is, to draw attention to 
the difference between reality and representa-
tion.

I often think in terms of space during the paint-
ing process. How can/should I paint in order 
to achieve the most sublime interplay between 
space on one hand, and, on the other, the paint-
ing itself, so that the two merge into a single 
artistic experience?

The physical structure of a proscenium theatre 
has a basic design that I find interesting – also 
used in relation to painting, and generally seen 
in relation to the display of pictorial art in an 
exhibition space.

There is, of course, the obvious stage, the one be-
hind the curtain, where the actors appear before 

Eva Roel

Opposite page:
Untitled
acryllic on canvas
200 × 360 cm

Untitled
acryllic on canvas
170 × 200 cm and 
170 × 100 cm

Eva Roel / Bachelor of Fine Arts 3



292

us and perform. The area of the stage in front 
of the curtain is referred to as the ‘apron’. That 
is, the part of the stage between the audience 
and the actors the extends in front of ‘the fourth 
wall’. This area has, traditionally speaking, 
been used by the actors to break the ‘illusion’ by 
directly addressing the audience. And then there 
are, of course, the other spaces: to the sides of the 
stage (‘the wings’) and behind the stage – they 
all belong to what we know as ‘backstage’ or ‘off
stage’. In the same way, a painting has a frame, 
which defines the area where the spectator can 
direct his or her gaze.

In addition to this, most theatres have historical 
qualities (especially in europe – in contrast to 
the USA, where theatrical activities often unfold 
in more ahistorical, more modern spaces). It is as 
if one stepped into another time, or perhaps even 
a space abandoned by time; static and frozen in 
a particular situation, ideology, and architec
ture. The same play can be revived over and over 
again, year after year. The world of the theatre 
appears unchanging.

In the theatre one is given the opportunity for 
stepping out of contemporary time and into 
something dreamlike. Theatre, the theatrical ex
perience, is therefore not constituted only through 
its presentation – the actors’ recital of their lines, 
the scenery, and so on – but also through its 
historical roots and institutional context.

The traditional, often simple devices used in the 
theatre are powerful. As a spectator, I can leave 
the theatre with a persuasive feeling of having 
been immersed in another world that can never
theless seem credible, convincing – in spite of the 
simplicity of these devices. we continue to ac
cept these ‘simplifications’ of reality even though 
we live in a technological world filled with, 
for instance, live commercial images in public 
spaces. That which is more silent, less noisy, has 

perhaps a new and different impact through its 
contrast to the modern, hectic western world in 
which we live, where the senses are constantly 
bombarded with impressions. Sensory impres
sions without real meaning and value, but which 
due to its nature the brain must nevertheless, 
process and establish a relationship to.

There can be no doubt that theatre today must 
necessarily be viewed and used differently than 
previously. TV and film – the most obvious com
petitors and heirs of the theatre – are definitely 
here to stay (and these, too, will be developed 
further). So what must theatre be able to do 
today that will make it a distinct experience? So 
that the theatre is not just a shadow of the devic
es of film and TV, but has its own legitimacy? So 
that the art one experiences in the theatre could 
not have been given an equally sensitive, deep, 
effective manifestation by another medium?

In general, scenography in theatre interests me 
more than its counterpart in (realistic) main
stream film, because the scenographic elements 
have been carefully selected and all fill a specific, 
narrative function. In theatre, the scenographic 
elements, by virtue of their presence, acquire 
a particular meaning, especially in combina
tion with the obvious absence of other things. 
reality also exists by virtue of absence (cf. 
Sartre’s famous example involving Pierre and 
the café: Sartre is about to meet his friend Pierre 
in a café, presumably to discuss Marxism and 
existentialism. But on entering the café, Sartre 
cannot see Pierre anywhere – Pierre is simply not 
there; however, Pierre’s absence is there. Absence 
manifests itself clearly in the world as Sartre 
experiences it. And what is the world other than 
an experience, a perception? Thus, reality is also 
experienced through absence (negativity) and 
not only through presence (positivity)). For this 
reason reality becomes through the minimalist 
scenography of the theatre, more meaningful, 
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even if, considered as a whole, it constitutes a less 
material reality.

Minimalism can thus be said to imply a maxi
mum of meaning and a minimum of signs. I 
make much use of this thought in my own work, 
where, in exactly this way, I focus on individual 
objects that can be seen as ‘part of the scenery’ in 
the space in which they are found.

In order to concretise these thoughts with an 
example: a door in the scenery appears not only 
as a modern, everyday door, but manifests itself 
through its archetypal and symbolic function; 
as that which opens up, or that which hides 
something – or perhaps that which hides the 
unexpected, the unpredictable. The door can 
symbolise different things depending on its 
shape, size, colour. If it is larger than a normal 
human door, this may be interpreted as though 
large things or obstacles wait ahead, perhaps 
greater than a person can cope with. If, on the 
other hand, the door is very small, this may 
perhaps symbolically inform the audience that 
the door is difficult to push through, physically 
as well as on a mental plane.

Perspective and sound vary from one seat to an
other in an auditorium. Space acquires a decisive 
significance for the experience of art. The theatre 
is, of necessity, placespecific. we are all familiar 
with the great cultural institutions where people 
gather. I myself have had many magnificent 
experiences in, for example, the royal danish 
Theatre in Copenhagen. I especially appreciated 
the ballet. Giselle is a very beautiful classical 
ballet that I have enjoyed watching. There is 
something quite moving about the historical 
 dimension of staging these classics year after 
year. The stories in ballet often require that a 
spectator has read the plot in advance if the 
details are to be understandable. But a good deal 
of the beauty of ballet is found in the simplicity 

that is evident in the story. The emotions, the 
atmosphere, the mood are expressed via dance 
and become symbolic in their form, in a sense 
through bodily forms of expression. Understand
ing the plot itself in classical ballet is easy, but 
the plot is not what is essential. The essence is 
rather the accompanying interactions among the 
dancers, which are expressions of the archetypal 
forces that constitute the fundamental condi
tions of human existence. 

The film director, however, can play with our im
agination through word, time, and place. Make 
us curious about the content. 

david Lynch is an obvious person to mention 
with respect to my interests in the content and 
form of film. He turns everything upsidedown, 
breaks the illusion of the reality he has created 
in the action, just when a viewer believes that 
he or she has understood what is going on. By 
doing so he creates a thrilling sense of mystery. 
I like Mulholland Drive, a modern master
piece, so very much, precisely because the 
scenographic illusion in this film is complete. 
Here Lynch uses our belief in the the reality 
of the spaces to which we are introduced, only 
to later depart from this reality, in both form 
and content. Places disappear, they change, the 
characters switch roles, time suddenly does not 
exist or comes to a stop, and the illusion Lynch 
has built up breaks down. Again and again. 
My worldview is taken apart, by which means 
my imagination is liberated, even provoked, 
in order to create meaning where there is now 
chaos. Lynch is, through his use of form, a true 
modernist, who does not merely provide an 
opportunity for open interpretation through 
ambiguity, but who positively demands inter
pretation in order to create meaning.

I adore the scene in Mulholland Drive where 
the main female character, rita, finds herself in 

Eva Roel / Bachelor of Fine Arts 3



294

a mysterious theatre. She sings, and suddenly 
collapses, while the singing continues. we are 
made aware of the fact that playback is being 
used. or... Again, an oscillation between illusion 
and reality. we shift between believing first one 
thing, then the other. Again and again.

what are dreams, and where has  reality gone?

The effect and impact of this specific scene 
touched me deeply. It had a powerful effect: 
sinister, repulsive, mysterious, and surprising, 
even though Lynch’s narrative device is perhaps 
rather simple in this particular scene. or maybe 
precisely because it is. It is exactly the simple 
device that appeals to me.

Cindy Sherman has also stimulated my 
interest in stagesetting: in her case in relation 
to photography, which I would also like to try to 
explore in my own future work. In many of her 
works, especially the early ones, she attempts to 
mirror identities by using her own person to cre
ate characters, that can be understood as stereo
typical ‘portraits’ of women. I very much like the 
variation that exists among the Cindy Shermans 
in her works. They range from the humorous 
to more dramatic expressions. Her stagings of 
herself made a particular impression on me in 
the series rearScreen Projections, where Sher
man ‘interacts with projections’, which are then 
photographed. I remember seeing them for the 
first time, now many years ago. I tried to remem
ber where I had seen them, until I realised that 
they only felt familiar to me. This is just because 
her stagings of different types of women are not 
in fact taken from existing films, but use typical, 
clichéd and stereotypical film settings.
 
A couple of other films I have appreciated 
greatly are Dogville and Manderlay by Lars von 
Trier. His very theatrical, plain, naïve scenog
raphy is very seductive. Using the few artistic 
devices in the scenography, he leaves the rest 

to the imagination of the viewers. The dog is 
invisible, but it barks, and the actors/characters 
react to it. we can hear it, so we know it exists 
in the same sense that the other characters in the 
film exist. Again, it is precisely the plain artistic 
devices that appeal to me here. How much 
information do we really need in order to under
stand the essence of the story? It seems far more 
interesting to me when an artist leaves room 
for an audience’s imaginative space. Aestheti
cally speaking, I also think it is a very beautiful 
film. Plain and pure in its expression. I felt that 
I had been placed in a new position as a viewer 
when I sat down to see these films. Just because 
of the theatrical staging I felt, in all honesty, a 
certain kind of scepticism before I saw the film. 
I wondered if it could really work. I had to agree 
with the premises, accept the terms that were on 
offer. I felt more involved than I have otherwise 
usually done in many other films I have seen. 
would I choose to immerse myself in the illu
sion, or would I watch it from a distance like a 
theatrical play, an experiment?

The curtain falls, and rises.

New, fictive spaces appear. 

The sculptor Thomas demand creates ‘fictive’ 
spaces, models made from paper and cardboard 
(scale 1:1), which he then photographs. The sculp
ture itself can be seen as a representation and the 
photo as an illusion. He creates images of recog
nisable places, often photos seen in the media, 
that are historically or culturally important. For 
me, they become a new reflection or mirroring of 
reality. Perhaps an inner reality? At first glance a 
simplification, that on closer examination seems 
artificial and looks almost plastic in its expres
sion. Unfamiliar and difficult to see through. The 
illusion only really comes into existence when 
we see it in a photograph. Because in spite of, for 
example, Photoshop, we still today believe that 
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what we see, when recorded by a camera, is a rep
resentation of the actual world. Thus, the camera 
today remains an eye that we still believe conveys 
information to us about what is in front of it. 
Perhaps it is a question of quantity with respect 
to our faith in the observations of the camera, 
perhaps we are accustomed to it being used pri
marily as a tool for documentation. Perhaps quite 
simply, we have not yet seen enough manipulated 
images to enable us to identify more rapidly 
what is what, and realise that from time to time 
we cannot trust the camera as a truthful eye. or 
in any case enable us to assume a clearer , more 
aware position regarding image manipulation as 
we know it today.

what is reality, what is fiction, and when do 
definitions of the two break down so that they 
perhaps become hybrids? 

The issue that interests me is whether the specta
tor who views demand’s works remembers the 
images that his sculptures imitate. does one 
understand the context from which they were 
created, or does one merely recognise them, 
without adding particular stories? does one 
perhaps recall only an emotion when one views 
them? I think it is an exciting way of working 

with images. reality is twisted and becomes, 
perhaps, more specifically a reflection of the 
interior, and is also perceived by the spectator 
from this perspective. demand plays with what 
is specific. But are his works perhaps more than 
simplifications? The size of the illusion makes 
them seem very powerful and present, captivat
ing, when they are created on a scale of 1:1. They 
become a copy of another reality that imitates 
the reality we know, which thus becomes new 
and unfamiliar to us. A kind of distortion. A 
personal or visual reflection of time and place. 

Trompe l’oeil painting continues to play a role 
in my work. I stick with realistically painted 
objects/situations, both with respect to their 
content and their physical size (scale 1:1). I think 
that it is interesting to test these things, in that 
human beings perceive and understand through 
the body, which we use as a yardstick in relation 
to the world around us. In this way we have a 
parameter with us everywhere, which informs 
us about the environment around us, and in the 
same way we also use our bodies when we ob
serve art – to evaluate and try to understand it.
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“Now life was to be charted, and ignorance and 
superstition never to shake the bastions of sci-
ence again. Perhaps their arrogance became too 
pronounced, and their persistent denial of the 
spiritual. For it is as if the cold and damp have 
returned. Tiny signs of fatigue appear in the solid, 
modern edifice. No living person knows it yet 
but the gateway to the Kingdom is opening once 
again.” 1

There are esoteric and exoteric reasons for why 
artists work and for how they work. 

In the communication that is consumed or 
cooked up in the artworld a constant manoeu
vring goes on between what is to be shown 
and what is to be kept hidden. Sometimes, as 
intuitive actions or else as conscious strategies. 
Sometimes for pleasure and for some people out 
of compulsion, sometimes out of compulsion 
as pleasure, or vice versa. working with codes, 
stratagems and cultural signals. [This is probably 
not a complete sentence.]

overexplicitness is, of course, not some
thing that is particularly desirable, but an overly 
obscure message may perhaps become wrapped 
up in itself and hence be misunderstood or sim
ply go unseen. The transmission of the message 
is lost if the reception or the transmission do not 
work. what may be there can get lost in the very 
sending. 

deliberately disrupting the signals is another 
wellknown approach but, regardless, it still 
requires a higherlevel faith in the idea that it is 
going to work. 

The holy places and rituals do, of course, 
exist, and can work as imagined, and to an 

extent are stretchable, elastic constants. The press 
release, the exhibition, the gallery, the artist’s 
statement, the museum, the art magazines, the 
kunsthalle and then, naturally, the biennial 
(cathedral). 

This is quite a base agreement, but one that 
perhaps has to be entered into if one wants to 
enjoy one’s choice of occupation. The agreement 
that all this that we do is worth doing. There is 
no point in doubting, at least not all the time. 
Suspension of disbelief is the model. one has to 
be right in the heart of tentativeness, of drifting 
here and there. one does not yet really know 
what one knows. one knows that one believes 
that one wants to be accepted and taken up by 
this artworld that is infinitely complex. An im
penetrable jungle of strange animals and plants. 

My approach to art 
consisted up until recently, 
and perhaps still does for 
the most part, in mistakes, 
delusions, and above all 
romantic wishful thinking. 
Misunderstandings upon 
which I had built my entire 
philosophy of life, and I am 
discovering that now. Much 
delayed, one might say. 

Consequently my work 
deals a lot with ability and 
the desire for ability. who 
has it, how does one get 
it, what is it? I have tasted 
something and I want 
more. The sense of surprise 
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has not yet subsided, and nor have my enthu
siasm or terror. And so, another version of the 
world suddenly unfolds. That amazement, again 
and again.

It was in the Botanical Garden in Gothenburg 
that I first came into contact with Christine 
Ödlund’s art. It was the spring of 2009 and the 
opening of an exhibition called Botanic Sounds.
The work that I saw was Stress Call of the Sting-
ing Nettle Accompanied by the Life & Death of a 
Cowslip, which consisted of a sound composition 
extracted from a diagram of a stinging nettle’s 
chemical reactions when attacked by a larva. 
This form of constantly ongoing communication 
between plants is something that we humans do 
not know very much about. 

Christine Ödlund’s art exists on the border
land between – or, more correctly, in both – sci
ence and more esoteric concerns simultaneously.

The animated drawing or score that showed 
the plant’s entire lifecycle described how 
neighbouring plants also capture these chemical 
signals. 

This phenomenon manifested itself to me 
with great clarity later that same evening at the 
Kontiki bar, which is only a stone’s throw from 
the Botanical Garden. The neighbouring plant 
and artist Leif elggren gave a reading of a fine 
text about the way plants can remember people 
who have done them harm, and about how they 
chemically warn each other when just such a 
person is approaching.

“Many of these substances are thought to have 
evolved precisely as weapons in the long war be-
tween plants and their predators. Drugs effectively 
are the chemical weapons of the vegetable world. 
[…] An example of this is the human use of mor-
phine as a pain killer in the sense that morphine 
has been developed by the opium poppy as its own 
system of defence and we then use it as a system of 
defence against our own infections and pain.” 2 

It is three o’clock at night. I have stomach 
cramps, and I feel the blood seeping out. From 
me! Always the same shock. 

Fumble drowsy with sleep for the pack of 
tablets, swallow three and prepare myself to en
dure twenty minutes of pain before relief comes 
and I can sleep again. Thank you, thank you, 
thank you for mainstream medicine! while I am 
waiting for the pain to pass, I decide to watch to 
the end of the documentary that I fell asleep to 
yesterday. 

what happens? No, no, no, it can’t be true, 
my beloved computer won’t start! 

That’s weird. only a few hours ago, I was try
ing to console d over the phone, and his despair 
was also the result of a crashed hard disk. 

what will I do without you? You are an ex
tension of myself, you remember things for me. 

Now, I see that we have been one. It feels like 
a part of me is missing. Phantom pains. 

I don’t understand, it is still breathing! It is as 
though it exists in hibernate mode, but I can’t get 
it to start. I try pressing the start button again 
and again, with different degrees of force. But 
nothing, only a tranquil breathing can be heard 
from the computer. 

My pulse shoots up and I go through the 
contents of my external hard drive in my mind 
and realise that far from everything that should 
be stored for safe keeping actually is. If you 
will only start again, I promise to take regular 
backups of everything! when the plane lurches, 
you’ll promise anything!

The drawings at least exist in the original. 
My love both for paper and for ones and zeroes 
has been taken to a totally new level during the 
night. 

Argh, I writhe in the bed from at least two 
kinds of pain. All the pictures taken during my 
first year at the allotment. It felt so strange at 
first, this plot of earth, how do I look after it? 
what does it want me to do? At first, I didn’t 
even know what was a weed and what was not. 

2. Excerpt from a lec-
tured delivered by Sadie 
Plant, at Public Netbase 
Media~Space 22/4-1998 
called “Information War 
in the Age of Danger-
ous Substances” http://
www.t0.or.at/sadie/
drugs.htm
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I hesitate, leave it be, but the idea comes into my 
head once again. And once more. 

It can’t really do any harm and, besides, I 
need all the help I can get right now, from what
ever powers there are. The third time the idea 
comes into my head, I get out of bed and take 
out the four dried peppermint leaves that for 
some reason I have been saving since last sum
mer. I carefully place the leaves like rays around 
the apple on the laptop’s lid. It might perhaps 
be good to align them with the four points of 
the compass. Then I sit quietly and it feels like it 
presumably does when one prays. 

Now, it feels better, at least I have done 
something, even if I am beginning to wonder 
what the peppermint could actually cure?

The use of all these plants usually involves some 
form or other of processing, such as making 
decoctions, infusions, extracts, teas, drying, 
grinding, pulverising and so on. The distinction 
between you and the image is disrupted in the 
moment that the real, true living plant is in
gested in one way or another. when you mingle 
yourself with the plant. Your consciousness is 
diluted. do you ingest it or does it ingest you?

I often view paper and drawing quite convention
ally. The performative aspect of drawing consists 
of a trace of a cautious, careful transmitter. 

But what these peculiar plants can do for 
or with you, you cannot know until you have 
ingested them. The drawing reveals none of this. 

rather, what we are seeing here is a visual 
language that has been taken from collections of 
medicinal engravings and flora, earlier invento
ries, and colonising zeal. 

For me, drawing embodies the desire to un
derstand and, at the same time, the impossibility 
of grasping something by reproducing it. The re
production becomes an image of something else. 
what one is perhaps really capturing is more what 
lies outside the lines and the curved contours. 

“The touch or imprint of a mark reveals whether it 
was made at speed, slowly, angrily, with love, with 
force, tentatively, [… ] gently, or as a notation, [… 
] or animated reproduction.” 3

I appropriate, steal or borrow elements for 
my drawings and repeat them over and over 
again, inexhaustible sources of motifs. They are 
my readymades. But I do this slowly, warily. I 
work very, very methodically, like a machine, a 
conscientious machine. An act of inscribing the 
sign into a surface, methodically, grinding. 

Through its (or my) decorative fussing, entic
ing, and through the size of the picture, it makes 
itself irresistible at first sight. 

But perhaps, nevertheless, it does not really 
provide you with anything, leaves you outright 
disappointed. First, one is tempted and then 
abandoned, burnt out. decoration is swiftly 
visually consumed. Is the image then also there 
amid the complex of problems surrounding 
contemporary art’s identity as a commodity? 
The desire for beauty repeated to excess. The 
more that is shown, shown, shown the more it 
becomes concealed in this manic showing. 

reminiscent of a tapestry we have seen before, 
or fabric patterns, drawn so flat, insipid, begging 
for admiration. drawn in an extremely controlled 
way. I control what is to be seen. My body is an 
unfamiliar place, but this I can manage. 

According to Lacan, the image is a screen that 
the artist holds up to hide behind so as to protect 
him or herself. 

when one needs a cure, one looks for 
medicine or some other method that can provide 
a particular kind of effect on one’s body. In the 
same way, I want my drawing to have certain 
effects. Is it me who is the doctor now?
 
In folk medicine the notion prevailed that different 
states of disease were the work of evil powers and 
that disease was an evil spirit that had invaded  

3. From the foreword 
“Re:Positioning Drawing” 
by Anita Taylor. Writing 
on Drawing. Essays on 
Drawing Practice, Intel-
lect books, 2008
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the sick person. A general principle that peo
ple followed with regard to freeing themselves 
from these evil powers was “söka boten där man 
fått soten” (seek the remedy where you got the 
malady), meaning that the cure should resemble 
the presumed cause of the illness.4

I sit stockstill and watch the whole film. It is 
called resonating Surfaces and was made by 
Manon de Boer. 

It is a portrait of a woman, Suely rolnik, a 
Brazilian psychoanalyst; but at the same time a 
portrait of a city, São Paolo. It is many portraits at 
the same time, and the woman’s personal recol
lections of the intellectual climate of 1970s Paris 
in the circle around deleuze and Guattari are in
terleaved with stories about the bodily experience 
of bearing a trauma, about voices as vibration 
permeating everything, along with a profound 
analysis of the death cry in a certain opera. The 
memory of the dictatorial regime in Brazil has 
left its mark on her body, and the new language, 
French, imprints a new identity. Her dedicated 
efforts to be healed make a powerful impres
sion on me. The pictures and the narrating voice 
sometimes diverge into a white or black picture 
surface, and then the rhythms and the narrator’s 
voice carry on constituting the picture space. 

To an even greater extent people are now taking 
care of their own psychic health, through self
help literature among other things.

This concept is partly paradoxical, since, 
despite being called selfhelp, the advice on how to 
live comes quite obviously from someone who has 
taken on a guru role, albeit from a distance. The 
word guru comes from the component words gu, 
meaning darkness, and ru meaning ‘one who un
derstands it’, hence the guru is the one who brings 
the adept out of the darkness and into the light. 

But here, however, it is up to the individual 
personally to interpret the happiness experts’ 
advice, to carry out the treatment, and also to 

determine for themselves whether it was success
ful. The selfhelp experts’ thoughts have been 
internalised, fostering a selfcontrol in which all 
aspects of life can be diagnosed and regarded 
with a therapeutic gaze.

The self that addresses itself is a ghostly exist
ence. 

The danger of having oneself resolve one’s 
various issues could be expressed in exaggerated 
form with the question: How can you be sure 
that you wish yourself well?

“The graph paper functioning like tightly stretched 
embroidery cloth” 
“[… ] painting was itself a machine that functioned 
instrumentally on the viewer, producing an effect.” 5

emma Kunz let the pendulum guide her hand, 
she transcribed a virtual drawing, lowering it to 
the level constituted by the drawing on the table. 
She saw the invisible and let it be translated into 
lines and colours. In total precision, she worked 
the entire night until the picture was done. In 
a photograph she is seen standing in front of a 
“work in progress”, dressed in a white laboratory 
coat. In the hall of the cottage visitors were met 
by a hat on the hat rack, along with a man’s over
coat and a walking stick; this despite, or perhaps 
precisely because of, the fact that she lived alone.

She kept her distance from organised social 
programmes and seemed to be an individual 
with specific solutions to special problems. 
Instead, she acted like the wise, pragmatic village 
elder in the little Swiss village.

She took the name Penta, as in pentagram, 
the endless knot that can be drawn with a single 
line. Five points like the fingers of the healing 
hand. In the role of Penta she functioned as a 
cross between a doctor and a shaman, supplying 
cures to people who sought her out for help. 

After consulting the drawing archive in her 
workroom and selecting a suitable picture, she 
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laid the drawing beside the patient on the floor, 
and then began the examination by asking and 
receiving answers. 

“This dialogic technique resembles practices that 
remain active today in a diverse array of cultures 
and fields – from the divination of African sha-
manism to the techniques of Navaho sand painters 
to twentieth-century psychiatric studies.” 6

She formulated the cures by turning to her 
drawings, but she also prescribed herbs for her 
patients through consulting Our Medicinal 
Plants, one of the few books found in her home 
after her death.

“High speed calculations and complex iterative pro-
cesses are now used to produce spectacular pictures 
of chaotic geometries. [… ] today her drawings 
possess an odd familiarity.” 7

“Culture and nature are scrambled with these 
interminglings. [… ] When the weavers interlace 
their threads, they jump into the middle of tech-
niques which have already emerged among tangled 
lianas, interwoven leaves, twisted stems, bacterial 
maths, birds’ nests and spiders webs, matted fleeces, 
fibres and furs.” 8

Jon rafman’s works often investigate virtual 
worlds such as, for example, Google Street View 
and Second Life. 

I saw his film KoolAid Man in Second Life 
in Berlin last autumn.9 

The film shows KoolAid Man and some sort 
of journalist character wandering around on a 
voyage of discovery in Second Life, accompanied 
by an interviewtype conversation. KoolAid 
Man is Jon rafman’s avatar in Second Life. 
He even gives bookable guided tours. He is a 
cartoonish flâneur, a wandering shaman narrator 
figure who presents these places as both utopian 
and fetishistic. Here is a brief excerpt from an 

interview with Martin Kohout in which Jon 
rafman talks about how the character KoolAid 
Man is sometimes responded to in Second Life.

 
“Sometimes people make nothing of Kool-Aid Man. 
I mean most of the citizens of Second Life have seen 
more tripped out shit than a giant pitcher prancing 
around in metaverse. But sometimes other avatars 
accuse Kool-Aid Man of poking fun of them by 
his very presence. Simply by showing up at a party 
they think that Kool-Aid Man is making a joke 
of everything and suggesting that their attitude 
to the virtual world or their role-play has become 
cult-like. Often Í m considered a griefer. A griefer 
is a sorta terrorist or troll in SL, whose sole goal is to 
ruin others’ experience of the virtual world.” 10 

“To be haunted, to be in the company of ghosts 
is not necessarily a cause for fear or panic. It is 
something to affirm: it is the very condition of 
thinking and feeling. There is no teaching without 
the memory (however unconscious or cryptic) of the 
dead, without the logic of mourning that haunts 
or can always come back to haunt, without an 
encounter with questions of inheritance. (Who 
or what is a teacher? Who or what has taught the 
teacher? How did this scene of teaching come about? 
Am I thinking my own thoughts? Where does a 
thought, an idea, a teaching begin?).” 11

Usually (or perhaps, rather, frequently) I find 
myself specifically on the border between grasp
ing and losing the thread of the argument when 
I read various philosophers, but, nevertheless, 
sometimes I can’t leave it alone. Certain texts 
catch up with you a lot later on. 

In a text titled Of Other Spaces (1967) Michel 
Foucault presents a number of principles that out
line the characteristics of a certain phenomenon. 

This phenomenon might be a “place”, as in a geo
graphical point. But it is more the effect of the 
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place that is referred to, if I am now interpreting 
the whole thing correctly. we recognise, but have 
never experienced, a closely related variant on this 
phenomenon. The entirely perfect but unfortu
nately equally unreal place with the wellknown 
appellation Utopia. 

Then there is the other sort, the phenomenon 
that we are after here, which Foucault calls a 
“heterotopia”. 

These places have the peculiar ability to be 
interconnected with all other places. And there 
are relations to society, the village or the city, but 
they exist in such a way that the relation to them 
is in some way invalidated, or simply operates in 
another, highly specific way. 

other characteristics are that “heterotopias” 
constitute a drastic breach in the otherwise 
prevailing conception of time and that they often 
have opening and closing mechanisms, not just 
physical ones, but also in the form of specific 
excluding gestures. They are, perhaps, a kind 
of realised utopias inside or around the “real” 
society. 

And Foucault furthermore maintained that 
there is actually no culture in which “heteroto
pias” do not occur, either as “crisis heterotopias”, 
(for example, old people’s homes or like the 
honeymoon in the old days) or as “heterotopias 
of deviation” (like, for example, the prison or 
mental hospital). He mentions early in the text 
(but perhaps not yet as a proposition?) a distinct 
discipline, “one could imagine, I won’t say a 
science” […] [that] could be called ‘heterotopol
ogy’,” which can study, analyse and describe these 
other places.

Another principle that Foucault enumerates is 
that a hetero
topia can bring 
together (or 
place on top of 
and inside each 
other) several 
different rooms 

that actually from the start have no relation with 
each other. The cinema auditorium is one such ex
ample, a rectangular room, and hence a projected 
threedimensional room that is twodimensional 
at the same time. 

All psychedelic states, experienced and not yet 
experienced, might possibly constitute some sort 
of (or infinitely many different) heterotopias? 
 
“...but perhaps the oldest example of these heteroto-
pias, in the form of contradictory emplacements, is 
the garden. [… ] The traditional garden of the Per-
sians was a sacred space that is said to have joined 
together within its rectangle four parts representing 
the four parts of the world, with a space even more 
sacred than the others which was like the umbilicus, 
the navel of the world at its centre (this was the 
location of the basin and the fountain); and all the 
garden’s vegetation was supposed to be distributed 
within that space, within that figurative microcosm. 
As for carpets, originally they were reproductions of 
gardens. The garden is a carpet in which the entire 
world attains its symbolic perfection, and the carpet 
is a kind of garden that moves through space. The 
garden is the smallest parcel of the world and the 
whole world at the same time. Since early antiquity 
the garden has been a sort of blissful and universal-
izing heterotopia.” 12
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A fantasy about a lake that, across the whole 
of its lustrous surface, projects an image of an 
aged, gnarled tree for me. This is an old, almost 
automatic fantasy that has stayed with me, a 
recurrent daydream, perhaps from as far back as 
my childhood, when we were talking about the 
horse that didn’t want to go through a puddle in 
the road, it believed in the illusion. Now, I have 
heard that the position of their eyes gives them a 
depth vision that is different from ours, but there 
in the road was a gateway to another dimension. 
Like the image on the lake, I feel as if it shows 
some kind of connection, a message. Like an 
image on the retina, an eye that lets me see what 
it sees, an eye that shows things.

We know by means of our intelligence that what the 
intelligence does not comprehend is more real than 
what it does comprehend.1

It was when I looked up from one such thought 
that I first caught sight of the mark on the wall. 
A small, round mark, distinctly black against 
the shabby plaster wall, it makes me think about 
the people who had the stable before me. In their 
dark, cluttered home objects and books were 
piled up in stacks, like walls to different rooms, 
sloping planks for the windows, and lots of cat 
doors. one of them sat and drew the whet
stone along the knifeedge, it had turned to the 
breadth of a fine hair, and everything appeared 
unresisting. The other one collected objects and 
branches, trash and roots without any given 
hierarchy. The encounter with their world was 
a voyage of discovery. Now, I think there was 
a special closeness to nature there. In the sense 

of something of a meeting place or point of 
intersection for nature and humankind (culture), 
without electricity and water, in the cottage by 
the stream. For me this was one of the places 
that inspired my interest in naturalism, biology 
and ethology. The bird’s nests in the chinks in 
the walls, found objects, beetles, the wasp’s nest 
in the roof, spiders in the summer, mice in the 
winter, and another tempo. 

one early autumn, I was filming a large flock of 
jackdaws, they flew in peculiar trajectories up 
into the white sky. I projected the film onto white 
paper to compare their movements with drawings.

The reeds rustle at the window like green knives 
and I think about the plants, photoautotroph 
organisms, chlorophyll, processes using light 
energy that is transformed into chemical energy 
in their stomata, nutrients that are stored in the 
form of organic compounds. The most funda
mental of all biological reactions. The oxygen 
and carbon dioxide content of the atmosphere 
that is kept almost constant through the balance 
between photosynthesis and breathing. In Mind 
and Nature Gregory Bateson writes that the mass 
of interacting processes that we call life main
tains objects or organisms in a state of change, 
and he gives as examples body temperature, 
cooling sweat, or muscle contractions that cause 
the temperature to be raised and kept constant at 
around 37°C. 

The same applies to blood circulation, breath
ing and other internal mechanisms. But he also 
talks about logic and categories. Patterns within 
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 different logics and what happens when one 
creates crosses between different logical patterns, 
evolution and coevolution, entropy and negentro
py. Fragments and patterns that bind life together. 
Selforganizing systems.2 States of change.

For a year, I collected plastic packaging and 
planted spider plants. I think about collecting 
in relation to cycles and processes. Creating 
disorder or another order. The continued work 
with the plants has been developed into a con
tract with the spider plants, an undertaking to 
repot and propagate the plants. Like a suspen
sion within the flow, something has been picked 
out as an image sequence from a film in order to 
be the subject for another process. The artist as 
collector. Collecting as an artistic process. The 
artist’s collection as an object of collecting.

Collection is when the rider positions the horse 
between the incentive drive, lateral and turning 
aids. In collection the horse walks with intense 
impulsion and gains bearing power through 
positioning its hind legs further in under its own 
centre of gravity. A greater degree of collection 
involves more concrete communication with the 
horse and a greater degree of concentration on 
the work.3

The idea becomes a machine that makes the art, 
said Sol Le witt.4 For me it is perhaps more a 
matter of art becoming a process that makes an 
idea. The elements are almost set in reverse order. 

My working process frequently involves follow
ing some sort of set of rules. They can be dictated 
by nature in the form of temperature or the rate 
of growth of a pot plant. My collecting or ac
tions become like following clues to something 
unknown, a way of understanding something 
that has made me curious. To my mind an ac
tion encounters new preconditions every time, 
somewhat like the first beat on the drum can 

then create any rhythm at all. It is frequently 
unclear to me what might emerge with time. It 
is more a matter of the unfamiliar, the unknown 
in itself. Like hitting a sheet of glass, everyone 
knows there is a risk that it will be smashed, but 
not what the splinters will look like. The chance 
that means that a pattern is broken. Accord
ing to Bateson, this is the very precondition for 
something to emerge.

I would even go further and feel with my finger 
along the wall, scan with my sensory organs so as 
to apprehend the black mark. A large part of my 
time has been spent on attempting to understand 
another being, the horse. Here communication 
becomes a matter of translating sensations into 
words, and also translating sensations into pic
tures, since the visual is what we have in common. 

My encounters with works like eva Hesse’s 
Expanded Expansion, in which the material yields 
like a sort of skin, and Felix Gonzales Torres’ 
poster sculptures were important sources of 
inspiration. I believe that what attracts me most 
is the determination involved in deciding on a 
certain lack of control. So as not to place oneself 
above things, but alongside. They seem to say 
that the end is also the beginning.

I find it interesting to work with materials that 
are there in my surroundings, to take into ac
count and comment on the existing conditions. 
The blades of grass become the material and the 
stretch of grass the scene. The places that operate 
outside of urban planning, and which having 
been forgotten by chance have a democratic 
potential. every person’s right of access in the 
city. A few years ago, I began making baked 
braids in the grass at such places. For those who 
did not actually see it being made, the braid was 
noticed, maybe only because it moves differently 
from the rest of the swaying grass. My interven
tion becomes a part of the place that gradually 
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comes to be absorbed by the cycle going on 
there. The material takes over again. I want to 
encourage attentive spectating, like listening 
with your eyes.

It is not what you see in the show that matters, it is 
what you see after when you walk out.5

Binocular vision, left and right eye working 
together to create depth perception. Two differ
ent descriptions can give a deeper understanding 
of what is being described, a third dimension.6 
Gabriel orozco uses his camera to transform 
ephemeral states into sculptures via photogra
phy.7 Sometimes, it is difficult to decide what 
has been created by the artist and what has 
been found. I think he creates something of his 
own realm in the urban environment in which 
“found orozcos” can occur.

In public space, various types of encounter with 
“the spectator” are made possible. As in The Fool, 
a series of performances in which I made things 
on the little patches of grass and in the sandpits 
found in the gaps between highrise blocks. 
I want it to be looked at, from the windows, 
maybe from behind the curtains. For me, there 
is also the possibility that an action can be a 
sort of instruction, similar to the way that some 
artists associated with Fluxus published written 
instructions so as to dislodge the artistic act. But, 
for me, it is about creating some sort of reaction 
in the “sphere of action”.

In Havet och Hålet. I went to a busier place, 
the beach, in order to dig a hole beside the sea. 
It turned out that the work tempted people to 
participate. A conversation shaped a narrative. I 
wanted to mix together different worlds, logical 
systems, if you like, that are inextricably inter
linked. Nature guided by a human being and the 
human being guided by nature.

Francis Alÿs talks about poetic licence. I assume 
that this is one of the many licences that an artist 
can lay claim to. From a political perspective, the 
poetic can seem absurd. In the capacity of an art
ist one has, somewhat like an eccentric character, 
recognized a certain sense of being an outsider 
(or insider), maybe that of a fool, like Foucault, 
or that of a woman, like Beauvoir. one has come 
to a decision and entered into a contract. There is 
a potential in actions that play out in relation to 
unspoken rules that, in the best case, can reveal 
otherwise invisible absurdities and make it hard 
to decide what is really absurd. A beau geste, do
ing something that anyone who passes by can see 
or participate in, opens up the possibility that a 
narrative is taken further once the work has been 
executed and vanished.
 
“If the script meets the expectations and addresses 
the anxieties of that society at the right time and 
place, it may become a story that survives the 
event itself. At that moment, it has the potential to 
become a fable or an urban myth.” 8

Jessica Sanderheim

Havet och Hålet
Still from HD Video
24 min
_

5. Magnus Paulsson, 
interview

6. Gregory Bateson, 
Ande och Natur (Mind 
and Nature)

7. Gabriel Orozco Photo-
graphs, Mia Fineman

8. Francis Alÿs, Francis 
Alÿs p. 26 
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 Narrative has an unusual power, I believe that it 
has a vigour that is linked with a long tradition 
of gathering around the fire, the place for the 
swapping of stories about elemental creatures 
or fairy tales, so as to remember events and 
ancestors. Fire, as a pleasant meeting point or 
an uncontrollable, destructive force, harbours a 
broad spectrum of emotions. In a dark, square 
room the sound of the fire moved around the 
walls. The element went from being a small log 
fire to an encircling, burning wall of sound. 
The bonfire burned, dorothy Solanas set light 
to the sleeves of her clothes, in a city hot coals 
are sold in baskets on street corners and human 
firebrands burn out. Sound has a presence that 
interests me. 

I think about stepping forward to take a closer 
look, but an abrupt unpredictable stroke of chance, 
a mystery, or a finewoven web of events, any 
explanation can only give clues as to what might 
have caused the mark on the wall, but no answers. 
Instead, I focus my thoughts into my gaze. I can 
think from this point. The horses chew.

relaxing work on the volte, reducing and 
increasing the dimensions of the circle, making 
the path shorter and longer. Lateral and diagonal 
aids are active, the neck and shoulder oriented 
towards the centre of the circle, hind legs on 
the most outer track of the parallel, tramping 
underneath, and the body follows the curved 
line, like the pace of the stride and the rhythm, 
around the way. Sensitive hands are hands that 
close slowly, but open quickly.

“Forcing is not an option and therefore one has to 
wait patiently for the elements to retreat of their 
own accord, shrink or show their individual char-
acteristics.” 9

This attitude, respecting the materials as if 
they bore ideas, reminds me of conceptual art’s 

 attitude and of concrete poetry. I also compare it 
to the problem solving done by a rider. The large 
animal that can be persuaded, not “conquered”. 

The marks on the walls and traces in the form of 
repairs, neglect, care, necessity, wear and tear, 
grease spots and sunspots that appear and show 
presence. The marks of events. Memories strati
fied in matter. The woman who meets dr dreuf 
in Mare Kandre’s novel. Chains of associations. 
rings of stones, fairy rings, sweat rings, rings on 
water, rings under your eyes.

But what was it about? My thoughts slip. 
Fantasies and rooms are mixed together. I don’t 
remember. Silence, the absence of the animal’s 
chewing interrupts me like a clear message. 

I went to let the horses out. on the gatepost sat a 
little black spider.

Back in the stable I wanted to know what the 
mark on the wall was, then it was gone.

You see, I’m wearing that horse’s head myself […] 
all reined up in old language and old assumptions, 
straining to jump clean hoofed onto a new track of 
being that only I suspect is there. I can’t see it, be-
cause my educated, average head is being held at the 
wrong angle. I can’t jump, because the bit forbids it 
and my own basic force – my horsepower, if you like 
– is too little. The only thing I know for sure is this: 
A horse’s head is finally unknowable to me. 10

9. Margret Blöndahl 
Artist Statement www.
margretblondahl.net 

10. Martin Dysart, Equus, 
Peter Shaffer p. 10
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My experience as an art student is the constant feel
ing of having something, only to lose it again. of 
continuously longing for something tangible, de
scribable or simply something concrete. everything 
floats in an invisible mass of thoughts and ideas.

Having taken inspiration from obama to odd 
Nerdrum, from eminem to Frida Kahlo, it’s 
becoming obvious that the differences between 
these influences only get larger. The inspiration 
sources are like stars in the growing universe. 
The space, the speed and the time between them 
are steadily greater in the same way as raisins in a 
rising muffin steadily grow apart.1

However, there is a commonality among the 
disparate references, namely in the symbolic 
content. At first I was almost angry over that 
commonality since in some way it felt uncon
sciously chosen and that it was a choice that took 
me to a place that I didn’t really like. In time it 
became obvious that many paths in my artistic 
project were in fact fulfilments of prophesies 
about what I neither wanted to be or become.

right now my interest is focused on the uni
verse, an interest I associate with the alternative 
woman; the newage woman who, among other 
things, likes healing stones and wears colour
ful batik patterned scarves. This theme flows 
through one of my characters named emotiona 
Victoria. The universe and emotiona Victoria 
have initiated a close, intense relationship.

The universe has turned to me in a mystical way 
and it whispers to me in the dark of night: “you 
are a little ant”. when I stand and look at my 

own galaxy, the Milky way, and understand 
that there probably are some 170 billion galaxies 
outside it, I truly feel very small.2

I began as an enthusiastic painter who treasured 
colour, form and composition highly. Then I 
encountered the limitations in my project when I 
saw how introverted and inaccessible the content 
of my paintings was. The formal qualities stead
ily improved, but so what.

At this time someone showed me a work by Mel 
ramsden, Secret Painting, dated 1967 – a work 
that seemed like a total parody of my own. The 
content of my paintings was just as invisible as in 
ramsden’s secret painting and that was not really 
my intent. After that I was never the true painter 
I had been. even so the development of a world of 
symbols had already begun in my early, abstract 
paintings. But the content and symbolism was just 
not as accessible and visible as I in fact wished.

regardless, my natural attraction to colour has 
been consistent. As a painter I mixed a lot of col
ours. Hours could pass unnoticed – time ceased 
while I was immersed in admiration of each col
our and its consistency. Today I can still occupy 
myself by mixing colours, selfstimulating as if 
I were autistic. I also recognize this emotional 
tendency in my yearning for the Universe. At 
times when the night sky is clear I can look up at 
the universe and time stops as I disappear into its 
immense space. I try to comprehend its size, but 
cannot; it slides away into the impossibility of 
picturing how enormous the constantly expand
ing space is, embracing such objects as black 
holes, stars, planets, clouds and dark matter.3

NATHALIe FUICA SÁNCHeZ
–

Nathalie Fuica Sánchez

Opposite page:
I want to be big like the 
universe
Print, sound and video
120 × 100 cm
_

1. Stephen W. Hawking, 
Univers uten grenser 
(The Universe in a Nut-
shell), with a prefatory 
essay by Henning Knut-
sen. De norske bokklub-
bene, 2001.

2. Wikipedia: Galaxy: 
http://en.wikipedia.org/
wiki/Galaxy

3. Stephen W. Hawking, 
Ibid.



312

once I stopped painting I found inspiration 
in such artists as Franz west, Per Inge Bjørlo, 
Gelitin, Alexander Brener, william Blake and 
the theorist Lloyd deMause. All artistic fields 
were interesting – sculpture, installation, poetry, 
music and performance. Sculpture became the 
one I dedicated most time to. eventually I dared 
to enter the wood workshop at school and once 
in, I became a regular there. The physical act of 
producing something was satisfying. As a painter 
I would always come home covered in paint. It 
served as solid proof of work, of sweat and tears. 
In becoming a sculptor the experience of work 
increased. My finger muscles grew, the bruises 
on my hands ached – I could go home tired and 
have a good night’s sleep with a good conscience. 
work has always been important. without it my 
soul shrivels. I feel that the symptoms of hard 
work serve as a solid pat on my back. work is one 
part of life that means something to me. 

In some of Franz west’s work the materiality 
engaged me. The simple, rough plaster objects 
looked like Tal r paintings in 3d. Tal r’s thick, 
rough and tough use of paint was something I had 
always tried to emulate, but never succeeded in 
doing. Perhaps now I could achieve a method, a 
technique that was similar, though more physical. 
The sculptures demanded space – you could walk 
around them. New surprises could pop up at the 
next turn or step. Something could hide behind 
the surface. Something quite unsuspected could 
lurk beyond the first look. Sculpture gave me the 
possibility of letting the symbolism emerge. These 
experiences served as a steady base for more sculp
tures, while at the same time other mediums were 
brought in, especially sound and poetry.

From a visit to Kunstnernes Hus several years 
ago I left feeling sadder than ever after an exhibi
tion. It was a solo show by Per Inge Bjørlo. His 
metallic and melancholic objects overwhelmed 
me. They were like materialised symbols for the 
deepest pain in his heart. 

Inspired and in the grip of a new courage to 
handle a theme that had always pursued me, I 
booked a project room, and announced an exhi
bition. Ghosts from the past were to be evoked 
and the traumas of another generation to be ex
orcised.4 with Chilean parents and Communist 
grandparents it was only natural that the fascist 
coup in Chile led to me being born in 1985 in 
Sofia, Bulgaria. Though I grew up in Sofia and 
oslo, I have inherited the generational traumas. 
The gruesome stories from that time mark people 
for life with a buried pain that is partly forgot
ten, but still present. The simple materials, mdf 
board, lath and canvas comprising the installa
tion, were inundated with weeping sounds. The 
mourning chorus filled the space with the most 
clichéd method for evoking empathy – a tear 
dripping female pain, the mothers of the world.5

The playfulness in Geletin’s installations, such 
as in Klunk Garden, pointed out my latent need 
to retain playfulness in my work.6 Playfulness is 
underrated. Playing for its own sake can plant 
a seed for something that can later became the 
basis for another work. To play enables unpreten
tious and limitless testing of possibilities. 

Alexander Brener represents provocation and cour
age. Though I myself do not seek to provoke, I do 
believe that this role is an  important one that must 
be ever present. Brener has consistently travelled 
on a specific path; he is not between something, 
he is either/or. He favours art, but not according to 
today’s art paradigm and he expresses his position 
despite the fact that it means carrying out humiliat
ing, destructive and crazy acts that are not accepted 
by those in fashion in the art community. This I see 
as courage, courage to go against the flow.
I struggle to find meaning in a world filled with 
war, poverty and capitalism. where does this 
suffering come from? Psychohistorian Lloyd 
deMause has some interesting theories. He reveals 
the brutal everyday life of people in early society 
and what it meant for mental health and group 

Nathalie Fuica Sánchez / Bachelor of Fine Arts 3

4. Åndenes Makt, 
Reality Ghost TV show, 
TVNorge, 2005.

5. Exhibition: The Cry 
House of History, the 
Offspring and the Poem 
of Life, Pain in the Heart 
and some Thoughts 
on how I survive this; 
in the project room of 
the Kunstakademiet in 
Bergen 2009. http://
www.flickr.com/
photos/23164069@
N02/sets/ 
72157622647332305/

6. Gelitin Klunk Garden, 
Tomio Koyama Gallery, 
Tokyo, Japan, 2009.
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psychology.7 People in general are absolutely more 
enlightened today, but there is obviously a lot of 
therapeutic work left to do for mankind. Similar 
revelations are found in richard Sennett’s work 
Flesh and Stone, where he takes an empathic 
look at some of the rituals and festivals in ancient 
Greece and how these related to the suppressed 
life in Athens. Below is a description of the festival 
in honour of Adonis, a figure representing sexual 
pleasure and male satisfaction in women:

A week preceding the festival in his honour every 
July, women planted seeds of lettuce in little pots 
on the roofs of their houses; these seeds are quick-
germinating, and the women watered and fertilised 
the pots carefully until young green shoots ap-
peared. At this moment, though, they deprived the 
plants of water. When the seedlings began to die, 
it was time for the festival to begin. Now the pots 
on the rooftops were called “gardens of Adonis,” 
the withered plants mirroring his death. (…) This 
was a ritual that was a funeral in the name only. 
Instead of grieving, they stayed up all night, danc-
ing, drinking, and singing with each other. They 
threw balls of myrrh and other spices into incense 
burners (Adonis was the son of Myrrha, the nymph 
of myrrh) in order to arouse themselves sexually.8

In reading texts like these I hope to gain a deeper 
understanding of history. My wish is to under
stand history from within, grasping why things 
happened as they did. A better way of under
standing history than the vain repetition of facts 
crammed into us in school.

I first discovered william Blake through a 
music video by the Norwegian band Ulver.9 
His method of working gave each image its 
own independence, with a content beyond mere 
depiction of outer reality. His content is a render
ing of feeling and atmosphere – of heart, blood 
and joy. His elements, taken both from medieval 
religious symbolism and his own visions and 
imagination, strengthen my belief in the effect 

and value of symbols. In addition, I see both my 
own and his works as emotional, dynamic, com
positional wholes with a visual aura where colour 
is also completely necessary. There is space, as 
well, for interpretation of the superficial parts of 
the work. However, if you look more closely, you 
will have to take each symbol into account, and 
thus a deeper meaning emerges.

This has been a short history of how I got to 
where I am today. By now my inspirations are 
very eclectic. I use a little bit of this and a little bit 
of that – a piece of a story, a poem, a picture or an 
object. Fragments of Hope And Change, Heal The 
World, I’ve Seen The Promised Land and bits of 
hobby and children’s art, painted faces on stones 
and the like.10,11,12 It can be anything, often the 
most accessible and suitable; whatever draws the 
eye or pops up in the mind. Mdf board, laths and 
nails are cheap and handy. other items include 
demoprogrammes and sampled beats, prints and 
found objects, as well as bargains found on eBay 
or in secondhand stores.

The focus is to have no focus. If this is out of fear 
of overintellectualising – and thereby making 
my work thoroughly boring – or if it is just a 
necessity for working spontaneously, I do not 
know. But then again, it might not be important 
to know. It is a method that works for me. I am 
totally convinced that my memory contains 
much more than I can ever find while conscious; 
I rely on the fact that this method enables work 
that can be fully unexpected or surprising. Mak
ing art is my own entertainment and my true 
need. “wow! did I make that?” Like dreaming a 
word that you were convinced you did not know 
while awake – automatism or the influence and 
tendencies of the subconscious mind.

A patient dreamt in a longer context that he had 
been served a ‘kontuszowka’ at a café. Having told 
of this, he asked what it could be; he had never heard 
that name before. I could answer that it was a Polish 

7. Lloyd deMause, The 
History of Childhood. 
Northvale, 1995.

8. Richard Sennett, Flesh 
and Stone: The Body and 
the City in Western Civili-
zation, Norton, 1996.

9. Ulver, Voice of 
the devil, 2009. 
Video: http://www.
youtube.com/watch? 
v=VRx2REJ4FNM

10. Barack Obama, presi-
dential campaign slogan, 
2008.

11. Michael Jackson, from 
his song Heal The World, 
Dangerous, 1991.

12. Martin Luther King 
Jr., from his speech I’ve 
been to the Mountaintop, 
Memphis, Tennessee, 
1968.
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schnapps that he could not possibly have invented in 
the dream, as I had long known that name from dif-
ferent posters. At first he didn’t want to believe me. 
Some days later having allowed the dream about the 
café to be real, he noticed the name on a poster, one 
pasted up on a street corner he must have passed at 
least twice a day for many months.13

Looking at pictures by Salvador dali I do not 
appreciate what I see. Is it because those images 
remind me of my own recent work?14 even though 
I dislike my recent poster images, I feel it is neces
sary to work my way through this period in a 
surrealistic spirit (or cliché?). After all, it has ties to 
the use of symbols and to my intuitive method. I 
have to work through it as my subconscious wants 
me to, though it is terrible. each element a symbol 
with unique content, but also making meaning in 
relation to the other symbols in the picture that 
forms a whole. Like elements in a dream, what do 
they mean together? what are their origins?

And now some words about the specific sym
bolism in my own work. The universe is often 
shown as stars on paper, plus some small galaxies 
and as a black, endless background. The universe 
paralyses me, its gravitation grounds me, black 
holes swallow me. Gravitation wins over the 
expanding forces in massive stars and the stars 
collapse, leaving immense gravitational fields, 
lifethreatening abysses to the unknown. But 
they are not eternal, they vaporise; I vaporise. 

Among other frequently used symbols are the 
white flag, mountains, hair and piles of excre
ment. Some symbols are my own and have 
very subjective interpretations, while others are 
universal or generally recognised.

An epic war movie with flying body parts ran 
unfocused in the corner of my eye. It may be 
that I was trying to distance myself from the 
brutal images. A white flag in slow motion filled 
the screen, elegantly fluttering in the wind. 

That image took hold of me and stayed in my 
mind for days. Finally I bought a lovely white 
piece of cloth without knowing what it should 
be used for. Now it is lying in my studio. It has 
been tested as an element in a sculpture, but that 
didn’t work. Still, I am certain that the day of 
the white cloth will come, descending as it were 
from heaven. In the meantime it has found its 
place in several photo collages – a beautiful pix
elated flag with flickering shadows. It is a sign of 
surrender, but not of a lost battle – a sign of new 
beginnings. Some things are given up to start 
over, to mark up a new path.

Mountains can be moved, mountains can be con
quered. This belief has often made me stagnate, 
pounding my head against the wall time and 
again as if in a Sisyphean nightmare. In the end it 
still works out one way or another. even though it 
may be an impossible practical task facing you, it 
ought to work out; or the impossible task of writ
ing this text. even that will work out! A symbol 
of strength, courage and targeted focus.

Hair. I don’t fully know what happened. one 
day a wig lay in my studio glowing. The wig just 
lay there naked, waiting to be used. It took a 
long time and all the time the wig smiled at me. 
one day I had an idea for a sculpture, a poly
chrome, hexagonal, breasthigh sculpture shaped 
like a cone with long hair and a toothed knife
shape sticking out from the top. The sculpture 
represented my disappointment with painting, 
especially its twodimensional limitations. The 
piece was named Killing All My Pain(tings).15 
The hair represents life and all that the hair has 
experienced is part of it. Cut it and that part of 
life disappears.

The hair used in my sculpture Growing Out 
Universe Hair represents a wish for finding a 
life, an alternative life that can be lived out in 
the universe.16 emotiona Victoria wants answers 
to those questions that remain unanswered on 

13. Sigmund Freud, The 
Interpretation of Dreams, 
Drømmetydning 1. Cap-
pelen, 1969.
(Translated for this text 
by S. Borei, 2011)

14. Untitled poster shown 
at Pink Cube, Nathalie 
Fuica Sanchez vs. Ivan 
Galuzin, Oslo,2011:
http://www.flickr.com/
photos/23164069@
N02/5586156226/
sizes/l/in/photostream/

15. Killing all my 
pain(tings), in the project 
room of the Kunstakad-
emiet in Bergen, 2009. 
http://www.flickr.com/
photos/23164069@
N02/4083795026/in/
photostream

16. Growing Out Universe 
Hair, BFA exhibition 2011, 
Malmö Academy of Art. 
KHM, Malmö, Sweden.
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Growing out universe hair
Mixed Media
H: 90 cm

The pointlessism of being 
if you don’t eliminate the 
-isms, because whatever 
you think today, it’s the 
wrong answer.
Mixed media. Installation 
view. Variable dimensions

(seen from left) Chalice, 
Placenta and Killing all 
my pain(tings).
Mixed media. Installation 
view. Variable dimensions
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earth. why do we reject our responsibility for 
people in the Third world? Is there other life in 
this or other galaxies? where and why has kind
heartedness gone? There is space for all in the 
universe, be they white, yellow, brown or black; 
or for that matter green, even if they are aliens. 
In the universe there are no conflicts. everything 
simply exists. Beings are 100% themselves with 
high acceptance, and love crosses galaxies. In 
this fantasy trip, the hair is proof of the growth 
of the universe, a hair that hopefully grows wiser 
for each year that passes.

The piles of excrement have been with me for 
a long time. I don’t know why, but they return 
constantly. This interest first manifested itself 
in trivial daily conversations concerning bowel 
movements. I’m not really sure why this inter
ested me so much, but it could be connected to 
the fact that intestinal illnesses are very common 
in Chile, possibly connected with a diet high 
on white bread, and widespread lactose intoler
ance. This is similar to the high occurrence of 
muscular and skeletal illnesses in Norway.17 Such 
weaknesses may also possibly be a somatic base 
for psychological traumas.

The first reactions to faeces and defecation are 
probably loathing and shame, but forget that for 
now. Give me a story instead: 

The shame flowed down and between my legs. The 
pounding heart’s blood rhythm let loose a stink with 
each beat. Many stood there wrinkling their noses, 
politely, but plagued by the stench. I was in New 
York and had eaten a classic fast-food dish earlier 
that day. Obviously it didn’t agree with my stomach 
or anyone else’s either I would imagine. While the 
subway moved on, I laughed 
on the inside, but with my 
face frozen in a blank expres-
sion, keeping up appearances. 
Finally, the loveliest voice an-

nounced my station over the speakers. My shoes, the 
faeces and my feet were all joined in slurping sounds 
that grew louder with each step, the acoustics of 
the station were immaculate. I laughed some more 
over this terribly embarrassing happening, what else 
could I do, except keep walking home to change.18

She had found a new lover. For some reason she 
thought that her defecation smelled more than 
usual just in this period of blooming love. Each time 
it pressed on the anus, she held it in. She fell  
ill and died.19

I have more stories of this kind. They build up 
though I have never recorded them. But what 
does this obsession with the piles of excrement 
mean, what do they symbolise for me?

I want to empty out the painful and feel the sky 
within me, but the mental hinders block my emo
tional movement. It builds up, must be released, 
the water runs over and once it became a sculpture 
– Discuss My Piece.20 Low on the gallery wall 
hangs an enormous black anus relief surrounded 
by long hair. A big brown shit curves out of the 
anus into a waiting goblet on the floor below. 
Having had enough of bad art, the gallery was 
compelled to get it out, out; everything that had 
to be emptied went through me and my sculpture.

once again I am at a crossroads. I am drawn to a 
world of performance, song and dance. My next 
project involves creating music with music vid
eos. I don’t know what, where and how, but it is 
a new path for me. My inspirations now include 
Kate Bush, Nina Simone, Nina Hagen, Nicki 
Minaj and John Lennon. At the same time I will 
study history with a single major in music.

I hope these new projects 
will provide as good experi
ences as my earlier ones.

Nathalie Fuica Sánchez

Unexpected brave-
ness rised up from the 
concrete and fell soft as 
on a cloud. Just that the 
cloud isn’t there, it’s a 
serrated mdf-sculpture 
that is trying to tell you 
something.
Mixed media. 
H: 120 cm. 
_

17. Informal family story.

18. Personal narrative.

19. Personal narrative.

20. Discuss My Piece, 
in the project room of 
the Kunstakademiet in 
Bergen, 2009.
http:// www.flickr.com/
photos/23164069@
N02/4083021717/in/
photostream/
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Ellinor Aurora Aasgaard 

R eproduce
I nternalize
P ose
P ossess
E laborate
D isperse
Silkscreen on marble
Variable dimensions

Text on marble:

There is a general con-
text – Reena observed 
as she hopped into a 
taxi – capitalism, Empire, 
whatever... there’s a 
general context that not 
only controls each situa-
tion but, even worse, also 
tries to ensure that, most 
of the time, there is no 
situation.

What Reena really want-
ed to know was why – in 
a nightclub for example – 
do we choose, always and 
above all, that nothing 
happens? Is it because 
this is how you can expe-
rience the delight of being 
everywhere and nowhere, 
of being there while being 
essentially elsewhere, 
preserving what we basi-
cally are to the point of 
never having existed?

Is there a dream of on-
going creativity directly 
connected to, inclusive 
of all your activities – like 
dancing, writing, bleed-
ing, social obligations? 
Are there priorities? If 
there is no designated 
‘leisure’ time, but every-
thing is work, even non-
work becomes work.

(excerpts from Reena 
Spaulings by The Berna-
dette Corporation)
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Sarah Lucas turned into 
a Large Scale Dildo and 
a Flamingo
Clay, acrylic paint, 
plastic, ink jet print 
Variable dimension, 
Site specific installation 
in Red Light district 
Copenhagen, 
Installation shot
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Marten Damgaard

Untitled
Video, black & white, DV
Duration 4 min.

These pictures are taken from a short black and white film about a group of people living in 
a small society by a coast called Lorterenden (“river of shit”). The place got its name from a 
time in the 1940s when fishermen used the narrow stream as a dump where they threw their 
shit overboard. Around 30 people who live on this coast have chosen to live halfhidden, 
covered in overgrown bushes, in trailers, crooked homes, selfbuilt shacks, rusty containers, 
car wrecks and small, leaking boats.

The coast belongs to the state of Copenhagen and is a chemical waste ground, so they 
don’t know what to do with the area. People have been living here for the last 36 years. Lars, 
for example, who was once a sailor, has never paid rent for the 23 years he has lived in a wood
en shack with two cats. He grows wild strawberries, dill and basil. His house leans out over 
the riverbank. Lars thinks it resembles the South African Limpopo river; he says he couldn’t 
have a more beautiful view and a better place to live.
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Kärleken/Konsten/
Festen
video  
19.06 min  
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Henriette Elsine Hoff 
Levinsen

Two works from the 
installation: IT WILL 
ALL COME RIGHT IN 
THE END

SIR J. M. BARRIE’S AW-
FULLY BIG ADVENTURE
Installation: Table, table-
cloth, photo in frame, 
clock, text and other
objects of mixed media 
(not shown).
120 × 120 × 80 cm

WENDY’S LITTLE HOUSE
Installation: Wood, paint, 
a shoe sole, artificial 
flowers and maple leaves.
170 × 150 × 180 cm
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Arvid Hägg 

No title (2010)
Digital & semi-digital 
video
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Helena Olsson 

Mapping new spaces
HD video, installation 
view/stills 
duration: 6 min in loop
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Michael Rold

Untitled (minimal inter-
vention in public space)
Installation
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Emil Rønn Andersen 

Space, Structure and 
Tools, Formulated 
 Measurements 2
Books
29,7 × 21 cm
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Ihra Lill Scharning 

EPIC RUN / EPIC FUN
Collage
111 × 69,5 cm
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Jesper Veileby 

Psychokinetic Cell, 2011
Installation, 
Ink and gouache on 
 paper, video projection
Variable dimensions
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Madeleine Åstrand 

Dress 1 and 2
Dresses, rope, stones
Variable dimensions

Compressed 
 Consiousness
Paper, scale, bowl 
with water
Variable dimension
 
 



331

Bachelor
of

Fine Arts
1



332Josefine Adde Dahl
Marie Bonfils
Simen Godtfredsen
Sara Gunnarsson
Emma-Christina 
Landqvist  
Ronni Lykke Lauridsen
Martin Lernestål
Kalle Enok Lindmark  
Rina Eide Løvaasen
Sandra Mujinga
Emelie Sandström 
Kathrina Skarðsá



333

Josefine Adde Dahl / Bachelor of Fine Arts 1

Josefine Adde Dahl

God and the Soaps 
Water colour drawing
29,7 × 14,5 cm
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Marie Bonfils 

Ministry of Internal 
Affairs
Wood, rockwool, chicken 
wire, industrial lamps
200 × 230 × 280 cm
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Simen Godtfredsen

Potential Energy
Metal, speakers, speaker 
wire, stone, sound loop 
174Hz
Variable dimensions
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Sara Gunnarsson

The Eight
Text documentation of 
the performance Eight 
Duration: 8 days

Task: To each day for a period cycle in a forma
tion of an eight through Malmö.

eight notes:
Day 1. Today I cycled the eight for the first 
time. It took a while to find the starting point ( a 
roundabout with a tree in the middle) but I found 
it. A pleasant distance puts in when you manage 
to see yourself from above. I’m picturing that it’s, 
through performing meaningless actions with the 
help of a strict form, is possible to capture the pre
sent, or at least get the impression of restraining a 
flux. The eight acts as a sandglass or a calendar or 
a watch. A tool for time measuring. when I cycle, 
I cycle fast and the motion makes it feel as the 
time is speeding up and squeezing the present into 
the inside of the circles, I surround it.

Day 2. The eight is a good form for the purpose. It 
repeat and multiply and it have to overlap to be able 
to do it. eternity and presence grows together to a 
common rhythmic motion. There is a clear point 
A but it always returns to the starting point. I like 
that it’s symmetric in relation to time that is, or eas
ily apprehends as asymmetric and irreversible.

Day 3. Today I found it hard to find the cycling 
motivation, mostly because I forgot to eat break
fast. But i slowly turn more and more possessed 
by my task that more and more starts to feel as a 
duty, a meaningless task that has to be accom
plished. There is a raw satisfaction in it. I’m not 
thinking that much of the eight in relation to 
time today as much as I’m trying to let the task 
extinguish my personality. or, both mentally 
and physically absorb the energy that otherwise 
would be pointed towards myself. eventually I 
become empty. It is more important that I do 
this than trying to find out why I’m doing it.

Day 4. I’m dreaming of a spokesman standing 
on the top of a garbage mountain and preach
ing about linear and cyclic aspects of time. I was 

so tired when i woke up that i had to cycle the 
eight slowly, more contemplative. The ones I met 
looked suspicious.

 Day 5. It’s good that i’m not getting any room 
or opportunity to use my fantasy. It feels nice to 
escape from producing something and very nice 
to not have to consume, which you often have to 
do when you make art (concepts, material, ideas, 
paint, wood) I can cycle the eight as many times 
as i like! It’s like music, you can cover or play the 
same piece or the same song over and over again.

Day 6. Block time. I feel that my goal is slowly 
about to be achieved. The time is not floating. It 
feels like travel with a stationary car in a moving 
landscape. The present is not existing, the past and 
the present constitute two separate blocks, two 
hemispheres, and in between appears the present 
as a thin carve, but mostly like the a space that oc
curs when two surfaces meet each other. einstein’s 
theory of relativity feels apply able;”There is no 
difference between the different times, one man’s 
past is another man’s presence and another man’s 
future, depending on the starting point. our 
senses inner form, time and room are a way of 
thinking, not how the world i constructed”

Day 7. The pleasant feeling of taking a old sym
bol with a old content (eternity) and beleaguer it. 
eternity can refer to a infinite time space without 
start or end, but also something that stands 
outside time.

Day 8. I’m starting to get obsessed with the 
shape. Selective perception. The brain quickly 
starts to assort. I can find the eight everywhere. 
In food, in commercials, in telephone numbers, 
in the smoke from my cigarette. on the stair to 
the school I find a aluminum thread, shaped as a 
eight, just where I intended to lay my hand. I’ve 
started to see eights when I close my eyes, and 
sometimes even in subliminal blinks.
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Emma-Christina 
Landqvist 

Living room 
Installation and video
Variable dimensions
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Standard
Hair, clips
70 × 40 cm
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Martin Lernestål
 
Untitled
Collage
29,7 × 21 cm 

‘The places where, during 
my novel-reading, scenes 
take place. All books take 
place in spaces, envi-
ronments you’ve been 
spending a lot of time in; 
nostalgic environments 
or environments where 
something important 
happened causing the 
space to stick inside the 
brain acting like a kind  
of archetype.’
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Kalle Enok Lindmark 

delar udda
Oil and water colours 
on MDF
215 × 145 cm



341

Rina Eide Løvaasen / Bachelor of Fine Arts 1

Rina Eide Løvaasen

Hidden Exposition of 
the Void
Horse tack, mirror, raven, 
feathers, fluorescent light
Variable dimensions
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Sandra Mujinga 

Self portrait II
Steel, fabric
Variable dimensions
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Emelie Sandström

Wall painting of world 
tree and the act of 
judgement 
Fluorescent paint, black 
light, installation view
Variable dimensions
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Kathrina Skarðsá

Untitled
Glue, paper, chickenwire, 
thread
150 × 105 × 118 cm
Kathrina Skarðsá

Untitled
Glue, paper, chickenwire, 
thread
65 × 43 × 35 cm
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whether or not archiving institutions digitize 
their paper holdings and make them accessible 
for online use is an issue of much recent debate. 
“we are always on the threshold between the 
past and the future, but we are also currently 
in the midst of an extended transition between 
the paper and the digital eras,” stated richard 
PearceMoses in his Presidential Address at the 
Society of American Archivists Annual Meet
ing in 2006.1 Harnessing technology to generate 
digital libraries, potentially for universal access, 
is at the core of the digital revolution in archiv
ing. Availability of information for as many 
as possible for as little cost as possible to the 
individual (financial, time, or otherwise) seems 
desirable. But it is worth examining the prospec
tive advances and losses involved in translating 
paper archives to digital files in tandem with 
instant availability via the Internet. 

The positives are obvious: unconstrained 
access is convenient and, more significantly, it 
appears to be democratic. Geographic distances 
are overcome as information is widely and 
indiscriminately circulated to remote users. The 
ability to access archives in a digital environment 
attracts nontraditional users who are unlikely 
to visit an archive. Additionally, the aura and 
authority of the archive as the institutional 
foundation of legitimate record dematerializes. 
Allegiance to analog and inkonpaper ap
pears to uphold the culture of the archive as a 
distinct place, preserving heritage, atmosphere, 
authority, and exclusivity. digital archiving 
assumes the progressive role and the naysayers of 
unrestrained electronic distribution are largely 
considered conservative luddites.2

But before we throw the baby out with the bath
water it is advisable to imagine the consequences 
of this fairly new option. The ‘placelessness’ of 
the web eclipses the experience of the archive as 
physical context. Papers are made immaterial 
in their converted electronic state. In this setup, 
documents and artifacts are flattened, the nuance 
of materiality is leveled, and texture is forfeited. 
Paradoxically, as historical material becomes 
nearer to its user the electronic delivery platform 
also produces disconnection between researcher 
and document. The vital experience of conduct
ing handson research in the archive potentially 
disappears, as does access to tangible detail and 
impression which looking and touching entails. 

Another factor is the formidable expense 
of technology and labor involved. Librarian 
Brewster Kahle makes a case for “universal access 
to everything,” which is also the motto of the or
ganization he founded in 1996, Internet Archive, 
and puts forward cost guesstimates for digitiz
ing all the books in the Library of Congress, as 
well as loose documents, audio recordings, and 
video and film annals.3 The extensive investment 
of time and money that is required to generate 
electronic archives from existing material collec
tions in a sense preselects institutions, the well
endowed Getty Trust for example, as pioneers 
of the socalled democratization of the archive. 
But the pioneer spirit fueling digital archiving 
operates in both notforprofit and commercial 
entities (such as Internet Archive and Google 
Books). The excessive expense organizations 
assume to digitize in turn relieves individuals 
of the costs associated with research travel and 
time dedication, which in principle opens up the 

ANALoG MeeTS dIGITAL 
(Extract from Retrospective / Prospective: Activating the Archive by Julie Ault, 

doctoral research in Visual Art at Malmö Art Academy, Lund University)

1. Richard Pearce-Mo-
ses, “Janus in Cyber-
space: Archives on the 
Threshold of the Digital 
Era,” in American Archi-
vist, vol. 70, nr. 1, spring–
summer 2007. (see: 
www.archivists.org/
governance/presidential/
pearce-moses.asp)

2. Conrad de Aenelle, 
Digital Archivists, Now 
in Demand, New York 
Times, February 7, 2009. 
Digital asset managers, 
digital archivists and digi-
tal preservation officers 
all in demand.

3. Brewster Kahle, 
“Universal Access to All 
Knowledge, American 
Archivist, vol. 70, nr. 1, 
spring–summer 2007.
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possibility of delving into all kinds of exploration 
that was previously out of reach for many. Most 
public institutions are intent on electronic stor
age and access and clearly the future of archiving 
predigital age documents, images, and artifacts 
will combine analog and digital preservation. 

In her stocktaking essay about studies done 
on information seeking behavior in the digital 
environment Krystyna K. Matusiak notes: 

Digital libraries are complex systems that serve a 
diverse audience, involve multiple cognitive tasks, 
and often pose usability problems.9 Many research-
ers comment on disoriented user behavior and 
feelings of uncertainty and confusion in the process 
of searching for documents in digital libraries.10 … 
Disorientation occurs because of the overloading of 
short-term memory and user’s difficulty in forming 
a mental model of the information space.4 

on the positive end, because digital archiving is a 
field in formation, the tendencies, problems, and 
preferences of user behavior are being studied and 
the conclusions taken into account by information 
designers and web developers. For example how 
do people seek and retrieve information? what 
mental models guide users’ methods? what are 
the affectivities of keyword searching compared to 
browsing? How can points of access be provided 
for navigating complex unfamiliar systems? 
PearceMoses cites Beth Yakel and Polly reynold’s 
work on transforming finding aids interactively 
so that users comments, questions, and discus
sions can be integrated into finding aids that were 
formerly the domain of archivists. They are also 
developing responsive finding aids that recom
mend “relevant content based on searches,” which 
is already standardly used by Amazon.com and 
other commercial sites.5 The electronic archive en
vironment is bound to research and development 
for the forecastable future, which results in users 
influencing the digital archive design and possibly 
even clientauthored modes. 

The discussion here focuses on electronic 
formatting of analog collections and does not get 
into the emergent issues around the dominance 
of digital means that have rapidly replaced earlier 
communication media – a condition which neces
sitates archiving take on entirely different methods 
of storage, preservation, and use. “Borndigital” 
information and interactive usersharing sites 
such as Flickr create the possibility for continual 
archiving and ongoing instant documentation. 
Uploading personal stuff that friends can interface 
for instance (Flickr, Facebook) is a communication 
form but is not necessarily forever. The longevity of 
such data is uncertain. Paths and trends of corre
lated data management are just now taking shape 
and whether or not pools of accumulated data will 
be maintained as lasting archives is unknown. 

The general reasons for archiving probably 
won’t change, but the means have and will con
tinue to. Technology and form are also content, 
which will exert unforeseeable affects on archiv
ing and researching methods. No doubt as more 
and more information becomes available public 
expectation for access will expand and make 
new demands. The problems of rapidly changing 
technology will require massive amounts of data 
transfer and rounds of updating to new storage 
and delivery media, another costly commitment. 
Kahle poses fundamental questions to the larger 
community, “will access be open or proprietary? 
will it all go under digital rights management, or 
are we going to help push some of these systems to 
be more open to fulfill the democratic ideals that 
are baked into our profession? will the future of 
libraries and archives be public or private?”

As digital multiplies we have to wonder what 
will become of paper archives. In a recent essay 
d. T. Max recalls, “I once asked [Thomas] Staley 
[director of the Harry ransom Humanities 
research Center at University of Texas at Austin] 
what role he saw the Center fulfilling fifty years 
from now, with its boxes of yellowing rough 
drafts typed out on manual typewriters and piles 

4. Krystyna K. Matusiak, 
“Information Seeking 
Behavior in Digital Image 
Collections: A Cognitive 
Approach,” Journal of 
Academic Librarianship, 
vol. 32, nr. 5, Septem-
ber 2006, pp. 479-488. 
(Footnote 9 in Matusiak’s 
text: Ann Blandford, Su-
zette Keith, Iain Connell 
& Helen Edwards, ‘‘Ana-
lytical Usability Evalua-
tion for Digital Libraries: 
A Case Study,’’ Proceed-
ings of the 2004 Joint 
ACM/IEEE Conference 
on Digital Libraries (June 
2004). Footnote 10: 
Andrew Dillon, ‘‘Spatial-
semantics: How Users 
Derive Shape From Infor-
mation Space,’’ Journal 
of the American Society 
for Information Science 
51.6 (2000): 521–528; 
Blandford, ‘‘Analytical 
Usability’’.)

5. Pearce-Moses, ibid.
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of letters written with fountain pens by candle
light. ‘There will be these bastions, whether the 
ruins of Athens or these archives, and they will 
be all the more valuable,’ he said.”6

The tempo of archive use has traditionally been 
determined by cycles of requesting and reviewing 
material and consulting archivists and finding 
aids to ascertain what’s available and what’s next. 
“Archives are like books without indexes: you 
know in a general way if you’re interested in the 
subject, but there is no shortcut to finding out if 
what you’re really looking for is in there …The 
finding aid is an overview of what an archive con
tains – drafts, letters, newspaper clippings, foreign 
contracts – but it does not detail what each item 
says, who is mentioned in it, or why it matters. 
Usually, the only person to have read the entirety 
of an archive is the author, and the authority 
on its contents is the scholar who has studied it 
the most.”7 when working with actual material 
where one is dependent on the call and response 
with librarians, research routes are customized 
at a careful pace and researchers tend to inspect 
reasonably cohesive bodies of material. electronic 
access profoundly influences the pace of research. 
Internet speed permits, and to some degree en
courages a more restless and scattershot approach 
to recovering and discovering, resulting in irregu
lar and labyrinthine paths of investigation. 

The web model of data organization and 
its instantaneity liberates information from 
traditional frameworks. It also appears to short
circuit thought processes and instigate reorgani
zation and disorganization. Neuroscientists are 
finding that electronic abundance, excessive 
net interaction, and Internet use in general are 
capable of rewiring our brains and producing 
fractured thinking and lack of focus.8 I do not 
mean to suggest either orderliness or disorder 
is inherently beneficial to a general notion of 
historical research, nor do I want to generalize 
methods of knowledge gathering. These observa

tions are intended to raise questions about some 
key differences between these forms of archive 
and the research methods they inspire.

Instant universal access to seemingly every
thing. Microsoft’s 1994 ad campaign “where do 
you want to go today?” promptly comes to mind. 
The researcher’s information pursuit is a different 
game altogether from the scholarly hunt of former 
times; continually stimulated by crosslinking 
possibilities built into web and internet formats, 
the vastly increased volume of “finds” outpaces 
anything imaginable in the analog archive. 
Variety of sources is key; one can go from here to 
there to anywhere, which is simply not possible in 
a physical archive. The potential for incidentally 
crossconnecting information across traditional 
topic, subject, and disciplinary boundaries during 
a standard information seeking session on the 
Internet seems newly productive. Start any search 
of an event, person, or topic on Google and within 
thirty minutes you will have traversed a consid
erable array of material from wildly divergent 
sources that no doubt led you to unexpected 
places and unintentional crossconnections. or 
you can visit the New York Public Library digital 
gallery and view, for instance, the entire catalog 
of Gran Fury’s graphic interventions and instal
lations within minutes. Perhaps not so much is 
lost in digital versions of texts, but the physical 
character of the AIdS activist graphics is dramati
cally reduced to uniform screensize likenesses, 
which, though technically comprehensive, are 
nonetheless deficient. once seen, a visit to the 
archive to view the material in person becomes 
less imperative, and may even seem superfluous. 
The explosion of information and open access is 
paradoxical; it excites and engulfs, and channels 
and destabilizes simultaneously.

Archive Authority

Carolyn Steedman asserts, “The historian’s mas
sive authority as a writer derives from two factors: 

6. D. T. Max, ibid. 

7. Ibid.

8. Matt Richtel, “Hooked 
on Gadgets, and Paying a 
Mental Price,” New York 
Times, June 6, 2010. 
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the ways archives are, and the conventional rheto
ric of historywriting, which always asserts … that 
you know because you have been there. There is a 
story put about that the authority comes from the 
documents themselves, and the historian’s obei
sance to the limits they impose on any account 
that employs them. But really, it comes from 
having been there (the train to the distant city, 
the call number, the bundle opened, the dust…),” 
from having scrutinized actual documents, made 
connections between them, and passed judgments 
on their relevance as puzzle pieces in the history 
being shaped.9 Authority is awarded to she who 
makes the effort and invests the time in persistent 
pursuit of her subject, even sacrificing along the 
way. The credible historian proves her worth by 
overcoming whatever obstacles may ensue includ
ing vast amounts of labor, personal investment, 
blockades to information, misinformation, pro
found contradictions, and the riddles imbedded 
in the silences and gaps in the archive. 

The ceremonial character of entering and de
ciphering the archive abruptly vanishes as archives 
are digitized and at every turn made available 
online. But does it stand to reason that the “his
torian’s massive authority” simply gets dispersed 
equitably in one fell swoop as formality gives way 
to informality and analog yields to digital? over 
time, such technological innovation is bound to 
transform the future of historical representation. 
To what degree is the authority of the electronic 
archive undermined by the state of placelessness, 
eventually rendering it less influential and dimin
ishing the role of the historian and status of history 
writing in the process. does the archive sustain 
its import when anyone can use it? what deems 
historical representation credible when anyone can 
write it? If historical representation is always in 
part concerned with broadcast, control, and gal
vanizing the present in which its investigation and 
methods occur, does it potentially become obsolete 
when the archive is constant, omnipresent, and 
open to any and all participation? 

Steedman’s claims that, “The Archive then is 
something that, through the cultural activity of 
History, can become Memory’s potential space, 
one of the few realms of the modern imagina
tion where a hardwon and carefully constructed 
place, can return to boundless, limitless space, 
and we might be released from the house arrest 
that  derrida suggested was its condition.” Al
though Steedman does not necessarily envision 
the obsolescence of the archive, this theoretical 
reality of history (memory) unbound is echoed 
by PearceMoses fantasy that “In the bestcase 
scenario [of the future], no one ever asks, “what 
is an archivist?” because we are an integral part 
of people’s lives. records are more than a com
modity. Archives are more than a place. records 
are reliable, authentic memory ever present in 
people’s lives. Archives are the focus of a dy
namic community…10 

The archive is not history but history writing and 
representation emerge from there, the archive is 
a site of production based on a controlled pool of 
sources. Steedman states “The Archive is made 
from selected and consciously chosen documen
tation from the past and also from the mental 
fragmentations that no one intended to preserve 
and just ended up there…”11 Not everything 
is preserved. In the electronic environment 
where utterances, images, and events proliferate 
randomly and indefinitely will we find that the 
entire notion of history writing is eventually ren
dered irrelevant and redundant? will historical 
representation and history writing per se – the 
mediation of annals and memory, the making 
and interpretation of meaning from the archive 
using the medium of language be necessary if 
the archive is opened in such a way that anyone 
and everyone can contribute to it, access it, and 
construe it at anytime or all the time? A complex 
of questions might begin, what happens to indi
vidual and collective memory in this shift?

9. Steedman, 
pp. 145–146.

10. Pearce-Moses, ibid.

11. Steedman, p. 68.
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Matthew Buckingham

Caterina van Hemessen 
is Twenty Years Old
Continuous silent color 
16mm film projection, 
projector stand, optical-
glass mirror, projection 
screen and framed illumi-
nated texts.

Caterina de Hemessen is 
Twenty Years Old ques-
tions conventions of bi-
ography and self-portrai-
ture through the life and 
work of one of the most 
famous Flemish artists 
of her time, Cateri na van 
Hemessen (1528–1587). 
The project was first 
exhibited at the Con-
tour biennial, Mechelen, 
 Belgium, 2009, curated 
by Katerina Gregos.
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To be read with the aid of a mirror:

1.
In 1548 most mirrors were made of highly polished tin or steel 
and were sold by street vendors and at fairs and markets. The price 
of this type of mirror was about the same as a wooden chair or a 
sweater. Jewelers sold more reflective and more expensive silver 
and gold mirrors as well as flat clearglass mirrors, the costliest 
of all. Hand mirrors, used for grooming, were the most popular. 
Slightly larger wall mirrors were also used for that purpose as well 
as for decoration.

2.
The artist Caterina van Hemessen painted her selfportrait in 1548. 
She depicted herself at her easel working on her own image. on the 
dark background next to her own face she inscribed the following:

eGo CATerINA de
HeMeSSeN Me
PINxI 1548
eTATIS
SVAe
20 

The Latin may be translated as: “I, Caterina de Hemessen, 
painted myself in 1548. She was twenty years old.” The shift from 
first person to third person indicates that van Hemessen intended 
to be known after her death. Van Hemessen was following a fairly 
recent tradition, inscribing or signing her painting in the manner 
of Jan van eyck, Hans Holbein and other artists. She Latinized 
her name as Caterina de Hemessen, demonstrating that, although 
not a noblewoman, she was literate and educated. 

3.
Painting her own portrait, Caterina van Hemessen played the 
roles of both artist and patron. In commissioning herself she 
advertised her own talent, producing a complex carte de visite. 
The picture may have been a gift to a patron—a “jobportrait”—
as this type of work was sometimes called. Like all portraits it 
also became an avatar, representing her across space and time, 
negotiating between herself and others. But in addition to paint
ing her own image, she also showed herself in the act of making 
her selfportrait. on her easel the painting within the painting is 
incomplete, forever reminding us that she was the author of the 
finished work.
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4.
Caterina van Hemessen probably received her education and 
training from her father, who was also a painter. Many of the 
women painters who came after her were also the daughters of 
male artists. It’s likely she worked on his paintings in his work
shop in Antwerp, particularly Joyful Company. Caterina’s father 
was named Jan Sanders van Hemessen or Jan Sanders “from the 
town of Hemessen” (now Hemiksem, Belgium, about nine kilo
meters southwest of Antwerp). did he or his family become “from 
Hemessen” when they arrived in Antwerp?

5.
Having learned Latin from her father Caterina van Hemessen 
may have been familiar with a book that was popular in her time: 
Giovanni Boccaccio’s Famous women. In it Boccaccio retells 
the life story of the “virtuous ancient roman painter, Marcia, 
daughter of Varro.” Boccaccio tells us she commanded higher 
prices for her works than any of her contemporaries and could 
also paint more quickly. “Specimens of Marcia’s art survived for 
a long time,” writes Boccaccio. “Among them was a selfportrait 
which she painted on a panel with the aid of a mirror.”

6.
In her selfportrait Caterina van Hemessen showed all of her 
tools except one—her mirror—a crucial yet invisible element of 
the picture. In her lifetime the best mirrors were produced in the 
republic of Venice, in the city of Nuremberg and in the region 
of Flanders. In a way, van Hemessen’s painting takes the place of 
the mirror she gazed into. Most looking glasses in van Hemes
sen’s time were about the size of her selfportrait, around thirty 
by twentyfive centimeters. So, is her image reversed? was van 
Hemessen lefthanded? or did she correct her portrait by using 
two mirrors to show herself the way others saw her? Van Hemes
sen left us a clue. Her selfportrait within the portrait, the one we 
see her working on, is flipped and does not match the larger image 
of herself.

7.
Caterina van Hemessen is twenty years old in the portrait she 
painted of herself in 1548. That is all her picture tells us. If we 
look for other written traces of her we find that in 1553 or 1554 
she married a church organist, Kerstiaen or Christiaan de Morijn 
(also called Chrétien de Morien); that she was employed as a 
court painter by the governor of the Netherlands, Mary or Maria 
of Habsburg (or Austria, Burgundy, Castile and Hungary); that 
van Hemessen and de Morijn followed Mary to Spain when Mary 
relinquished her regency; and that upon Mary’s death in 1558 van 
Hemessen and de Morijn received substantial pensions for life. 
After this we only know that the historian Francesco Guicciardini 
mentions van Hemessen in 1567 as one of the living women art
ists of the Low Countries. Instead of facts we are left with facture, 
the term for the quality of the execution of a painting, or how an 
artist handles paint.
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8.
Selfportraiture is a relationship between performance and style, 
between the physical self in front of the easel, the immaterial self 
in the mirror and the material interpretation of the self composed 
in paint. Confronting us, Caterina van Hemessen confronts 
herself—or the other way round. we stand where she once stood, 
looking at herself in solitude. Using herself as a subject was expe
dient and frugal. She could work when she liked, and did not have 
to pay a model for posing. And if she had portrayed a male patron 
she would have needed to defend her moral reputation by adding 
the words “painted in her father’s presence” after her signature, as 
other women portraitists did.

9.
returning Caterina van Hemessen’s gaze we notice that she is 
looking both at us and at herself. we feel included in a private 
moment: the artist relating to herself. or, is that simply what 
we are hoping to find? The english word person originates from 
the old French word persone; which, in turn, comes from the 
Latin persona and the Greek prosopon, meaning theater mask 
or character type. In van Hemessen’s time and place a person 
was thought to be a combination of civic identity and Christian 
soul. Van Hemessen’s signature authenticates her work, but more 

importantly her image authenticates her. For van Hemessen, to 
see was to know and to be seen was to be known, in her case as a 
person who held the right to depict herself.

10.
Mirrors give us views of our exteriors. They cause the sideways
glance we so often see in selfportraits. In van Hemessen’s time 
mirrors were associated equally with virtue and sin, with self
examination and vanity, truth and witchcraft. Artists thought of 
mirrors as instruments with which to get a better view. Leonardo 
da Vinci called the mirror the “true master of painters.” He ad
vised artists to use a flat mirror to view their paintings next to the 
original subject. “You see upon a flat mirror the representation of 
things which appear real; painting is the same,” he wrote. when 
the art of painting has been mastered the artist’s “mind will…
be like a mirror, reflecting truly every object placed before it, and 
become, as it were, a second nature.”

11.
To look for “firsts” or origins is often impossible and dangerous. 
A lot can be lost in the bargain searching for such moments or 
even in holding to the belief, as the saying goes, that there is a 



355

Matthew Buckingham / Ph.D

first time for everything. Those who do look for origins say that 
Caterina van Hemessen’s is the earliest known selfportrait of a 
painter at work. But which of her selfportraits from 1548 was the 
first? There is one in Basle, one in St. Petersburg and one in Cape 
Town. A fourth one was sold at auction at Sotheby’s in 1946 but 
has since vanished. The Basle portrait is the most widely known 
but is it a copy of one of the others?

12.
where is Caterina van Hemessen? Like so many figures in por
traits from the Low Countries at this time she stands in a pool 
of infinite blackness. Her signature hovers over the darkness, 
breaking the space and its illusion. even though her selfportrait 
is very small we cannot look at it all at once. our eyes do not 
function that way. we look at specific points, one at a time. even 
when talking with a friend we cannot take in their face as a whole. 
where do you look when you are listening to someone speak? Into 
their eyes? At their nose? or at their quicklymoving lips? Some 
portraits are designed to make us think that the people in them 
are moving. when we focus on one feature we have the distinct 
sensation in our peripheral vision that another part of the figure 
has shifted. our eyes quickly dart to that spot. But something else 
then appears to change position. our eyes move again. All is still.
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overwrite |ˌōvərˈrīt|
verb (past wrote; past part. written) [ trans. ]
1 write on top of (other writing): many names 
had been scratched out or overwritten.
• Computing destroy (data) or the data in (a file) 
by entering new data in its place: an entry stating 
who is allowed to overwrite the file.
• another term for overtype.
2 write too elaborately or ornately: there is a ten
dency to overwrite their parts and fall into cliché.1

we are the ones who decide, 
when we want to fight!

on January 11th 1983, a large police force had 
gathered around the squatted house Allotria in 
Nørrebro, a former workingclass area near the 
center of Copenhagen. The socalled BZmove
ment was at that time large and had squatted 
around 6 or 7 houses in the same neighbour
hood. Society at large were provoked and tired 
of this expanding counterculture. Both police 
and squatters had been building up tension and 
prepared for the final struggle about the squatted 
houses. Allotria was selected as the first battle
field; it was here that the real fighting would 
start, and it was here that the symbolic fight 
would be fought. The police had gathered more 
than 1000 policemen – the largest police force 
aimed at one situation in denmark since the 
Second world war. Large parts of the neigh
bourhood were sealed off from normal traffic and 
curious citizens. A team of voluntary medicals 
and a huge media delegation was in place. The 
rumour was that the police was prepared for 

violence on a scale never seen before, even fatal 
casualties could be the sad outcome of this 
monumental confrontation. what then hap
pened was a completely unexpected rearranging 
of expected positions. 

In the weeks up to the confrontation, the squat
ters in Allotria had been digging a tunnel from 
the house under the street and into the ground 
below the opposite house, where a plumber had 
his small workshop. 

In the morning when the house was surrounded, 
the police lifted up a container with a group of 
armed, special forces to the third floor of Allotria, 
where they hoped to be able to access the house 
easily. The squatters hurried down to the base
ment. They filled the house with socalled stink
bombs and hung a huge banner out on the front 
of the house: ”we are the ones who decide, when 
we want to fight”. Then they left the building 
through the narrow tunnel under the street. The 
astonished plumber and his wife let them pass out 
through the back of his workshop to the other side 
of the street, where a truck was waiting for them. 
Hidden in the back of the truck they passed out 
through the policefences and disappeared in the 
crowds of people gathering around the battlefield. 

The police forces stormed the empty house 
from their container, using heavy amounts of 
teargas. only after considerable time did they 
discover that no one was there to fight them. The 
gathering crowds outside became more and more 
amused, while the heavy police forces seemed 
ridiculous. 

FRANS JACOBI
AESTHETICS OF RESISTANCE: 4.4. 

IN A STOLEN MOMENT (ALLOTRIA versus HYSKENSTRÆDE) 
additional essay 

1. New Oxford American 
Dictionary
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Already the same afternoon Allotria was torn 
down to the ground. In the following days 
the squatters became the heroes of the danish 
media. The successful escape from confrontation 
had completely turned around public opinion. 
They received outspoken support from all levels 
of society, and the police was ridiculed and 
laughed at for a considerable time to come.2+3

The interesting aspect of this event – apart from 
its dramatic, riotromancing elements – is how 
the act of retreating becomes the decisive move 
that turns around public opinion. The squatters 
are taking part in the buildingup of tension on 
equal terms with the police force, but by leaving 
the conflict at the perfect strategic moment, they 
are winning the conflict, at least in the sense of 
public discourse. Activism is here turned into a 
carefully choreographed public theatre, where 
the entire police force is unwillingly included 
as actors on a stage they have somehow set for 
themselves. 

Inside the movement the following time wasn’t 
experienced as a victory – although public 
opinion was won, Allotria itself was lost, and in 
the months following, all other squatted houses 
in the area were conquered by police forces. So, 
in a paradoxical way, the great positive impact 
that the Allotria Tunnel made for the movement 
also marked a change; instead of being a fairly 
peaceful squattermovement, the BZ became the 
BZbrigade: A far more militant and disillu
sioned movement that somehow lost momentum 
by the end of the 1980s. 

Fight for your right to party!

In the late evening of May 8th 2009 a socalled 
pirateparty blocked off a street in the central 
shopping district of Copenhagen. Gathering 
4500 participants by an effective smschain, the 
party continued for some hours, and in this short 

interval marked a new turn for the activist move
ments in Copenhagen. 

Hyskenstræde is a small side street off the main 
pedestrian street, Strøget, in the old city center 
of Copenhagen. Strøget is the central shop
ping area in denmark, and in this sense it is a 
strong symbol of both commercial capitalism 
and danish tourism. It is on Strøget that all the 
international shopping chains and all the large 
and exclusive malls are situated; from Magasin 
du Nord to Hennes & Maurits. The smaller side
streets are narrow, the houses are old and beauti
ful. Shops are small, exclusive and expensive. 
The area has 
only a few 
people living 
there; it’s 
more a zone 
for shopping 
and leisure; 
full of cafés, 
restaurants 
and cinemas.

By choosing 
Hysken
stræde as 
the site for 
the pirate
party, the organizers made a clear choice: Instead 
of operating mainly in Nørrebro or the farther 
outskirts of Copenhagen – in their own areas 
so to speak – it is now one of the main areas of 
capitalism that is being targeted.

The street was blocked off at one end by a van 
carrying a large sound system, and at the other 
end by a row of old oilbarrels with fires, mark
ing the sealedoff area. In between these barriers 
loud electronic dance music was blasting, while 
the crowd was raving and spraypainting graffiti 
all over shop windows, walls and parked cars. 

Photo: Allotria 1983
_

2. http://da.wikipedia.
org/wiki/Allotria-huset

3. For the a longer ver-
sion of the story see: 
ULRIK DAHLIN:Tunnelen 
fra Allotria, Information 
11. januar 2003
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A tall ladder was even provided so that graffiti 
could be painted on the second floor level of the 
buildings. one or two cars were destroyed by 
people dancing on the roof or by being set afire. 
After some hours of heavy partying the event 
ebbed out, and a few real hardcore participants 
moved on to smash some shop windows and 
spread the vandalizing further into the city. 

during the whole event a large police force 
surrounded the pirateparty, but by order from 
the deputyinchief they remained calm, letting 
the raving and vandalizing continue, giving the 
participants a chance to ’let off steam’. 

Street dancing part 3 
communique no. 1 & 3 

In 3 short statements released a week after the 
pirateparty, the organizers try to explain.4 

They talk of pirates and of the end of politics; of 
Foucault and Carl Schmitt. They talk of vandal
izing as sex, they talk of an orgy of vandalizing. 

They talk of being pissed off, of being bored by 
capitalism and of tearing down without building 
up. They talk of politics as rude, violent and 
unmediated. They talk about an explosive urge 
for freedom. 

Not quoted but constantly roaming around 
between the lines is Hakim Bey and his TAZ 
– the temporary autonomous zone. In his text 
’The Temporary Autonomous Zone’ Hakim Bey 
starts out with a worldwide network of pirate 
societies in the 18th century, and from these 
’pirate utopias’ develops a proposal for a new 
political paradigm: TAZ. The phrase temporary 
autonomous zone more or less explains every
thing; its about uprising being its own goal and 
“insurrections blossoming spontaneously into 
anarchist culture”. It is NoT about revolution 
but about creating (secret) unmediated zones of 
selfgoverned microsocieties.5

The Hyskenstræde Party is exemplary, classic 
TAZ. Temporary both in scope and in real time. 

Hærværk i Hyskenstræde 
Photo: Niels Christensen
_

4. All 3 statements was 
presented in this article: 
Os der ikke findes: 
En eksplosiv frihed-
skraft, Modkraft.dk, 
15. maj 2009 (http://
modkraft.dk/sektion/
kontradoxa/article/en-
eksplosiv-frihedskraft)

5. Hakim Bey: The 
Temporary Autonomous 
Zone (http://www.t0.or.
at/hakimbey/taz/taz3a.
htm)
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Autonomous in all its illegal, antieverything 
attitude. Zone in its apparently cleancut slicing 
off a limited area out of capitalist normativity. 
Hakim Bey even offers a plausible motto for the 
event: ”’Fight for your right to party’ is in fact 
not a parody of the radical struggle but a new 
manifestation of it.”

Nights in This City

In his book, ’Sitespecific Art’, the english 
theatre theoretician Nick Kaye describes what he 
calls ’writing over the city’: In the performance 
’Nights in This City’ by the english theatre
group Forced entertainment, a performer/tour 
guide takes an audience in a bus on a ’strange 
tour of various locations in Sheffield’. In an in
creasingly distracted and fictionalized narration 
of the city that the tour is driving through, a new 
storyline is added on top of the reality the audi
ence is accustomed to. The city is being ’written 
over’. But the new story or text doesn’t establish 
a new solid interpretation of the sites visited; 
instead the writing over suggests a ’moving on’ 
through the sites – a half fictional, unstable, 
temporary relation to the city, that enables a 
performative and loose (superficial) attitude, 
vibrating in layers of quotations and references to 
other sites and other cities. As Kaye quotes him
self: ”The space that we really live in is a kind 
of electronically mediated one. And it feels like 
one’s landscape – the sources of one’s images, the 
things that haunts you – are likely to be second, 
third, fourthhand”.6

even though the idea of the ’writing over’, 
and the graffiti done by the partying pirates in 
Hyskenstræde is an almost too obvious anal
ogy – graffitti as written text on a public surface 
already inscribed with historic and established 
meaning – the transitive interpretation of the 
city offered by this idea could be a clue to under
standing the event of the pirateparty. Instead 

of conquering the street, as the general inter
pretation seems to be, the partypirates are only 
’passing through’ the site. But in the ’passing 
through’ they are partly erasing the established 
interpretation of the site, giving it a new and 
ambiguous meaning. 

A fall into cliché

during the whole event a large police force were 
surrounding the pirateparty, but by order from 
the deputinchief they remained calm, letting 
the party and the vandalizing continue, giving 
the participants a chance to ’let off steam’. 

Seen from the point of public opinion though, 
it was the police officerinchief who made the 
most unexpected creative move that night. By 
remaining calm and not interfering with the 
wild and escalating vandalizing, the police forces 
managed to completely ridicule the partypirates 
in society at large. By NoT engaging in violent 
confrontation, the main argument of the pirates 
was cancelled out; the claim that they are spied 
upon, controlled and held down by the police 
didn’t come true. As they were allowed to rave, 
vandalize and even leave the scene unnoticed, all 
of a sudden they were the ones asked to explain 
and justify their acts. when morning broke, 
public opinion in all its overwhelming entirety, 
from the far right, thru mainstream and far into 
the radical left, united to condemn the ’autono
mous bullies’. The old cliché of the irrespon
sible spoiled middleclass youth gone beserk in 
untamed egoism became the predominant mode 
of interpretation. 

Hyskenstræde and Allotria mirror each other in 
the sense that the act of retreating from conflict 
becomes the defining act of the event. or at least 
it defines how public opinion about the event is 
created. To use the ’writing over’ term: The act of 
retreating from conflict creates a narrative that 

6. Nick Kaye: site-specific 
art, (London and New 
York: Routledge 2000) 
p. 8 
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7. The danish art-
theorician Mikkel Bolt 
has a completely dif-
ferent analysis of this 
event than mine in this 
interview: CAMILLA 
STOCKMANN: Kunstek-
spert roser hærværk i 
Hyskenstræde, Politiken 
22. AUG. 2009
(http://politiken.dk/kul-
tur/ECE773474/kunstek-
spert-roser-haervaerk-i-
hyskenstraede/)

overwrites all other narratives and becomes the 
main narrative signifying the event. 

even though the police force was scorned by 
politicians in the following days  ”how could 
they sit passive and let obvious crime pass right 
in front of them?”  the turn of public opinion 
stems from this strategic passivity. By avoiding 
confrontation the police creates a scenario, where 
the partying pirates are cast in all too much light 
 an explosive urge for freedom falls into cliché.
 
But Hyskenstræde also mirrors Allotria in the 
sense that seen from inside the movement, every
thing is seen from a different point of view 7:

Street dancing part 3 
communique no. 2

we don’t exist. only the need of denmark to 
find us exists, but we are not to be found at all. 

Yo Yo Yo. we would like to send a huge thanks 
to everyone who took part in one of the best par
ties, that ever took place in the desolate heart of 
Copenhagen! we might have built your house, we 
might have taken care of your children, we might 
have sat behind the cash register in your super
market, we might have written the chronicle in 
your newspaper, we might have made the pictures 
hanging on your wall or we might even have 
cleaned the buttocks of your grandparents. But 
right now we are not to be found – by anyone. 

wHAT wHAT wHAT! we celebrate you! You 
were so wild. Your disciplinary dancing, your 
crawling and caps are our happiness! The other 
day we found some of those, that also don’t exist. 
And we created a party that don’t exist. And we 
left some traces that were found – by someone.

SAY SAY SAY! we wanted to mess up the 
claustrophobic market for a while and we were 

spooning with you for two and a half hours, and 
that was really a nice spoon! The traces doesn’t 
point to our quarters, to our working places or to 
who we are voting for. or to who we doesn’t vote 
for. The traces doesn’t point to our parents or to 
our childhood. The traces doesn’t point to our 
level of income or to our friends.

FreSH! FreSH FreSH! we really like you 
all. And we hope to see you around. The traces 
are crude lines. They prove that we had sex up 
against a street, down thru Strøget, thru the 
market. They trace 50 meters of an endless city 
that don’t exist, but is owned by someone else. 

deF deF deF! In a stolen moment owned by 
us, that don’t exist.
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At first glance the premise, and promise, of 
this exhibition might seem contradictory and 
unlikely, even unfeasible: what on earth could 
be meant by the aesthetics of journalism? Surely 
journalism is something to be thought of and 
discussed in terms of ethics not aesthetics? 

But move from the glance to the gaze and 
something else will appear, something will 
come into view: a certain organisation of mat
ter, maybe a certain framing of the real that 
allows it to be perceived and accepted as real, 
and a specific modality and mediation become 
visible, whether on the TV screen, the pixilated 
surface of your pc, or the smudgy print of your 
newspaper and the glossy pages of your maga
zine. These formats and their styles of writing 
and imaging are all the results of very precise 
and finely tuned aesthetic choices, even if we 
do not give them much thought in our daily 
contact with them. Some things such as edito
rial processes, long since established into given 
formats in terms of length, image sizes, segment 
durations and so on, are also aesthetic and not 
only ethical. 

with this exhibition, we set out to explore these 
aesthetics of the medium, journalism, in terms of 
what can fit into existing formats. The first half 
of our title is All That Fits and refers to the New 
York Times’ famous slogan “All the News That’s 
Fit to Print!” Surely, this dictum had an ethical 
impulse, if not a moral tone, indicating that they 
would never print something that was improper 
or illtimed, and certainly also never anything 
that was untrue. But it can also be understood 

in a more formal way, that is in terms of what 
fits into the format of the newspaper as an object 
and circulator of discourse, as well as the formats 
within it, from front page, feature article, col
umns, obituaries, paragraphs and so on. 

what happens to that which cannot fit into the 
formats of, for example, an article or a news seg
ment, or a documentary? There seem to be just 
two possible answers: either it is cut down until 
it can fit, that is, it is made to fit regardless of its 
materiality and identity, or it is simply discarded 
altogether, since the formats cannot be altered. 
(The exception to this rule would be rare rather 
than regular, for example the photographic hor
rors of natural disasters, major political upheav
als or sudden wars.)

However, we think there might also be a third 
answer. That which does not fit into the formats 
of massmedia becomes the potential material 
and topic for works of art. Here we are primarily 
not thinking of strategies of excavation, archiv
ing and an interest in the arcane that has long 
been one of the hallmarks of contemporary art. 
we are thinking of documentary and activist 
practices that attempt to highlight what has 
been left in the dark. we can consider the artist 
as a journalist, researching and reporting from 
the frontlines of cases and stories outside the 
blinding light of mainstream media. This, then, 
would be another meaning of the phrase The 
Aesthetics of Journalism, covering instead the use 
– from the point of view of artistic production – 
of traditional journalistic devices for an aesthetic 
and political project. 

THe ProdUCTIoN oF TrUTH
– An Introduction to All That Fits: The Aesthetics of Journalism

Alfredo Cramerotti and Simon Sheikh

Simon Sheikh / Ph.D
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All that Fits: The Aesthetics of Journalism presents 
seemingly incompatible components such as aes
thetic experiences and political activism, com
munity events and private investigations. The 
exhibition thus provocatively tries to advance 
the idea that art and journalism are not separate 
forms of communication, as mostly thought, but 
rather two sides of a unique activity, which is the 
production and distribution of images and infor
mation. what the project brings to the surface 
are the ways of communicating that this nexus of 
imaging and informing produces, as well as the 
aesthetic principles used in such an ordering, in 
such acts of transmission.

As visual regimes, both the journalistic and the 
artistic make claims for the truth, albeit of a 
different kind. The former is a coded system that 
speaks for the truth (or so it claims), the latter a 
set of activities that questions itself at every step 
(or so it claims), thus making truth. Throughout 
modern times, it has been of vital importance 
for journalists that their reports are taken to be 
truthful: true images, correct facts and impartial 
wording. For the artist it has been more impor
tant that s/he was true and authentic. Because it 
is increasingly difficult to look at something and 
safely identify it as art, the figure of the artist 
must appear as truthful and real as possible. 
whereas journalism traditionally provides a 
view on the world ‘out there,’ as it ‘really’ is, art 
often presents a view on the view, positing truth 
through critical acts of (self) reflection and auto
critique of how images are produced, and what 
they say. All that Fits: The Aesthetics of Journalism 
will examine both as types of truth production, 
as systems of information that define truth in 
terms of the visible: producing not only what can 
be seen, but also what can be imagined, and thus 
imaged. As such, this exhibition revolves around 
the aesthetics of journalism: how images are 
produced and how they are produced to appear 
as truthful. 

Here, we start to get closer to the core of reality 
itself when we make our reality not a given, 
irreversible fact, but a possibility among many 
others. There are always stories to tell and many 
ways to tell them. But what is important is how 
we partake in this narration of the real, and not 
just leave it to others. we do not only consume 
images and ideas, but also criticise them, and in 
turn, maybe make some of our own. The produc
tion of truth is a shared undertaking, with vast 
political and social ramifications. 

In his late work, the philosopher Michel Foucault 
wrote about the politics of truth, particularly what 
could be the meaning of the ancient Greek term 
parrhésia, which means telling the truth.1 what 
Foucault was questioning was the figure of the 
truthsayer. who can speak the truth, and does it 
require certain types of speaking as well as taking 
up certain hazardous positions? In antiquity, the 
occupation of this position was at the peril of one’s 
own life, and thus required courage and selfsacri
fice. This has led many a contemporary commen
tator to focus on the heroic aspects of parrhésia, 
pointing out injustices and speaking on behalf of 
the people against the power that be, regardless of 
the consequences for oneself. 

As single figures, both the reporter and the artist 
have throughout modernity been viewed as such 
authentic voices and heroic figures. Simultane
ously, though, they are constantly vilified as 
being complicit and corrupt, of reneging on their 
potential position of truthsayer. However, for 
Foucault the situation is even more complex, in
deed double: in order to have the ability to speak 
the truth to power in antiquity, one could not be 
just anyone, one had to have a position that was 
somehow connected to the despot, and speak 
from a position of authority. Secondly, parrhésia 
does not only mean to speak the truth to some
one, i.e. those in power, but also the ability and 
insight to speak the truth about oneself. 

1. Michel Foucault, 
The Courage of Truth – 
Lectures at the Collège 
de France 1983-1984, 
Houndsville, Basingstoke: 
Palgrave Macmillan, 
2011.
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This would indicate that speaking the truth also 
means selfreflection, and the willingness to 
disclose the position from where one is speak
ing, and through which means and methods one 
is constructing the speaking (of the truth). To 
speak the truth is also to speak the truth about 
oneself and one’s acts of speaking, thus exposing 
subject and object of the speech equally. In this 
light, we find it highly timely, and pertinent, to 
reflect the journalistic in the aesthetic, and the 
aesthetic in the journalistic. 

In order to do so, we have divided the works into 
three subgroups or themes: 

• the position of the speaker; 
• the politics of the image; 
• exposition and militant research. 

The exhibition will take the form of a rotating 
display of works, figuring in different composi
tions that all revolve around the key questions 
of truth, images and information. At the same 
time this will reflect the rotation of the news 
cycle, albeit at a different, sloweddown speed. 
we believe that this will make our curatorial 
editing more visible, and also userfriendlier, 
with the works not just one after another in an 
endless row of images and information, but with 
a juxtaposition of different approaches each 
dialoguing with each other, with the media and 
the overall theme in various ways and in various 
combinations.

The Speaker concerns itself with a specific figure; 
the speaking subject or author. How does this 
figure emerge through discourse, and what are 
its functions? what can be said and not said in 
order for a speaking subject to appear as real, as 
authentic, as authoritative and/or as truthful? 
How are subjects positioned, and how is truth 
produced, and subsequently staged? what is im
plied in certain speech acts and subject positions, 

such as the figure of ‘the reporter’ and ‘the artist’, 
as well as ‘the witness’ and ‘the source’? 

The Image examines how images are ideologically 
produced, through the framing and positioning 
of the mechanisms of modern mass media, its 
figures of authority and figures of speech, but 
also how counterimages can be created. Here, 
the many different ways of image production 
will be reflected, discussed and deconstructed. 
An aesthetics of journalism and documentary 
will be proposed as that which can get to the 
truth of the ideology of massmedia images, 
in opposition to the claim of neutrality and 
pragmatism.

The Militant continues the strand of counterim
ages and counterinformation, but through the 
artistic employment of journalistic traits such 
as exposé and research. However, the practices 
highlighted here often work against the media, 
and uncover what it does not want uncovered, 
going where it does not want to go. This returns 
us to some of the media’s initial claims that have 
been brushed aside in an increasingly commer
cial and corporate media industry.

The artistic positions in the exhibition thus 
generate a principal question: is it possible to 
work with aesthetics and informatics, to be both 
reflective and precise? To both employ docu
mentary techniques and journalistic methods 
while remaining selfreflecting and critical on 
those means? Ultimately, the artist’s work here is 
not about delivering information but question
ing it, to highlight both the aesthetic working 
of reportage and the informational turn within 
current artistic production.
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dIANA SIMÕeS
–

I speak about structures, family and social sys
tems, about homes. About emotions that systems 
cause inside the home and in relationships with 
others. Forces and energies that interact with 
each other, by means of currents and flows. 
during the process of creating my sculptures 
I concentrate intensely on the very process of 
conceiving the pieces, in a creative narrative in 
which each phase has a meaning with regard to 
the whole, telling an important part of the story.

The lines and cords are like motors, channels for 
energy. The spirals and rolling back over are an 
exhortation to life. The lines, cords and spirals 
are pure dialectics in themselves.

“In fact, life begins less by reaching upward than  
by turning upon itself. But what a marvellously in-
sidious, subtle image of life a coiling vital principle 
would be!” 
G. Bachelard, in The Poetics of Space, p. 118

The cords tie, seek to fix and unite, integrate or 
even take and swallow up. But the cords are also 
the body itself, like an inert mollusc without its 
shell, without its home but nonetheless main
taining the shape of its home. I speak of the 
dichotomy between movement/ paralysis, like in 
mythological legends in which bindings, wrap
pings, knots and labyrinths above all serve the 
purpose of immobilising or petrifying the en
emy. My moribund molluscs are beings that exist 
between petrifaction and the explosive impulse. 
They stay immobile like fossils, in that com
pression, to later burst explosively to life. They 
are, without a shadow of a doubt, “inbetween 

objects”, transitional objects like a votive offer
ing, objects of transformation, full of promise, 
of redemption. objects that are active internally. 
objects that are implementing changes.

The house of the mother body, the boobytrapped 
house of poisoned pleasure, the houseshell of the 
halfalivehalfdead being, living in abjection. 
The moribund being that persists in giving birth 
to successive dead spawn. A sick being is born for 
whom a funerary mask is made and the entire old 
and sick body is removed from its interior. with 
that shell, that mould, a new body is created. 
with new flesh, perhaps a bit devitalised. Am I 
inconsequentially repeating the same form of a 
body that has already died? I want to cure it, I 
witness its death and I lament its passing to later 
copy it again. I am foreseeing something that has 
not yet happened or preparing myself, preparing 
my mental state. Yes, this forecast or intuition... I 
am deeming something to be lost, before actually 
losing it, so as not to suffer a loss of control. I am 
already burying it, to later repeat it. But the sick 
body has to die, I cannot accept it like this, I reject 
it. This sick body prevents me from accepting 
myself. either the body or I, unfortunately we 
are joined, we are an extension of each other and 
if the sick and rotten part is not amputated I will 
grow ill and die as well.

Diana Simões

Opposite page:
Breast face
Wax with pink pigment
60 × 40 × 60 cm

The combat of the 
siamese
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The trap-wells and the 
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The beasts
Wax with pink pigment
15 × 80 × 60 cm

Turn it inside out doesn’t 
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Wax with pink pigment
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„Ein Projekt der Stadt Bochum, gefördert durch EU, BRD, NRW“

 handy_photo_HUstadt

AnwohnerInnen zeigen ihren Blick auf die Hustadt.

Dieses Projekt entstand mit einer Gruppe von Studierenden des Kunstgeschichtlichen Instituts der Ruhr-Universität Bochum im Rahmen des ‚Hustadt-Projektes’ der Künstlerin Apolonija Šušteršič

16.07.2009 - 14.08.2009 
IM FOYER DER STADTWERKE AM OSTRING
Offizielle Eröffnung am 16.07.2009, 17:00 Uhr.

Die Besucher und eine Jury ermitteln zwei Gewinner.

Projektion der Fotos in einer Lounge mit DJ Soundsystem. 
HUSTADTFEST

UNIVERSITÄTSBIBLIOTHEK 
               DER RUHR-UNIVERSITÄT BOCHUM

15.08.2009

24.08.2009 - 25.09.2009

Offizielle Eröffnung am 24.08.2009, 17:00 Uhr.

Abschließende Schau der Fotos sowie Vorstellung des Projektes.

Bekanntgabe desJurypreises
sowie desPublikumspreises.

AUSSTELLUNGEN
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AW: The students’ project “handy_photo_HUs
tadt” is part of a more comprehensive art project, 
which you initiated at the Hustadt, a neighbour
hood in the outskirts of the City of Bochum. 
How and when did your project start, what is its 
main focus, and how got the students involved? 

AS: In 2008 I got an invitation from the City 
of Bochum and Galerie m in Bochum to do 
a project in Hustadt. I went to see the place, I 
heard and I read and learned lots of stories about 
the Hustadt, a neighbourhood at the edge of 
the City, constructed in the 1960s, 1970s as a 
University City. The intention at the time was 
to create living space mainly for academics and 
employees from the ruhr University, which was 
built in the same period. The historical back
ground to produce this sort of social habitat of 
the 1970s was interesting for me. The concept of 
the neighbourhood is quite remarkable in terms 
of relationship between the nature and construct
ed landscape, passages ways mainly walking 
through Hustadt. The car should be left on the 
edges of the main neighbourhood public space, 
which is only used by pedestrians, for the kids to 
play safely. This concept is very well thought over. 
However, as many others of its kind, also this 
neighbourhood has a problem with anonymity 
that is created through architecture. 

Already at my first visit I got confronted 
with the situation that shifted my attention from 
what I read and learned into a place of reality; 
gently dilapidating (or never finished) housing 
neighbourhood obviously inhabited by foreign
ers. when I went through the information that 
exists about Hustadt today, I read the statistics 

that Hustadt consists of 80 % German popula
tion and 20 % nonGermans living there. But 
when I arrived there I had the impression of 
reverse numbers. That made me curious.

AW: Your artistic projects frequently work with 
communities, and it is often through temporary 
architectures that people are involved. was the 
invitation to Hustadt specified in this sense? 

AS: well, the city has been informed about 
my work, which I have done before. However 
it is hard to say that they could really imagine 
of what kind of project I would do in Hustadt. 
I didn’t know that by myself either. Usually I 
always need to make a research on site first, meet 
with people who live there and then decide what 
could be interesting to work with. As I usually 
invite people to participate in the process, as you 
said, I create small temporary or maybe even 
lasting communities, the city has as well been 
interested in this aspect of my work. However 
they somehow forgot to tell me that I’ll have 
to work together with a landscape office which 
was commissioned at the same time to work on 
renovation plans for the public space in Hustadt. 
This was my advantage and at the same time 
it was also my disadvantage. A certain clumsi
ness of city bureaucracy proofed to be a niche to 
negotiate for my project in the future. 
Usually I realize projects that would be produced 
by art institutions. My relationship to the art in
stitutions and also a critique of the art institution 
is such that I do not produce a direct criticism, 
but I try to make something constructive out of 
the situation. I understand institution more as 

YoU NeVer KNow wHAT YoU GeT
A Conversation between Apolonija Šušteršič and Astrid wege 

Apolonija Šušteršič

Poster for “Handy Photo 
HU_stadt” exhibitions 
Computer print
59.4 × 84 cm

Apolonija Šušteršič / Ph.D
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an organisation, as a body that can act on several 
levels rather than only as a physical space. In this 
case the institution is the city and I worked with 
a gallery, which is a new situation for me. The 
city together with the public housing corporation 
from Hustadt (VBw) organized an artist resi
dency for me to be able to conduct my research. I 
always do research on site before I start the work. 
I am not local, and this specific situation of not 
being local means that I have to be very careful 
how I act in the place. My aim is to develop a 
certain responsibility, a certain ethics towards the 
environment and the people living there. 

AW: As you mentioned, there have been various 
preconceptions about Hustadt and its inhabit
ants. what was the specific reality of the existing 
community, which you found when you arrived 
in Hustadt? 

AS: referring to the recently released statistic 
numbers the image that I experienced was that 
maybe 20 % of the Hustadt inhabitants are 
Germans and the other 80 % are having foreign 
origin, people coming to Germany with a differ
ent cultural background. This is totally obvious. 
one thing is the statistics, the other the image 
of the place. It is also interesting that statistic 
claims there is 28 % of population with Turkish 
origin however I quite soon realize that they are 
most of them coming from the Turkish part of 
Kurdistan. That is a big difference and have a 
specific meaning, which does influence to the 
place. From the beginning living in Hustadt, I 
have been meeting people in the shops through 
everyday life activities. I deliberately went to 
public meetings – whatever was offered to the 
public in Hustadt I would be present. Conversa
tions and interviews, also meeting somebody 
being around with the camera to shoot already 
provided communication. Through the time I 
found out that I need to coordinate my research 
with certain agendas to be part of the planned 

renewing process. This was something that did 
not occur to me before. Here I could develop a 
niche where I could negotiate and also try to put 
the system on trial. 

AW: How did you develop the idea to build a 
permanent pavilion as a meeting point for the 
various groups of the Hustadt inhabitants? 

AS: Going to meetings at different institutions, 
the Frauencafé, IFAK, which is an immigration 
organisation, and others, attending different 
events etc. I met a lot of people and I realized 
that there is nothing in Hustadt where one 
could go without invitation or specific purpose. 
I realized that it would make sense to create a 
place, which is open to all and where one can go 
no matter from where you are or what kind of 
problem you have. A place where one can meet 
with friends without any commercial pressure, 
maybe a place where different groups of people 
can meet and perform their activity. This may 
be an utopistic idea, it probably idealizes the 
situation as it is in Hustadt however I decided 
to transform this idea into making a place. The 
idea is now to realize a community pavilion. of 
course, there are lots of communities in Hustadt, 
not only one, and one can also question the 
idea of “a community”. For me it was important 
to provide a covered public space as there are 
very few in our days, since no one invests and 
wants to maintain these public spaces any more. 
I wanted to provide and activate a space with 
certain activities.

AW: It is, as you said, a commonplace to state 
that a “community” is not a given unit, but a 
debated place. The challenge of your pavilion is 
that the Hustadt inhabitants are asked to define 
their own rules. Literally as well as metaphori
cally speaking you provide a “roof”, but what 
they do with it lies in their responsibility, it is up 
to them to negotiate it. 
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AS: It is very easy to discuss participatory prac
tices on an academic level. But it is extremely 
difficult to live them, because we are just people. 
we have our personal interests and needs in 
front of our eyes, we live in a time which is com
pletely individualistic. It is extremely hard also 
for me as an artist being there as an individual 
to do something. I have to question myself many 
times. It was important to organize the Aktions
team: people who were active in the neighbour
hood already but not connected into a network. 
we discussed what this project is about, how it 
is understood, what happens here, what are their 
ideas about the place, how they would like to ac
tivate it. These people care about the neighbour
hood, they are more active than others. during 
the time of negotiation with the city authorities 
we realized different activities: outdoor cinema, 
storytelling or public reading, potlatch brunch 
in public space, vegetable garden, repairing 
bikes… For example we organized a flea market 
– related to the population many do not have 
much money thus second hand is popular. The 
same way book exchange action in process relates 
to the place with no commercial power where 
exchange economy can provide a meeting place, 
and generate solidarity oriented community. 

AW: In the summer of 2009 you built a tempo
rary pavilion, a kind of a model for the perma
nent one. which were the reasons for this step 
in between? 

AS: There has been a certain misunderstanding 
between city officials who were in charge for my 
project and my work. Their expectations were 
very different from what I’m doing however they 
have looked into my work previously and they 
have been present in several public presentations 
of my work. But still they expected a sculpture 
or an object, which would be much more related 
to a sculpture. Besides my budget wasn’t big 
enough to build a “public roof” anyway. So we 

really didn’t have much hope. However we still 
didn’t want to drop the idea since we also got 
support and hope from others involved into the 
project (among them the Susanne Breinden
bach – Galerie m and Bettina eickhoff – Situ
ation Kunst). Therefore we decided to build a 
Temporary Pavilion. The idea came out of the 
Aktionsteam; from Matthias Köllmann who 
thought that it is so sad 
that the Community Pavil
lion might not be realized, 
so why don’t we just build 
something? I was really 
happy that he proposed 
that. And so we built the 
temporary pavilion to
gether in the summer with 
nothing, except, of course, 
our work and time. Some 
material we got sponsored 
by a generous private build
ing firm who is a friend of 
Gallery m; and we used a 
lot of second hand material 
as well. 

AW: How and when were 
the students involved in the 
Hustadt project? 

AS: The collaboration 
with the students from the 
Kunstgeschichte institute 
Uniruhr started quite 
early in the process. I came 
to Hustadt, starting my research in September 
2008. In early spring 2009 the Aktionsteam was 
organized. And at this time I was approached by 
Prof. Beate Söntgen from the ruhr University 
if I were interested to involve some students in 
the process. For me this was a big responsibility 
and I wasn’t sure that I can manage. But with 
you being involved in spring 2009 I knew it was 

Apolonija Šušteršič

Exhibition Handy_Photo_
HUstadt at Rhur Univer-
sität Bochum; presenta-
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Documentation photo, 
2009

Exhibition Handy_Photo_
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Documentation photo, 
2009
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possible, so I invited them to develop their own 
project related to my project. I asked the students 
what, according to them, is missing in the idea or 
image of Hustadt, which in the city is considered 
to be a ghetto. That is a cliché, of course. Places 
with immigrants communities in the european 
cities usually get that name. everyone from 
the outside said to me: you are going to live in 
a ghetto. Being here, it was clear that it is no 
ghetto. And I wanted to tell this to the outside. 
People here in Hustadt are ashamed of the reputa
tion being labelled as ghetto, kids have problems 
in schools (outside of Hustadt) when they say that 
they are coming from Hustadt, young people 
can’t get the job coming from Hustadt etc. The 
only ones who seem to be use the ghetto label for 
their advantage are hiphop bands from Hustadt. 
But how do you bring this message across, what 
this place represents? I asked the students: do you 
have any idea how you want to present Hustadt 
outside of Hustadt? It is a very complex topic, as 
it involves our positions as outsiders talking about 
a certain place where we are not local. 

AW: when did the students come up with the 
idea of the “handy_photo_HUstadt”?

AS: Actually I didn’t have so many meetings 
with them before you joined the project as advi
sor, maybe two meetings. I invited them to do 
research in Hustadt on different levels and also 
discussed why I wanted them to do the research. 
And then they came already with the proposal. 
Their idea was to have this competition of pho
tographs made by mobile phones, but it wasn’t, 
at this point, specified who is supposed to do the 
photographs. It was still open to everybody to 
participate. But who is this “everybody”? Is that 
us, is that somebody else, it is somebody from 
the outside Hustadt? 

AW: The specific position of the students 
organizing the competition and the exhibi

tions remained an ongoing topic and required 
an ongoing awareness to not step into the trap 
of patronizing… How did you experience the 
situation as an artist who initiated the Hustadt 
project to have a part of it “outsourced”? 

AS: This has also something to do with giving up 
the control. Both you and myself have been put
ting questions along the side, not so much to try 
to change anything but to make them question 
and think about it. I have seen it as an educa
tional project, and as I have been teaching before 
I enjoyed that, too. 

AW: Analogue to your questioning and rede
fining of your role as an artist, my work with 
the students was very much about linking the 
practical aspects of how to organize and design 
both the competition and the exhibitions with 
more general considerations of how to define one’s 
role as curator, to develop an awareness of how to 
interact with the people they invited for participa
tion as well as the audiences they were addressing 
when conceiving and realizing the three different 
versions of the exhibition. The exhibition at the 
Stadtwerke addressed the City audience, in the 
Hustadt it aimed at the specific audience of the 
Hustadt, which consists to a great extent of the 
participants and their friends; and in the univer
sity library it was directed at the academic context. 
Later on, the project became part of an exhibition 
organized by the M:AI Museum für Architektur 
und Ingenieurkunst Nrw about urban develop
ments of the 1960s in the ruhr region, entitled 
“Architektur im Aufbruch. Planen und Bauen 
in den 1960ern”. In all different stages it was 
crucial to develop a form how each presentation 
in its specific context should look like. Thus, 
for example, the grid like installation of the 
photographs at the Stadtwerke, i.e. in a publicly 
accessible space, appeared quite classic whereas the 
cluster like arrangements of the photographs and 
the slide show at the Hustadtfest in an empty flat 
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resembled more on scene of a lounge in a domestic 
surrounding; at the University library they aimed 
for a more thorough reflection by introducing a 
historical layer about the Hustadt as well as the 
university building by including archival material. 

AS: The fact that the presentation of the partici
pants’ contributions at the Stadtwerke invited 
the viewers to vote for their favourite picture, 
however, was an unusual, rather non – conven
tional element. 

AW: That’s true! All in all, one can say that it 
was a quite complex project. It may seem easy to 
organize a competition, but how do you address 
and convince people to actually participate? 
Again, as you said before, personal presence 
is essential. People are not per se interested in 
participating ... 

AS: No, even if it may matter to them. Personal 
contact and relationships are very important. 
when the students were collecting photographs 
for the competition, it was crucial to meet 
people, to encourage them, to be present, to be 
visible. I would call this performativity. 

AW: I would like to go back to the temporary 
pavilion, which was opened to the public at the 
“Hustadtteilfest” on August 15, at the same occa
sion when the students presented the contributions 
of the competition and also the winners. what was 
your experience with the temporary pavilion? 

AS: In the temporary pavilion, it is obvious that 
the most important aspect is not the object in 
itself, but the process of building it. This was also 
a performative act, a communication process. 
we were so exposed there, working from 9 in the 
morning to 9 in the evening, and we negotiated 
with different groups of people about the place. 
The kids would be around the whole time and 
we had to deal with them, however one should 

understand that it can also be quite dangerous 
situation. In parts it became an educational 
project as well. At the beginning, people were 
very sceptical whether this will be going to work 
at all, they were convinced that the benches 
would be stolen, the pavilion destroyed etc. Until 
now, nothing like this has happened. Apprecia
tion and identification happened through the 
process. People associated this object as a place 
they can inhabit, they took it as their own – 
especially kids. once the pavilion was built the 
kids were the first ones to inhabit it and also use 
it in not foreseen ways, for example they used the 
small storage space to play a shop, a bar,... There 
are quite different activities and uses. Some 
members of the Aktionsteam wanted to make 
a puppet theatre performance, we used it as a 
meeting place, we organized grill evening, after
noon reading hours and storytelling, gardening. 
The main question here is who will take care of 
it all, who will maintain it. This is also the main 
concern of the city authorities. 

AW: In regard to the permanent pavilion 
planned for 2010? 

AS: exactly. who is going to maintain the 
activities and the structure of the pavilion after 
I will have left? Meanwhile we have built a small 
“unformal institution” with Community Pavil
ion. That is why I was and am building up this 
board of people, the Aktionsteam, which is more 
of a network of individuals then an organization. 
But first of all the Pavilion is a public roof, and 
the space there will be negotiated whoever will 
use it. of course, people will be changing the 
place, of course activities will change direction. 
we cannot predict that we know what exactly 
is going to be happening. The desire of cities to 
control is beyond comprehension, they can
not do this and they don’t do it, either, even in 
regard to maintenance works of public facilities, 
which they should take care of. we manage 
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to create a kind of cooperation between the 
Aktionsteam, UmQ (University Meet Queren
burg Verein), Awo, IFAK, AJS, VBw and the 
city of Bochum. It has a potential to develop into 
something quite unique. 

AW: If you compare the Hustadt project with 
previous projects where you also worked within 
or with communities, what are the differences? 

AS: The difference is 
largely that I was doing 
this project through inten
sive presence, more than 
usually. It is also part of my 
doctorate thesis and part of 
my research, which makes 
it easier or me to just 
observe the situation and 
the process, step back and 
analyse it. I’m testing bor
ders here in all sense. Also 
borders of the art context if 
you like. The time span of 
this project is longer which 
gives more space for nego
tiation. The project is much 
bigger and it involves more 
people. Usually an art in
stitution would be involved 
in production process, an 
organization, which takes 
care of production and 

negotiates many aspects within such a project. In 
this case there is no curator involved either, ex
cept that you are here for the students’ project. It 
became a selforganized project that I’m running 
together with some members of Aktionsteam. 
It became very complex project, with a lot of 
negotiations and heavy discussions with authori
ties and politicians. I also realize how scary my 
projects must be for curators and commissioners 
as it always means to produce a new situation, 

with all its unpredictability, especially when you 
work with a participatory approach. It is a risk, as 
you never know what you get! 

Astrid Wege is a curator and critic. Her articles, ex-
hibitions and publications analyze art as a form of 
cultural criticism, whether in relation to feminism 
with her project “Oh boy, it’s a girl!” (1994), gender 
and science in “Sex – Vom Wissen und Wünschens” 
(2001-2002) or time and value in “Ökonomien 
der Zeit” (2002-2003). Between 1995 and 1999 
she was editor of Texte zur Kunst. Between 2003 
and 2006 she was deputy director of Galerie im 
Taxispalais, Innsbruck, and, among others, curator 
of the first comprehensive retrospective of Charlotte 
Posenenske. Exhibitions and programmes since 
then include “Resonances, or How One Reality 
can be Understood Through Another” in coopera-
tion with the Jan van Eyck Academy, Maastricht, 
The Netherlands (2006/07), “Jeanne Faust”, 
Galerie Museum Bozen, “Transforming Memory. 
The Politics of Images” (2007) in Cacak, Serbia, 
“Moirés. Andreas Fogarasi, Katya Sander, Urtica” 
in Luneburg 82008). Since 2007 she is program-
ming director of the European Kunsthalle, Cologne, 
and one of the directors of the Kunsthalle’s ongoing 
cooperation with Ludlow 38/Goethe Institute, New 
York. She teaches at the Ruhr University Bochum 
and the University of Cologne. 

This conversation has been published in a book 
Handy_Photo_HUstadt ,Klartext, 2010 and is 
 re-printed here with permission of the authors. 

Oleg Kuznetsov

This is Hustadt, 2009
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ESCAPE

Curators: Jürgen Bock, Olav Christopher 
Jenssen, Gertrud Sandqvist, Viola Vahrson

Collaboration between:
The Malmö Art Academy
Braunschweig University of Art
Maumaus – Escola de Artes Visuais (Lisbon) 
International Art Academy – Palestine 
(Ramallah)

Lund Konsthall 29 jan – 27 feb 2011

In the autumn of 2008 the Malmö Art 
Academy received an interesting enquiry 
from the Braunschweig University of Art 
in Germany, from the art historian Viola 
Vahrson and the professor of painting 
olav Christopher Jenssen. would we like 
to participate in a theoretical and practi
cal collaboration project on the notion of 
escape? 

The starting point was a fascination 
with images seen in relation to various hu
man disasters around the world. How have 
those desperate refugees, and the condi
tion of escape, been portrayed in western 
art? escape is an ambiguous notion, and 
there is also the issue of inward flight – the 
use of drugs or the culture of escapism 
that makes us travel to foreign countries in 
search for the exotic and extraordinary. 

The theme was enticing and open to 
various approaches, which is necessary 
to sustain a longer period of continuous 
artistic enquiry. of course we agreed to 
participate. In the spring of 2009 the pro
ject became defined, and it eventually in
volved 27 students from four educational 
programmes. The schools in Braunschweig 
and Malmö, the International Academy of 
Art Palestine in ramallah and Maumaus – 
escola de Artes Visuais in Lisbon with its 
principal Jürgen Bock all came on board. 

Escape is not only the most ambitious 
and longest project in the history of the 
Malmö Art Academy but also remarkable 
in an international perspective. In this 
exhibition at Lunds konsthall we begin 
to see the results. The exhibition will also 
be shown in the gallery of the Braunsch
weig University of Art. A publication is 
planned. 

Because of their geographic location 
the four schools each have different stories 
to tell about escape. This was the starting 

point for the four workshops that became 
the project’s core, in Braunschweig, 
ramallah, Malmö and Lisbon. These very 
different places also generated different 
understandings of escape. 

Braunschweig, not far from the old 
border between east and west Germany, 
was our first destination. Not unexpect
edly, the topic was Germany’s tortuous re
cent history. we visited museums in Berlin 
where the unassuming traces of escape are 
on display – the coffee sets brought along, 
the letters, the photographs – but also the 
watchtowers, the barbed wire, the com
plicated mechanism of the border posts. 
Around the refugee Museum, in the area 
of west Berlin where those who managed 
to escape over the wall first arrived, other 
refugees from other parts of the world were 
now living in their first rooms in the new 
country.

For the participating Palestinian stu
dents, some of them outside Palestine for 
the first time, it was liberating to see how 
a checkpoint might be transformed into 
a museum. It was also thoughtprovoking 
for them, and for all of us, to witness the 
complexity of european history. The Jew
ish Museum and the Holocaust Memorial 
in Berlin commemorate the horrendous 
events that made the proclamation of the 
State of Israel possible – and in turn cre
ated the problems that have victimised the 
Palestinians.

It was just as important to form a 
group of people who would get to know 
each other and have a good time together. 
This happened, for example, onboard the 
historic steamship Gisela as it was plod
ding the canals of Berlin one idyllic day in 
May, full of escapists drinking wine and 
eating melon and sausage and other lefto
vers from the party in olav Christopher 
Jenssen’s studio the evening before. In a 
sense this boat trip became an image of the 
whole project and how it has developed – 
the intensity and joy with which the group 
kept growing with each workshop, until it 
felt like a small travelling university. 

Already in July that same year the 
following trip took us to ramallah, 
where we were guests of the IAAP. The 
programme was intense and its purpose 
obvious – to make us physically realise 
what it really means to live under occupa

tion. Thanks to our generous hosts we 
could travel by bus across the whole west 
Bank, from the refugee camp at Jenin that 
had been bulldozed by the Israelis a few 
years before to Hebron in the south with 
its ancient bazaars, where commerce has 
almost totally ceased today because an 
Israeli settlement has been established in 
the middle of the area and its inhabitants 
throw rubbish from their windows at those 
who dare to go about their business in the 
streets below.

The journey to Hebron from ramallah 
is memorable in itself. Since most of the 
Palestinian students were prohibited to set 
foot on Israeli territory it takes around two 
hours to go from ramallah to Bethlehem, 
on a old desert road once used by the 
British military, instead of the 20 minutes 
it would have taken to travel over Israeli 
territory. 

It was shocking, horrible – and at the 
same time idyllic, with barbecues and 
dancing in the dark summer night, grafitti 
painting and examples of the particularly 
dark Palestinian sense of humour. But 
I don’t think anyone was untouched by 
what we had experienced. 

In october 2009 the Malmö Art 
Academy hosted a workshop about 
inward flight – art, madness, drugs and 
psychoanalysis. The session began outside 
the seaside resort of Båstad. olav Chris
topher Jenssen’s converted village school 
reverted to its original use for a weekend 
when the entire group appeared there on 
a stormy and rainy day. Yet another series 
of convivial meals, interspersed with 
lectures. The beautiful escape sign, put 
up to welcome the group, had disinte
grated before the storm was over and the 
group descended to Malmö for a full 
programme. one of the highlights was a 
special demonstration of drawings by Carl 
Fredrik Hill from the time of his illness, 
in the storage of the Malmö Art Museum. 
Another was the fantastic tour of the 
former mental hospital of St Lars in Lund 
given by Gustaf Arvidsson, the founder of 
its museum collection. 

Before that we had visited the ambu
lance garage of Lund University Hospital 
to see the remarkable and hauntingly 
beautiful embroideries, objects and draw
ings made by patients. Interestingly, for 
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one Palestinian student this complex 
weave of inward flight from overwhelming 
external demands was what reminded him 
most of his own situation. 

The fourth and last workshop took 
place in February 2010 in Lisbon, hosted 
by Maumaus. The theme was escape in 
relation to Portugal’s colonial past. Ma
nuela ribeiro Sanches discussed Portugal’s 
role in the slave trade to Brazil, with its 
shocking facts about people’s cruelty to 
each other, and how the liberation move
ments in Angola and Mozambique and the 
Carnation revolution of 25 April 1974 led 
these countries to independence. 

we also gained access to the old 
geographic society in Lisbon, Sociedade de 
Geografia, where nothing seemed to have 
changed since the early 20th century. The 
extraordinary collection of maps from the 
early mediaeval period to our days showed 
how closely related travel, escape, dream 
and imagination are, and how the lust for 
discovery (and the europeans’ greed for 
luxury) pushed the famous Portuguese 
explorers to venture ever farther across 
the seas. on these maps the coastline was 
drawn with all the precision of actual ex
perience, whereas the immense stretches of 
continental land remained terra incognita. 

Throughout this intensive period the 
students gathered between the workshops, 
in their own schools, to read and discuss 
texts, watch films and allow the complex 
problematic to sink in and be transformed 
into experiences that could be formulated 
as artworks. This was probably the most 
important and valuable phase. That is 
what art academies are for and why we 
do our projects and formulate our pro
grammes – to fuel the creative process that 
the young artists themselves, the students, 
must engage with and develop. we also 
need to make the students aware that there 
is a world around them and inside them. 
You will see the result in this exhibition. 
The journey continues.

Gertrud Sandqvist
Professor
Malmö Art Academy

Omaya Salman
Is It Escaping Sarah Steiner

Fugue

Constanze Wicke
Waiting

Til Heinicke
Kab
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Khaled Jarrar
I, Soldier

Thale Vangen
Eden’s Hole

Lydia Paasche
ninety times two hundred

Karen Gimle
In a Squat. In an Orgy. In a Riot. 
We Get Together Again

Olof Nimar
Lecture at Home (A Circle, a Triangle and a Square)
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Majd Abdel Hamid
Pain Killers

Nina Jensen
Leopard Skin Girls

Maiken Stene
Dr. Gustav Jebsen’s 
Adit Revisited

Julian Stalbohm
Snails Can’t Stand Waiting as Much 
as Monkeys Can’t Stand Painting
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Claire de Santa Coloma, 
Henning Lundkvist, 
Nikolai Nekh, Sofia Berti 
Rojas, André Trindade, 
Joen P Vedel 
 
The Commission 
2010 
Installation in two parts 

detail 
Bhagawan David Barki 
de Lima 
untitled (first) 
2010 

detail 
Tiago Mestre 
The Commission 
2010
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escapism(s) from exhibiting 
Art by doing So

The theme eSCAPe can be approached 
from countless angles. The 16month 
approach of the six artists from the 
Maumaus Independent Study Programme 
could be called processual, one might even 
say rhizomatic.

The eSCAPe seminar of the Maumaus 
Programme came to an end during the 
School’s twomonth residency at the São 
Paulo Biennale in the autumn of 2010. It 
was in Brazil that the group opted for their 
specific response to the invitation to par
ticipate, together with students from other 
Art Academies, in a final exhibition as the 
outcome of the series of eSCAPe seminars 
held at each of the participating institu
tions. A ‘precise’ form of escape triggered 
the group’s interest. The six artists opted 
for deconstruction of their participation 
by applying tools and working method
ologies discussed during their studies at 
Maumaus. Joining discussions on how a 
group project could make sense in such an 
exhibition, they decided to give up their 
usual artistic desire of creating visibility 
for their own individual ‘authentic’ and 
‘original’ art work.

The site of the exhibition was the starting 
point: the galleries on two floors organ
ised around a central patio were analysed 
and discussed by the group, who called 
the building a ‘square donut’. The group 
wanted to find a space in the building that 
might normally be unattractive to other 
artists, in order to develop their group 
project out of this unattractiveness, bear
ing in mind museological standards and 
their ‘rules’ for presenting art. A twofloor 
situation, a possible ‘duplex’ occupation in 
a corner of the Konsthall, was identified as 
the most interesting one: two small spaces, 
foyers for the lift considered ‘unusable’ 
for showing art, were chosen, leaving 
the ‘belles étages’ of the Konsthall for 
participating artists from other academies. 
The two spaces linked by stairs and the lift 
somehow defined themselves as a possible 
autonomous gallery on two levels.

After having agreed on the space, the 
group met several times in São Paulo to 
discuss what to do with it, what to present. 
The ‘curator’, the author of this ‘text’, did 
not participate in the discussions, but 
suggested the involvement of an architect 
and artist, Tiago Mestre, who had previ
ously studied at Maumaus and who had 
coincidentally spent time in São Paulo in 
the context of a residency programme. 
Mestre, rejoining the Maumaus Indepen
dent Study Programme for this project, 
agreed to an unorthodox participation 
based on his specific knowledge of art and 
architecture.

The group of artists, Claire de Santa 
Coloma, Henning Lundkvist, Nikolai 
Nekh, Sofia Berti rojas, André Trindade 
and Joen P. Vedel, agreed to commission 
their exhibition to the architect/artist 
Tiago Mestre, indicating rules under 
which all participants (artists, architect 
and curator) have to act in this ‘play’ of 
exhibiting art; these rules were defined as 
precisely as possible, to be applied almost 
ruthlessly. The group then started to seek a 
work of art, a painting or a sculpture, not 
by any of them, but on which they could 
all agree. They found this work in the form 
of a 68 × 53 cm enamel on wood painting 
entitled ‘untitled (first)’, created in 2010 
by Bhagawan david Barki de Lima, a 
Brazilian artist who the group had become 
friends with during its stay in São Paulo.

After the artist had agreed to this form 
of appropriation, the group presented the 
painting to Tiago Mestre, briefing the ar
chitect/artist on his task. He was invited to 
resolve the lower gallery ‘theoretically’ to 
present the artwork (de Lima’s painting). 
The architect drew up a material list which 
would show the Museum staff what they 
needed to ‘theoretically’ prepare the lower
level foyer to receive the artwork. These 
materials included wood for partition 
walls and a bench to sit down on while 
contemplating the art, material to cover 
the floor, paint for the walls and a display 
case to protect the painting – all materials 
of the type we need to create an aura, to 
stage the art in question. But the play on 
this stage is intended to develop in differ
ent fashion: the material list appears with 

the painting in the ultimately untouched 
lowergallery foyer, the difficult task of 
presenting both on the walls was left to 
the ‘curator’. All the materials defined by 
the ‘architect’ Tiago Mestre were moved 
to the upper level, where the ‘artist’ Tiago 
Mestre was given a blank slate to create 
any architectural/artistic object he wished, 
erected or built with the help of the Lunds 
Konsthall staff. No further materials could 
be added, nor any image besides the paint
ing, the material list in the lower gallery 
and the captions, identifying the overall 
installation in two parts, were allowed to 
be fixed to the walls. 

In Lund, the exhibiting of art has become 
the exhibition. The group broke away from 
the usual expectations we have concerning 
the originality and authenticity of works of 
art, dismantling them as ‘necessary’ myths 
for creating meaning. The way works of art 
are recognised or presented as recognisable 
in exhibitions via measures and infra
structures for creating an auratic theatri
cality is evoked, highlighting the paradox 
of how significance is created in the realm 
of art. This text is part of this, as are the 
material list and the painting in the lower 
gallery and the materials from the list 
rendered as an architectural/artistic object 
in the upper level; as are the two captions 
identifying different kinds of authors, the 
artwork and the materials and the title of 
the work itself: The Commission, 2010, 
installation in two parts. 

Jürgen Bock
dean
Maumaus – escola de Artes Visuais, 
Lisbon



387

Faculty

TIME-MOVEMENT; A MOVEMENT IN TIME.
A course on photography, video and infor-
mation gathering in the library

Lead Teacher: Senior Lecturer Maria Hedlund 
Also teaching: Margot Edström, 
Madeleine Bergquist
Lecturers: Anders Kreuger, 
Trond Lundemo, Gertrud Sandqvist

See page: 400.
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TECHNOLOGIES OF THE SELF

Lead Teacher: Professor Joachim Koester
Also teaching: Anders Kreuger
Guest lecturers: Marco Pasi and Yann 
Chataigné Tytelman
Credits: 6 

See page: 401.

Faculty



389

CASTING COURSE: 
BRONZE / ALUMINIUM / SILICON 

Lead Teacher: Senior lecturer P O Persson 
Also teaching: Robert Cassland 
Credits: 9 

See page: 403.
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WELDING
 
Lead Teacher: Senior lecturer P O Persson 
Also teaching: Robert Cassland 
Credits: 6 

See page: 400.
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PAINTING COURSE

Lead teacher: Junior Lecturer Viktor Kopp
Credits: 7,5

See page: 401

The painting course has been given the 
last four semesters. we have been working 
with basic issues in painting through one 
weekworkshops on different topics such 
as wallpainting, monochrome painting, 
chance, painting without paint and sculp
tural qualities in painting.

There have also been some text as
signments such as ”The biography of a 
painting”. The task here was to write about 
the development of a finished painting, 
verbalizing the different choices and 
coincidences leading up to the finished 
work. Not so much analyzing the work as 
scrutinizing the process and the develop
ment of thought therein, which in a sense 
could be said to describe the aim of the 
painting course as a whole.

we did several studio visits with art
ists in Malmö such as Per Mårtensson, 
Charlotte walentin, Nichlas winmalm 
and Pierre Sandgren. other artists visited 
us, such as Thomas elovsson and of course 
Nina roos who is a recurrent visitor at 
the academy. Anders Kreuger was kind 
enough to also give a couple of lectures 
focused on art history.

The foundation and the backbone of the 
course has been the students’ work and our 
discussions around their work. I am deeply 
impressed by their achievements and their 
engagement in the sometimes seemingly 
ridiculous tasks I have assigned them. Paint 
on the wall. Paint on the floor. Paint stand
ing on your head while singing La Marseil
laise (nah, not really). The level of the course 
has been set by the students’ ability to think 
fast, work purposefully and through simple 
assignments develop their personal and 
complex take on a given subject.

Viktor Kopp
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CLOSE READINGS: AGAMBEN AND 
BARE LIFE 

Lead Teacher: Professor Gertrud Sandqvist 
Credits: 15

See page: 402
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ANTóNIo CorCeIro-LeAL
Restrained Grace 1

06.12.2010

The Portuguese Colonial war started in 
1961 and men were needed to join the 
troops that were being sent to Angola. My 
father’s youngest sibling was the only one 
that had the opportunity to proceed with 
studies beyond the fourth grade and he 
was single. This made him highly suscepti
ble to being conscripted. In 1962, when he 
had to present himself for military service, 
he escaped from the small village where 
he was born and which is near the border 
with Spain. He became a deserter. His 
destination was France and he had to pass 
in disguise through Spain and the two 
borders. He made it. Away from Portugal 
and Salazar’s dictatorship he was able to 
have a new chance at life. He changed 
his name when he got French citizenship. 
one of them was a hyphen that he added 
between his two surnames, “Corceiro
Leal”. My artistic name is not the same as 
the one I have in my Id card. other artists 
already had that one so I had to search 
for other family names. I chose “António 
CorceiroLeal”.

In 2004, the philosopher José Gil pub
lished Portugal, Today: Fear of Existing in 
which he tries to identify what is under
mining Portuguese identity. He says, 
“It is the narcissistic core, from which 
unquestioning belief in themselves and the 
world arises – that, that in every one of us, 
is the germ of all our life force – is what is 
at stake. That which spontaneously gives 
us confidence to act, urges us to think, 
compels us to explore and venture into 
the midst of others and ourselves. That is 
what we lack. That is what we have been 
deprived of.”2 In the process of trying to 
identify some of these causes I will focus 
on two things in Portuguese history: the 
political secret police (PIde) during the 
dictatorship, and Salazar. The political 
police can be placed at the foundation of 
a dictatorship because it can become an 
independent force that acts in the name 
of national security. As walter Benjamin 
says, “the police intervene ‘for security 
reasons’ in countless cases where no clear 
legal situation exists, when they are not 

merely, without the slightest relation to 
legal ends, accompanying the citizen as a 
brutal encumbrance through a life regu
lated by ordinances, or simply supervising 
him.”3 And this type of action is possible 
because “its power is formless, like its no
wheretangible, allpervasive, ghostly pres
ence in the life of civilized states.”4 PIde 
was the main tool of repression and “is 
considered by many authors as being one 
of the most functional and effective secret 
services in history. Using a wide network 
of covert cells, which were spread through
out Portugal and its overseas territories, 
PIde had infiltrated agents into almost 
every underground movement, including 
the Portuguese Communist Party as well 
as the independence movements in Angola 
and Mozambique. The PIde encouraged 
citizens – the socalled bufos (snitches) 
– to denounce suspicious activities, 
through the use of monetary and prestige 
incentives. This resulted in an extremely 
effective espionage service, which was 
able to fully control almost every aspect of 
Portuguese daily life. Thousands of Portu
guese were arrested and tortured in PIde’s 
prisons.”5 Gil characterises the specific fear 
that was produced during the dictatorship 
as “embedded”, “embodied”, “without 
object”, and at the same time “ubiquitous”, 
a “companion at every moment”. “[Fear is] 
a system that directly and indirectly affects 
macrosocial mechanisms. It is a system 
of relations in immediate emotional con
nection with the productive machine and 
the power. Fear prevents certain forces 
from expressing themselves, inhibits, 
removes and separates the individual 
from his territory, shrinks the space of the 
body, shatters group cohesion – all this 
has gradual and immediate effects on the 
processes of economic, social, artistic, and 
thought production. Breaks them, slows 
them, crumbles them.”6 As a strategy of 
survival, Gil identifies the particular way 
the Portuguese made their savings and the 
implications for their daily life: “what did 
saving mean? restrict desire to an absolute 
minimum to create a nest egg. what is 
striking today is the obsession, the con
tinued obstinacy, almost the passion with 
which savings were made. They would save 
on food, clothing, the house, amusements, 
and on pleasures of all kinds. (…) It is not 
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hard to imagine the consequences of such 
a scheme of life. The reduction of space for 
bodies to expand, of the proper motions of 
exploitation, of emotional investment, of 
bodily freedom, of the desire for spontane
ity. Continuous monitoring, selfdiscipline 
that cripples the will for life (and the life of 
will).”7 By behaving like this the common 
citizen found himself in a kind of numb 
and flat life without expression, neither 
dead nor alive, always fearing the future 
and mourning the past. “But as the Nazi 
Führer or the Italian duce (with all the 
differences that separated them) imposed 
a transcendent significance which called 
for a pathos of identification and sacri
fice, dissolving the subject in a plane of 
intensive immanence, Salazar, instead, did 
everything so that the intensities would 
fade, attenuate and cease to circulate in the 
public space. Thus, he created a perverse 
reality, and somehow monstrous: a plan 
for noninscription of individual existence 
understood as intensive existence and crea
tive power. only subscription to this plan 
(i.e., the disappearance of the individual 
as an expressive singularity) legitimised 
the social existence of the Portuguese.”8 
Although the Carnation revolution had 
happened thirtysix years ago, Gil argues 
that “The fear is inherited. Because it 
is internalised, more unconscious than 
conscious, it turns out to be part of the 
‘character of the Portuguese’ (sad, sullen, 
gloomy), it is part of ‘the genealogical 
unconscious’ (Nicolas Abraham) that 
passes from father to son, from generation 
to generation.”9

I started to pay attention to some facts 
in my behaviour since I left my parents’ 
house. I rarely eat potatoes. I choose not 
to eat fruit that goes bad. I avoid leftovers. 
I choose to get rid of old clothes. I do not 
mend holes in socks. I enjoy having the 
lights on at night in all the rooms. I like 
to stroll and explore without knowing the 
way. I spend time contemplating a new 
landscape. I like the turmoil of travelling. 
I can sleep everywhere. I may stay longer 
at the beach getting sunburnt. I am often 
late. I like to spend time with friends. 
I choose to test my mind and body by 
means of physical exercise. I need to dance 
till I sweat and my body hurts. I need a 
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large amount of space to dance. I often 
make a noise when I have sex. I started 
to embrace and kiss my parents. I started 
to cry more. I started to use the english 
language more10. I started to rely more on 
my artistic expression. I am in Sweden.
 

NOTES AND REFERENCES:

There is no official translation for José Gil’s 
book. I freely translated the quotations that 
were used.

1. “What he calls grace is belief in life and 
the expression of this life. That is grace.”,
Suely Rolnik interpreting the use of the 
word “grace” by Deleuze in correspondence 
between them, in Resonating Surfaces by 
Manon de Boer, 16mm film transferred to 
video, 2005.

2. José Gil, Portugal, Today: Fear of Exist-
ing, 2004, p. 132

3. Walter Benjamin, “Critique of Violence”, 
1996 [1921], Marcus Bullock & Michael 
W. Jennings, Walter Benjamin: Selected 
Writings, Volume 1, 1913-1926, Cambridge, 
Mass.: Harvard University Press, p. 243

4. Ibid.

5. http://en.wikipedia.org/wiki/PIDE 
(30/11/2010)

6. José Gil, Portugal, Today: Fear of 
 Existing, 2004, p. 72

7. Ibid, p. 67

8. Ibid, p. 133

9. Ibid, p. 68

10. “…the French language was the instru-
ment that I had discovered to prevent the 
dictatorship’s knife from killing me. I attempt-
ed suicide when I arrived in Paris. So, I used 
the French language to construct a plaster 
shell. I left the infected wound encapsulated 
in the Brazilian language. This white plaster 
shell I had made of the French language pro-
tected the vital energy from contamination 
by the infected wound. When speaking, the 
wounded vital energy doesn’t appear in the 
meaning of the words, it presents itself in the 
tone, for the tone is its expression. In other 
words, the infection resides in the tone of the 
voice. As I had encapsulated this tone I was 
protected from metastases.”, Suely Rolnik 
in Resonating Surfaces by Manon de Boer, 
16mm film transferred to video, 2005.

SArAH JANe 
GorLITZ

–

In his thinking, Agamben develops a 
complex theoretical strategy that aims 
at upturning established norms and 
hegemonic conceptions of the political. 
Part of his argument lies in the belief 
that the political can no longer be taken 
as separate from the private. In focusing 
on sovereign power, he emphasises the 
vulnerability of everyday life. Life becomes 
precarious when it becomes indistinguish
able from law. As a result, “every gesture 
becomes unrealisable” (III, 98) because 
‘the most innocent gesture or the smallest 
forgetfulness can have the most extreme 
consequences’ (I, 52). In reducing hu
man agency to bare life, the law loses its 
meaningfulness and yet still affirms itself 
by the fact that it is in force, becoming 
‘force without significance’. Though this 
may seem an exaggeration, it is a strategy 
Agamben adopts to reveal the arbitrariness 
of law, its overwhelming allpervasiveness 
in all aspects of life, and to show that this 
merging of law and life makes the limits 
of law ungraspable and impassable (as in 
Kafka’s allegory “Before the Law”).

Agamben faces the question: how is it 
possible to critique a situation when im
mersed within its structure? one way out 
may be in somehow creating a third space 
from which to view the structure at a slight 
distance. To begin to navigate and anchor 
relationships that are otherwise ungrasp
able, Agamben develops the figure of the 
homo sacer, as an enactment of a border, of 
a third space – a body that acts as ‘other’, 
which operates in a separate zone, at once 
outside of the political and yet more than 
anything, fundamentally political.

A major part of Agamben’s methodology 
relies on the uncovering and develop
ment of paradoxes, whose reimagining 
produces other perspectives. For instance, 
he describes the situation of a ‘state of 
exception’ or exclusion from the law as 
being outside the law and yet also that 
which implicitly defines the law – “that 
the rule maintains itself in relation to 
the exception in the form of suspension 
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... the rule applies to the exception in no 
longer applying, in withdrawing from it” 
(III, 94). He even describes the excep
tion as not simply excluded, but rather 
“truly taken outside”(III, 94). when he 
confronts the problem of constituting and 
constituted law, he says the question is not 
how to maintain the constituting within 
the constituted, but how to maintain the 
distinction and be aware of when/where 
the transition occurs. He argues that at 
the foundation of this relationship lies an 
ontological question – that of the relation
ship between potentiality and actuality. 
He insists that we must find a way for it to 
be “possible to think the relation between 
potentiality and actuality differently – 
even to think beyond the relation” (I, 44).

Central to his approach is the establish
ment of potentiality as a separate realm, 
an ‘effective mode of existence’ in which 
potentiality maintains itself – in relation 
but not subordinated to actuality – in the 
form of its suspension (I, 45). Potentiality 
exists, not simply as nonBeing, but as the 
existence of nonBeing, the presence of an 
absence. “(I)n its originary structure, dy
namis, potentiality, maintains itself in re
lation to its own privation, its own sterēsis, 
its own nonBeing.” (II, 105) This non
Being, what Agamben calls impotentiality, 
is crucial to the outline of his argument. 
He argues, “there is truly only potentiality 
where the potentiality to not be does not 
lag behind actuality but passes fully into it 
as such”. “To set impotentiality aside is not 
to destroy it but on the contrary to fulfil 
it, to turn potentiality back upon itself in 
order to give itself to itself.” (I, 45)

Agamben employs a similar strategy in his 
interpretation of messianism, which is not 
explained simply (as in previous analyses) 
as the tension between two irreconcilable 
tendencies:

One of the paradoxes of the messianic 
kingdom is, indeed, that another world and 
another time must make themselves present 
in this world and time. This means that 
historical time cannot simply be  cancelled 
and that messianic time, moreover, cannot 
be perfectly homogenous with history: the two 
times must instead accompany each other ac-

cording to modalities that cannot be reduced 
to a dual logic (this world / the other world). 
In this regard Furio Jesi, the most intelligent 
scholar of Italian myth, once suggested that to 
understand the mode of Being of myth, one 
needs to introduce a third term into the op-
position “ is / is not”, which he formulated as 
a “there is-not”. Here we are confronted not 
with a compromise between two irreconcil-
able impulses but with an attempt to bring to 
light the hidden structure of historical time 
itself.” (III, 98)

Here again, we see a third space being 
created out of what might have previously 
been understood as a simple dual opposi
tion, through the use of a conceptualisa
tion of impotentiality, the “there isnot.” 
It is through the constant awareness of 
impotentiality, through holding close the 
presence of an absence, that a new perspec
tive on a situation can be formed.

It seems to be a method to effect a slight 
displacement that seems to leave every
thing intact. This idea seems related to the 
idea of the whole and the part, where it 
is possible to think of a whole as losing a 
part while still remaining whole (as, for in
stance, when getting a haircut). obviously 
an action or change has taken place, and 
yet the conceptualisation of continuity is 
still possible.

This move beyond – sectioning off, creat
ing a border, exclusion – does not sever ties 
but paradoxically bridges them, by making 
them more visible, establishing a route by 
which to relate back to the originary struc
ture. It is like a gathering up, condensing 
and pulling away of a part of a whole to a 
place just outside and still touching, even 
pressing against the whole. This disloca
tive action that constitutes a break in order 
to see the break (and by that token the 
relationship) anew, represents for me a pro
ductive way not to deny but rather remain 
connected to established conditions, while 
at the same time searching for another 
perhaps more personal and intimate way 
to shed light on a situation. This is not 
an aggressive action, nor an escape. It is a 
segue that allows a conversation to form 
which, although founded in the abstract, 
does not dissolve into an infinity of (sub

jective) alternatives, but remains relational 
and within the practical. It is attuned to 
the intricate and reciprocal relationships 
between agency and structure and opens 
the possibility for active involvement. 
rather than polarising the political, it 
stays within reach.

I. from “Potentiality and Law”, in Homo 
Sacer: Sovereign Power and Bare Life. 
 Stanford University Press 1998.

II. from “The Messiah and the Sovereign: 
The Problem of Law in Walter Benjamin”,  
in Potentialities: Collected Essays in Phi-
losophy. Stanford University Press 1999.

III. from “On Potentiality”, in Potentialities: 
Collected Essays in Philosophy. 1999.
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Zardasht Faraj
Homo Sacer and Sovereign Power 

an-Nisa’ (Women)

IN thE NaME OF GOd, thE Gra-
CIOUs, thE MErCIFUL
[4:15] as FOr thOsE OF your women 
who are guilty of immoral conduct, call 
upon four from amongst you to bear 
witness against them. and if four men do 
bear witness, confine those women to their 
houses until either death takes them away 
or allah opens some way for them. 

In honour and Conscience

What I find interesting in the concept of 
homo sacer is the comparison between 
women who are subjected to honour kill-
ings and the individuals who carry out 
honour killings. and what is the signifi-
cance of religious ritual in all of this?

What is it that drives the sovereign power 
to carry out perverted acts such as torture 
and murder?

Faculty

What is this sadistic game that has a 
tendency to be derailed from its natural 
origins, and drives individual human be-
ings to carry out murder and torture? I am 
interested in how this perversion arises in 
these individuals, in where the ideas come 
from, and in how the images are created 
and staged.

today it is not the city but rather the camp 
that is the fundamental biopolitical para-
digm of the West.
(agamben 1998: 181)
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TiTas silovas
Liberté, Égalité, Fraternité ou la Mort 

dans les Réalitès de Transaction 

Collective violence (could be political, 
economic, cultural) always involves some 
level of planning, calculation, carefully 
constructed burdens – and it’s clear that 
it takes some time to build it. in the last 
two decades there has been an enormous 
growth of primary means of thinking and 
producing new forms of identity for con-
cepts like race, nation and economic free-
dom or economic leadership. By producing 
these new forms of identity, we’re also 
building new categories of “others”. ac-
cording to Hannah arendt violence “needs 
implements“, which effects and constructs 
our image of violence (also economic 
hegemony and new forms of imperialism). 
an ideal society is a theoretical impossibil-
ity and, in practice, all attempts to build 
an ideal society have led to tyranny, but 
unlimited economic freedom can be just 
as “dangerous” as unlimited physical free-
dom, and economic power may be nearly 
as dangerous as physical violence.

The economically strong state is free to 
harm one that is economically weak, and 
to rob it of freedom by using economic 
jurisdiction. it seems as though economics 
has an impact from the very beginning, 
especially after the ‘global’ economic-fi-
nancial crisis. and somehow when we have 
to tighten our belts and rethink what’s 
wrong with the economy, we cut off sup-
port for culture and go back to the nation 
or ‘classical’ family values. once again 
we’re asking: “What is going to hold us 
together?”. and concepts like nation and 
family values are potential playgrounds for 
the populist radical Right, in other words 
its connection to pre-war fascism (degener-
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ate art concepts) and Nazism. We may want 
it or not, but society is transforming very 
rapidly and this change or ‘economic –
individual’ model produces “winners” and 
“losers”. and then again we are building 
a new category of “other’’. it seems that 
the economic subject (homo œconomicus) 
and subject of justice (homo legalis or homo 
juridicus) have different relationship with 
political power. Every one of us is depend-
ent on the flow of things in the world, but 
the economic man is bound up with oth-
ers. in other words, he is linked to a form 
of production, without wishing it or being 
able to control it. 

The support for the radical Right parties 
refer to a form of crisis linked to postin-
dustrial society and its consequences. 
and under conditions of massive societal 
change there is a chance that the “losers” 
will vote for radical Right parties, rather 
than choosing ‘classical’ ones.

so, how do we perceive the radical Right? 
is it so alien to a model of Western demo-
cratic ideology and why do they (the radi-
cal Right) keep focussing on socio-cultural 
issues? and with regard to us (artists), who 
are we? strangers? satellites? Temporary 
contractors? others? Homines sacri?

Even talking about the art scene is reveal-
ing in relation to biopolitical ethics, the 
local economy, et cetera. as lately Pascal 
Gielen puts: 

‘The following scenario might be a slight 
exaggeration, but there’s a kernel of truth in 
it: you are dumped by the cultural economy 
because you’ve had a burnout, because you are 
forty-five and no longer young and sexy, but 
above all because you are no longer afford-
able. You suddenly realize that you have no 
children (having kids is not done on the scene 
– it rules out flexible working hours); that 
your partner has just left you because you are 
always abroad; that your nearest friend is at 
least 350 kilometres away so you’ve got no one 
to help you move house; and that you haven’t 
saved a cent towards your pension because 
you’ve always worked on temporary contracts 
or no contracts at all. This is the often-forgot-
ten shadow side of the cultural industry and 
the creative city that is blindly embraced by 

quite a lot of cultural policymakers and other 
politicians nowadays.’ . . .

‘However, the point is that the freedom of the 
art scene within the capitalist mise-en-scène 
can merely be a false freedom, because it 
always serves a well-defined goal: the pursuit 
of profit.’ . . . 

‘Of course, interest in the art scene from 
politicians and managers need not lead to 
paranoia. Their focus does, after all, demon-
strate to some extent that artistic phenomena 
have considerable social support. But as soon 
as that focus causes the artistic scene to be 
exploited on account of its informality and 
ethic of freedom, and thus restructured via 
biopower into a real lack of freedom, the art 
scene will have something to worry about.’ 

Collective sovereignty is a container for 
individual rights and at the same time the 
principle of our limitations. an economic 
sovereign administers the subjects and 
by administrating, exercises sovereignty 
between individuals, groups, states or 
even countries. also he gives knowledge of 
everything taking place within his coun-
try, therefore giving the power to control 
economic processes. M. Foucault suggests 
two possible solutions. one is to limit the 
sovereign’s sovereignty geographically, to 
fix a sort of frontier to the exercise of his 
power. The sovereign would be able to 
intervene everywhere, so to speak, except 
in the market. The second would be that 
the sovereign has to exercise a completely 
different power than the political power 
on the market. This means it has to pass 
from political activity to theoretical pas-
sivity, which means it changes its nature of 
activities. later Foucault adds: ‘the art of 
government must be exercised in a space 
of sovereignty – and it is the law of the 
state which says this – but the trouble or 
problem is that this space turns out to be 
inhabited by economic subjects.’ 

once there was a space inhabited by homo 
œconomicus and then it was ‘‘transformed’’ 
into civil society (constant for humanity), 
serving as the medium for the economic 
bond. it brings individuals together 
through their interests (mostly egoistic 
ones) to enjoy increasing benefits. But if 
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we think that the group’s decision is the 
decision of the whole group, we could be 
wrong. Power already exists before it is 
regulated or legally established. In short, 
civil society is a playground where the 
sovereign preserves the unity and general
ity of the art of governing (economically 
and juridicaly) over the whole sphere of 
sovereignty. 

It seems that we’re experiencing the end
less transformation of civil society for the 
civil society. we’re still dealing with the 
problem of how to regulate and limit pow
er within society, or how to organise the 
relation between civil society and the state 
without violating the basic freedoms and 
the essential rights of citizens, and without 
creating the concept of “the other”. 
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Double Bodies of Sovereign Revisited
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As Agamben quotes from Pompeius Fes
tus: “The sacred man is the one whom the 
people have judged on account of a crime. 
It is not permitted to sacrifice this man, yet 
he who kills him will not be condemned 
for homicide; in the first tribunitian law, 
in fact, it is noted that “if someone kills 
the one who is sacred according to the 
plebiscite, it will not be considered homi
cide.” This is why it is customary for a bad 
or impure man to be called sacred.”

Then he continues to describe the difficulties 
of definitive interpretation of the  roman 
law and the vague association of “sacred
ness” with the unconditional threat of death 
hanging over homo sacer. reflecting on 
the notion of “sacredness” he examines the 
analogies between purity and impurity in 
various religions and how close they can be 
in their psychological effect. They both set 
off a condition of awe and anxiety through 
ideas of taboo, sin, untouchability or me
ticulous rules of bodily conduct.

The ambiguous condition of the “sacred” 
man however is more significant in 
relation to his life and death. For the 
“sacred” man the “state of exception” and 
permanent fear of death – which may 
happen outside of the regulated, lawful 
and predictable logics of behaviour – will 
be more agonising than immediate capital 
punishment. while execution terminates a 
life, the status of the “sacred” man haunts 
him for an unspecified duration before an 
unexpected death, which may occur in the 
normal routines of life. His life therefore 
will be an intense contemplation on death.

drawing on this thread in the discourse 
we may focus on other instances of a 
condition that renders human life adjacent 
to termination. Among these examples 
we observe the life of the political figures 
and especially infamous dictators who 
consume life in search of power; dictators 
who rule over immediate life and death 
of individuals through every imaginable 
malicious means. The sovereign in this 
case is subject to perpetual fear of revolt, 

coup or assassination, leading to cynicism 
and paranoia. The notion of “enemy” is 
therefore indispensible in their literature 
while “security” or “protection” is the 
prime concern. This crucial dependance 
on “protection” is the direct result of “iso
lation” and “exception”.

Here the life of the “sacred” man and the 
“sovereign” seem to be similar and share 
the perpetual contemplation on death; the 
ambiguity which is seen in the definition 
of the “sacred” ensues in this situation 
again. As Agamben quotes from ernout 
and Meillet “Sacer designates the person or 
the thing that one cannot touch without 
dirtying oneself or without dirtying; 
hence the double meaning of ‘sacred’ or 
‘accursed’ (approximately).” The “sacred” 
body of the sovereign therefore should be 
carefully “protected” and this necessitates 
a minimal social presence and scrupulous 
security strategies.

* * *

employment of body doubles is one of 
the wellknown security tactics. Politi
cal decoys or doubles have been used as a 
defensive or misleading strategy by some 
heads of state, politicians and military 
figures throughout history. There are 
various rumours and stories about these 
cases and the people who have been hired 
or picked out for this purpose. General 
Bernard Montgomery, Adolf Hitler, Hein
rich Himmler, Joseph Stalin, Boris Yeltsin, 
Saddam Hussein and his notorious son 
Uday have been allegedly doubled.

The double is employed as an alternative 
target for life threats. He is subject to 
death at any time. He lives with constant 
fear in an uncertain and insecure posi
tion. The life of the double is completely 
out of his control while he is used as an 
instrument. In most cases the double has 
no choice over the situation. The mere 
physical resemblance to the sovereign 
leads to his “captivity” which is followed 
by physical alterations and modification 
of demeanour. He is taught to behave 
like the “target”. As an actor he should be 
trained to perform under critical condi
tions. Compared to a bodyguard and the 
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high risks that he undertakes, the double 
is in an even more crucial condition. He is 
not only the objective of assassinations but 
also subject to physical and psychological 
transformations that should reconstruct 
his personality and image in order to 
simulate the “target”. The double is used to 
deceive or mislead the enemy. The double 
body has to be extremely similar to the 
sovereign’s and therefore it may undergo 
bodily alterations and plastic surgeries. 
Bio-political power is imposed in its ulti-
mate sense on the body double.

While the body of the double is precious 
to the sovereign, his original personal-
ity is of no value. Ideally the pre-existing 
character of the double should be com-
pletely annihilated and replaced with that 
of the “target”, enabling him to function 
as a clone. While impersonating the target, 
mimicking the gestures, mannerisms, 
gait and voice, he should also relinquish 
inconsistent habits of his own. The double 
apparently shares the life of the “target”. 
But while nearly everyone is misled by his 
act, he is deeply aware of the situation and 
the imminent hazards. 

The existence of the double maintains the 
postmortem aura of the sovereign. The 
identity of the humiliated or executed fig-
ure is questioned and blurred. The image of 
the original figure is either fully or partially 
preserved due to identity uncertainties. Ac-
tual assassination of the double may even 
boost the morale and image of the “target”. 
In that case the “target” will survive a 
deadly assault, which could possibly ter-
minate his life. He will enjoy intelligence 
superiority, learning about the imminence 
and means of future attacks. He will be 
able to manipulate news or fabricate the de-
sired “information” through the confusion 
that results from the existence of doubles 
and the vagueness of identities. However 
above all there will be the possibility of 
creating an immortal image of the “target”, 
as there will always be some historical 
uncertainties in relation to his death.

* * *

Saddam was widely regarded as a “master 
of survival,” making any assassination 

attempt difficult. He supposedly made use 
of body doubles who reportedly had plastic 
surgery and learned his mannerisms. He 
shied away from public appearances, pre-
ferring to use doubles for any such events.
Due to the excessive secrecy the actual 
lives of his doubles have been completely 
shrouded in mystery. However it is be-
lieved by some people that they were ex-
tremely similar to him and used to appear 
in public or even diplomatic meetings. 
There is a rumour that the Austrian politi-
cian Jörg Haider met one of these doubles 
instead of Saddam Hussein.

During the operation of coalition forces in 
Iraq there were several attacks on “tar-
gets of opportunity” with the use of 36 
Tomahawk missiles and GBU-27 bunker 
buster bombs on March 20th 2003, which 
were expected to target Saddam Hus-
sein’s location as suggested by intelligence. 
An address apparently made by Saddam 
Hussein was broadcast on Iraqi TV later 
on March 20th at approximately 21:00 
local time. Iraqi state television claimed 
that this report was live. The person mak-
ing the broadcast refers to the date of the 
bombing and the fact that it was at dawn. 
He was wearing glasses and reading from 
handwritten notes. This broadcast did not 
convince US analysts that Saddam was 
still alive. Analysts seized upon the glasses 
and notes as two big differences from 
Saddam Hussein’s usual TV appearances. 
Additionally, a former mistress of the Iraqi 
president said it was not him.

On March 24th Saddam Hussein ap-
peared on Iraqi television, dressed in a 
green military uniform, and again read 
from a script. He looked in better health 
than the person making the previous 
broadcast on the 20th. He named the port 
of Umm Qasr and referenced individual 
commanders and their locations. He also 
referred to the 45th Battalion of the 11th 
Division, adding extra credibility. UK De-
fence Secretary Geoff Hoon commented: 
“Obviously analysis continues, but what I 
can say straight away is that those pictures 
were not live.” Hoon also claimed that 
the Iraqi leader had made a number of 
pre-recorded broadcasts for use in different 
eventualities. 

On 14th December 2003, U.S. adminis-
trator in Iraq L. Paul Bremer announced 
that Saddam Hussein had been captured 
at a farmhouse in ad-Dawr near Tikrit. 
Bremer presented video footage of Saddam 
in custody.

Saddam was hanged on 30th December 
2006, despite his wish to be shot.

The identity of the person who was ex-
ecuted as Saddam Hussein is still doubted 
by some analysts. Reportedly Saddam’s 
wife Sajida Khairalla Tulfa had a meeting 
with him in custody. Sajida claims that 
the person she encountered was not her 
husband, but his double.

Hazy stories and rumours around the 
issue can be found especially among his 
supporters and sympathisers, who tend to 
believe that the real Saddam Hussein is 
still alive.

Nevertheless no trace of Saddam doubles 
has ever been found.

* * *

Note: All information in the last part of this 
text has been derived or quoted from Wiki-
pedia or other unofficial online sources.
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Autumn SemeSter 2010

BFA / teCHnICAL COurSeS:

PlastiC 
lead teacher: senior lecturer P O Persson
Credits: 3 

Participating students: Marten Damgaard, 
David Nilsson 

The course in handling plastics gives know
ledge in laminating and casting plastics, plus 
basic information about the safety regulations 
in the workshop. After finishing the course, 
you will get a “driver’s licence” that permits 
you to work in the workshop on your own. 

WelDiNg 
lead teacher: senior lecturer P O Persson 
also teaching: Robert Cassland 
Credits: 6 

Participating students: arvid Hägg, Martin 
lernestål, sandra Mujinga, Olof Nimar, eva 
Roel, Michael Rold, anika schwarzlose

Through this course you will gain knowledge 
about different welding techniques such as 
MIG and gas welding as well as information 
about the security regulations for the different 
techniques. After the course you will receive 
a “driver’s licence” that allows you to work on 
your own with the welding equipment.
_

BFA / Art COurSeS:

aPPlieD sOuND, sOuND aRt – sOuND 
iNstallatiONs, iNteRaCtiON WitH 
COMPuteRs, sOuND aND viDeO 
guest teacher: stefan Klaverdal 
Credits: 9 

Participating students: Maria Norrman, 
Cathrine Hellberg, ellinor aasgaard, 
 Marten Damgaard, Nathalie Fuica sánchez, 
 Jessica sanderheim, Kianoosh vahabi, 
Malin  Franzén, Matilde K Böcher, Kah Bee 
Chow, Jesper veileby, Karen gimle, ihra lill 
scharning, Richard alexandersson

This course focuses on how to use sound 
in a context, mostly in the form of installa
tions, but also as a way of creating a mood or 
changing the perception of a room, a video or 
something else. 
  Much of the course will evolve around 
technical solutions, but the main focus will be 
the creative side and how to express oneself 
with sound, either separately or with some
thing visual. 
  We will also experiment with how to 
exhibit sound art in different spaces: How do 
different pieces affect each other? How does 
a sound environment affect a specific piece 
and why? 
  We will go through the technical means 
for recording, editing, and reproducing sound, 

in workshops as well as in theoretical classes. 
We will do things both as a large group and 
in groups of two or three students. I will also 
meet each student for individual sessions. All 
students will have access to the sound studio 
as well as other computer stations with sound 
editing software. 

Contents: 
For those who need it: a short overview of 
the sound studio, basic acoustics, and basics 
of digital sound 
What is sound? When does sound become 
music? 
Advanced microphone technique 
Basic and advanced recording edit and repro
ducing sounds 
Basic course in Max/MSP 
Basics of how to find the right gear and solu
tions for a specific installation 

HistORy OF exPeRiMeNtal FilM
lead teacher: visiting lecturer of Fine art, 
Nathalie Melikian
Credits: 6

Participating students: ellinor aurora 
aasgaard, Matilde K Böcher, Kah Bee Chow, 
Jóhan Martin Christiansen, Marten Dam-
gaard, alexander Fitzgerald, Cathrine Hell-
berg, Henriette elsine Hoff levinsen, stine 
Kvam, Michael Magnussen, Maria Norrman, 
Helena Olsson, emil Rønn andersen, ihra lil 
scharning, Danilo stankovic, Julia stepp, 
Kianoosh vahabi, Jesper veileby, stine Wex-
elsen goksøyr, Madeleine Åstrand

The 2 weeks’ intensive course will trace the 
trajectory of experiments in filmmaking to reveal 
the important role played by film in developing 
a critical approach to the process of artmaking 
from the sixties to present day. We will look 
at different historical moments to explore the 
relationship between the constantly changing 
potential of the medium, and critical think
ing, starting with notions of modernity forged 
between the new technologies of film. This 
seminar we will examine the development of 
film from the Lumière Brothers and consider 
different types of film such as the avantgarde 
experimental, structuralism, Fluxus, artists’ films, 
selfreferential films, found film assemblage, text 
as film; and new forms of documentary. Discus
sions will follow the viewing of each film.

Landmark early films: 
18941896 Edison 
18951897 The Lumière Brothers Exiting the 
 factory; Arrival of a train at la Ciotat 
1902 Méliès Le Voyage dans la Lune 
Avantgarde films: 
1920s1930s Experimental films 
1929 Dziga Vertov The Man with a Moving 
Camera 
1928 Luis Buñuel, Salvador Dalí Un Chien 
Andalou 
1930 Jean Cocteau Blood of the Poet 
American and Canadian Experimental films: 

1944 Maya Deren At Land and Meditation on 
Violence
1952 Norman McLaren Neighbours 
1963/1971 Stan Brakhage Mothlight 
The Act of Seeing with One’s Own Eyes, 
Window Water Baby Moving 
1949/1963 Jonas Mekas Lost Lost Lost
1964 Kenneth Anger Scorpio Rising
Structuralist/Materialist films: 
1971 Michael Snow Rameau’s Nephew by 
Diderot (Thanks to Dennis Young) by Wilma 
Schoen 
1981 Michael Snow Presents
1968/1969 Peter Gidal Key and Clouds
1969/1972 Hollis Frampton Nostalgia
1970/1974 Malcom Le Grice Berlin Horse, 
After Lumière 
Andy Warhol 
Fluxus compilation films: 
19651970 Nam June Paik, George Brecht, 
Yoko Ono, Paul Sharits 
Selfreferential/Film practice as subject/ 
Personal Documentary: 
1967 Jim McBride David Holzman’s Diary 
1986 Ross McElwee Sherman’s March: A 
Meditation on the Possibility of Romantic 
Love in the South During an Era of Nuclear 
Weapons Proliferation 
Compilation/Found Film: 
1968 Bruce Conner Crossroads 
1982 Kevin Rafferty, Jane Loader, Pierce 
Rafferty The Atomic Café
Text, Music and Image: 
1983 Godfrey Reggio Koyaanisqatsi 
1993 Derek Jarman Blue
1996 Bruce Conner Looking for Mushrooms 
Documentary: 
1992 Peter Lynch Project Grizzly 
1980 Errol Morris Gates of Heaven followed 
by Werner Herzog Eats His Shoe 
2005 Werner Herzog Grizzly Man
2003 Dan Ollman and Sarah Price The Yes 
Men
Women Experimental filmmakers: 
1967 Shirley Clark Portrait of Jason
Readings: 
Sitney, P. Adams. Film Culture Reader, Cooper 
Square Press, 2000, (selected readings) 
Sitney, P. Adams. Visionary Film: The Avant-
Garde 1943-1978, Oxford University Press, 
1979 (selected readings) 
Ian Christie: “The AvantGardes and European 
Cinema before 1930” in The Oxford Guide to 
Film Studies, Edited by John Hill and Pamela 
Church Gibson, OUP, 1998
Gidal, Peter: Materialist Film. London; New 
York: Routledge, 1989 
Stam, Robert: New Vocabularies in Film 
Semiotics: Structuralism, Post-structuralism 
and Beyond, Routledge, Chapman & Hall, 
Incorporated, 1992 (selected readings)

tiMe-MOveMeNt; a MOveMeNt iN tiMe
a course on photography, video and infor-
mation gathering in the library
lead teacher: senior lecturer Maria Hedlund 
also teaching: Margot edström, Madeleine 
Bergquist
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Lecturers: Anders Kreuger, Trond Lundemo, 
Gertrud Sandqvist
Credits: 7,5 

Participating students: Kah Bee Chow, 
Marten Damgaard, Zardasht Faraj, Arvid 
Hägg, Helena Olsson, Michael Rold, Emil 
Rønn Andersen, Jessica Sanderheim, Jenny 
Åkerlund, Madeleine Åstrand

The objective of the course is to inspire practi
cal work and discussion around the notion 
of time and movement, also as an extension 
of the physical space where the action takes 
place.
  Since the topic in itself is so broad and 
wide, I expect all participants to start working 
practically as soon as possible.
  On the first day, 20 September, when the 
course starts and we meet, I would like to dis
cuss two options, for each of you to make a 
decision about. In addition to your own artistic 
work I would like you to either:
• Search for information about an established 
artist’s work, someone you find interesting 
and are curious about. Analyse the material 
using the concepts of time and movement 
and make a presentation in front of the group.
Or:
• Participate in an excursion to a place we 
will choose together. This could be in Malmö 
or outside, but not further away than ap
proximately two hours by car. The idea is that 
before we go, you would make a thorough 
preparation, gathering information around 
events, history etc connected to the place. 
Hopefully once we are there other thoughts 
and perspectives will arise, and become of use 
in your ongoing process. 

Maria, Margot and Madeleine will be present 
all the time to help you out. All lectures and 
discussions are mandatory.

CONCEPT
Some days ago I started to read Don DeLillo’s 
latest novel, Point Omega(1). In the first 
chapter a man is spending time in Douglas 
Gordon’s 24 Hour Psycho; an installation at 
the Museum of Modern Art in New York. He 
keeps returning day after day, from the time 
the museum opens until it closes. It is as if he 
wishes that his own perception of time could 
change into the same slow tempo as the 
extended tempo in the film.
  Through some lectures, we will move 
back in time to an era when machineculture 
changed human experience of time and space 
in a crucial way. The lectures will focus on 
people that through their work have related to 
the subject in different ways. 

THE FIRST WEEK
Gertrud Sandqvist: On Marcel Proust, 10 July 
1871 – 18 Nov. 1922. 1913–1927 he wrote the 
novel Á la recherche du temps perdu, known in 
English as ‘In Search of Lost Time’ and in Swed
ish as ‘På spaning efter den tid som flytt’. It 
consists of seven volumes, over 3000 pages.

THE SECOND WEEK 
Trond Lundemo: On EtienneJules Marey 
(18301904) and Eadweard Muybridge (1830
1904). Both, individually, were experimenting 
in pushing photography towards film. Trond 
Lundemo is Senior Lecturer at the Institution 
of Film Studies, Stockholm University. In the 
afternoon you will have a group discussion 
around materials (a film and a text) which he 
will give you in advance and which you will 
have to prepare. 

THE THIRD WEEK
Anders Kreuger: On Henri Bergson (1859
1941). French philosopher who saw intui
tion as a form of knowledge able to create 
an understanding of the essence of reality 
through a continuous coming into being and 
its extension in time.

(1) One brief explanation: this is a term relating 
to the idea that the universe is constantly 
developing towards higher material complex
ity of consciousness. Ref: Pierre Teilhard de 
Chardin (1881–1955).

PAINTING COURSE
Lead teacher: Junior Lecturer Viktor Kopp
Credits: 7,5

Participating students: Martin Berring, 
 Johanna Fjaestad, Michael Magnussen, 
Eva Roel, Julia Stepp

The course is held over three weeklong ses
sions. The first two weeks will involve work 
on given painting assignments and the third 
week will consist of a series of lectures on 
contemporary painting by Thomas Elovsson, 
lecturer at Stockholm University College of 
Arts, Crafts and Design (Konstfack).

Thomas writes:
“The lectures are aimed at providing an overall 
picture of contemporary painting based on 
a number of examples. They are divided into 
nine chapters illustrating different ways of 
approaching painting. My strategy is to let 
discussions arise on the works that interest 
the participants. The lecture is to be seen 
as a huge block of information on the state 
of painting today and the starting point for 
individual investigations. Painting is, in my 
view, the art that is most clearly engaged in 
a dialogue with its own history. The material 
presented reaches back in time but above all 
moves in the present.”

The practical assignments will be presented 
on the Monday morning of each week and 
are intended to be completed without prior 
preparation. The challenge is to think quickly 
and realise the idea before the end of the 
week. There is no need for the results to be 
extremely comprehensive, but it is important 
to work in an independent and focused man
ner and to find an interesting approach within 
the given limitations. 

  The course will take place in the teaching 
studio and it is important that all participants 
work together in the studio in order to see and 
be able to discuss the works in progress. 
  We will meet on Mondays, Tuesdays and 
Fridays 10am – 4pm in course weeks, but the 
studio will be available throughout the week, 
evenings included. There will be a feedback 
session on the week’s work on Fridays, when 
we will also clean and restore the studio. 
  The course will also include visits to paint
ers’ studios and a minor written assignment. 

_

BFa / thEory coursEs:

TECHNOLOGIES OF THE SELF
Lead Teacher: Professor Joachim Koester
Also teaching: Anders Kreuger
Guest lecturers: Marco Pasi and Yann 
Chataigné Tytelman
Credits: 6 

Participating students: Richard Alexanders-
son, Martin Berring, Maria Eriksdotter, Alex-
ander Fitzgerald, Sarah Jane Gorlitz, Jorun 
Jonasson, Stine Kvam, Juha Laakkonen, 
Michael Magnussen, António Corceiro-
Leal, David Nilsson, Maria Norrman, Helena 
Olsson, Titas Silovas, Danilo Stankovic, 
Julia Stepp, Susanne Svantesson, Kianoosh 
Vahabi, Jenny Åkerlund

Shortly before his death the French philoso
pher Michel Foucault spoke of writing a new 
book on the ‘technologies of the self’. Until 
then Foucault’s project had been an inves
tigation into the technologies of power and 
domination. He had brilliantly sketched out a 
genealogy of various sciences and institutions, 
and uncovered the ways that institutionalised 
practices had disciplined, shaped and created 
the body and mind of the modern individual.
  Foucault’s last book on the technologies 
of the self would have been a departure from 
this project, since the book was intended to 
be an investigation into technologies, tools or 
methods used by an individual for transforma
tion and turning herself into a subject.
  For Foucault this quest for selfunder
standing would not reveal a terminal and ‘true’ 
identity. Rather the practices should be seen 
as a sort of selfcare, an ongoing quest for 
meaning closely related to creativity. What 
would be revealed would be a knowledge that 
is continually reconstituted by the forms cre
ated along the way. For Foucault our power as 
subjects would appear through our ability to 
use this knowledge well.
  In the course Technologies of the Self 
we will elaborate and expand upon Foucault’s 
notion of tools, methods and ideas that we 
can use to shape and transform ourselves. 
We will read the only text Foucault finished 
on this topic, as well as extracts from Henri 
Bergson’s last book The Two Sources of 
Morality and Religion (1932) and other texts 
to be confirmed.
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  We will watch films that expand and 
comment on the course topic, such as Dusan 
Makavejev’s W.R.: Mysteries of the Organism 
(1971), Peter Robinson’s Asylum: R.D. Laing 
(1972) and Manon de Boer’s Resonating Sur-
faces and ‘protopsychedelic’ extracts
from Busby Berkeley’s song and dance film 
The Gang’s All Here (1943).
  We will also engage in a few practical 
exercises to activate some of the technolo
gies of our bodies and minds. For this purpose 
please bring headphones, a yoga mat (or 
something else to lie comfortably on) and an 
iPod or a CD player.

ART HISTORY 1: CLASSICAL ANTIQUITY 
Guest teacher: Måns Holst-Ekström
Credits: 7,5

Participating students: Jóhan Martin 
Christiansen, Malin Franzén, Nathalie Fuica 
Sánchez, Henriette Elsine Hoff Levinsen, 
Danilo Stankovic, Jesper Veileby 
(The course was given in Swedish)

The art of classical antiquity – sculptures, 
paintings, architecture, urban planning – is 
of central importance to Western culture far 
into the modern age. In this course the art of 
Egypt, Greece and Rome from 3,000 BC to 
AD 500 is the principal object of study.

The course consists of six lectures/seminars 
at the Academy, a study visit to Ny Carlsberg 
Glyptotek in Copenhagen, and a common 
examination. This means eight course dates. 
At each lecture/seminar, a certain area will be 
discussed with reference to one or more texts 
and images. Examples of areas are problems 
of perspective, ideas for art, gender issues, 
social and political structures. 

_

MFa coursEs:

CLOSE READINGS: AGAMBEN AND 
BARE LIFE 
Lead Teacher: Professor Gertrud Sandqvist 
Credits: 15 

Participating students: António Corceiro-
Leal, Kah Bee Chow, Zardasht Faraj, 
Johanna Fjaestad, Sarah Jane Gorlitz, Stine 
Kvam, David Nilson, Max Ockborn, Titas 
Silovas, Anika Schwarzlose, Julia Stepp, 
Kianoosh Vahabi

The thinking of political philosopher Giorgio 
Agamben has gained a wide influence dur
ing the last decade. In these close readings 
we’ll look at some of his most seminal texts 
from Homo Sacer and Means Without End: 
Notes on Politics. (Mezzi senza fine: Note 
sulla politica). We’ll follow in particular his 
thinking around his notion of “biopolitics” and 
its consequences in relation to sovereignty, 
freedom, refugees and territories. Along

side Agamben, we’ll read some of his main 
references, in particular Michel Foucault’s 
History of Sexuality, part I, Hannah Arendt’s 
The Origins of Totalitarianism, and Georges 
Bataille’s The  Accursed Share. The course will 
include writing. 

AROUND PHOTOGRAPHY 
Lead Teacher: Professor Haegue Yang 
Credits: 7,5 

Participating students: Malin Franzén, Malin 
Nilsson, Anika Schwarzlose, Titas Silovas, 
Gunnhild Torgersen

No matter on which genre our practice is based, 
many artists deal with photography directly and 
indirectly, and in our work the photographic 
medium is present in multifaceted ways. 
  The goal of this course, Around Photo-
graphy, is to challenge conventions in contem
porary photography that have been estab
lished by the mass media. Discussions should 
focus on photographic works by suggested 
artists – yet we should steer clear of the 
conventional discourse of straight photogra
phy. The course aims to reread the selected 
artists in extended sociopolitical dimensions 
as well as to approach sculptural and per
formative aspects in their photographybased 
practices. 
  Each participant should choose two 
artists and make a short presentation with 
prepared handouts and presentation (Pow
erpoint type visual presentation or books) on 
the selected artist. Afterwards the students 
should present their own photographic works 
in relation to the presented artist. 
  During each session two presentations 
will be followed by general discussion after 
a short break, which will be opened up to 
deepen the understanding of related practices 
in art and photography.

REFERENCES
Sherrie Levine: Newborn (Paperback) by Ann 
Temkin
Sherrie Levine, Salubra (Hardcover)
Sherrie Levine, 9 September to 14 October 
1989 (Hardcover)
Louise Lawler: An Arrangement of Pictures 
(Hardcover, Oct. 2000)
Louise Lawler & Helen Molesworth, Twice 
Untitled and Other Pictures (Looking Back) 
(Paperback, Oct. 2006)
George Baker, Jack Bankowsky, Christian 
Kravagna, Birgit Pelzer, et al.,
Louise Lawler And Others (Hardcover, Aug. 
2004)
Martha Rosler, 3 Works: 1. The Restoration 
of High Culture in Chile; 2. The Bowery in 
Two Inadequate Descriptive Systems; 3. In, 
Around, and Afterthoughts (on Documentary 
Photography)
Alan Gilbert and Juan Vicente Aliaga, Martha 
Rosler: The House, The Street, The Kitchen
Taryn Simon, An American Index of the Hid-
den and Unfamiliar

Taryn Simon, The Innocents
John Kelsey, Beatrix Ruf: Christopher Williams, 
Christian Holler, Vanessa Muller, Matthias 
Hermann: Christopher Williams 
Margit Rowell & Ed Ruscha, Ed Ruscha: 
Photographer
Sylvia Wolf, Ed Ruscha And Photography
Ed Ruscha, Ed Ruscha: Then & Now
Allan Sekula, Photography against the grain: 
Essays and photo works, 1973–1983 (The 
Nova Scotia series: source materials of the 
contemporary arts)
Jan Baetens & Hilde Van Gelder, Critical 
Realism in Contemporary Art: Around Allan 
Sekula’s Photography (Lieven Gevaert Series)
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sPrINg sEMEstEr 2011

BFa / tEchNIcal coursEs:

CASTING COURSE: BRONZE / ALUMINI-
UM / SILICONE 
Lead Teacher: Senior lecturer P O Persson 
Also teaching: Robert Cassland 
Credits: 9 

Participating students: Marie Bonfils, 
Simen Godtfredsen, Arvid Hägg, Rina Eide 
Løvaasen, Michael Rold, Emelie Sandström, 
Anika Schwarzlose, Danilo Stankovic

The course will provide basic knowledge in 
silicone and cireperdue casting. With the 
help of mould and silicone the students will 
produce objects/moulds in wax that they will 
cast bronze/aluminium in. 
 The course will be divided into two blocks. 
Block 1 (duration 2 weeks): Silicone cast
ing, producing objects suited for casting in 
bronze/aluminium. Location: Annexe 
Block 2 (duration 2 weeks): Casting (cire
perdue), sand form casting, grind work and 
patination. Location: KKvgjuteri (located in 
the same building as KHM Gallery) 

VIDEO COURSE
Lead Teacher: Junior lecturer Margot Edström 
Credits 7,5 

Participating students: Madeleine Åstrand, 
Marten Damgaard, António Corceiro-Leal, 
Kah Bee Chow, Titas Silovas, Cathrine Hell-
berg, Maria Norrman, Kianoosh Vahabi

Postproduction with a focus on colour and im
age correction for various types of video mate
rial. Part of the course will deal with the work
flow for digital SLR materials (settings, various 
accessories, etc. for the Canon EOS 5D/7D 
cameras). The course will consist of lectures on 
colour theory/examples of digital technologies, 
joint exercises and work with the students’ own 
filmed material. We will work in Final Cut Pro, 
After Effects, and Color. Exercises, workshops 
and briefings are on Monday, Tuesday and 
Friday at 10am – 4pm during the course. We 
will make visits to a postproduction company 
in Malmö and one in Copenhagen focusing 
on grading and postproduction for film. The 
course concludes with a joint presentation of 
one of the two comprehensive tasks which 
is part of the course. Prerequisites are basic 
knowledge of Final Cut Pro and Photoshop. 

PLASTIC 
Lead Teacher: Senior lecturer P O Persson
Credits: 3 

Participating students: Emelie Sandström, 
Humboldt Magnussen, Tiril Hasselknippe

This course in handling plastics gives know
ledge in the laminating and casting of plastics, 

plus basic information about the safety 
 regulations in the workshop. After finishing 
the course, you will get a “driver’s licence” 
that permits you to work in the workshop  
on your own. 

_

BFa / artIstIc coursEs:

SHOWING AND TALKING ART
Lead Teacher: Professor Joachim Koester
Credits: 7,5

Participating students: Maria Norrman, 
 David Nilsson, Julia Stepp, Michael Rold, 
Ihra Lill Sharning, Martin Berring, Emil 
Rønn Andersen, Maiken Stene, Madeleine 
Åstrand, Stine Kvam, Arvid Hägg

Showing and Talking Art is a chance for BFA 
students to extend and strengthen studio 
practice. During the course we will look at the 
work of each participant and discuss it in a 
group setting. The aim of the course is to de
velop a deeper understanding of intention and 
working methods, to find ways of creating new 
projects, and to expand our vocabulary when 
discussing our own and other artists’ work.
  The course will be based on an exercise, 
which will be introduced on February 24th. 
Showing and Talking Art is limited to 12 students.

PAINTING COURSE
Lead Teacher: Junior lecturer Viktor Kopp
Credits: 7,5

Participating students: Martin Lernestål, 
Enok Lindmark, Michael Magnussen, Emelie 
Sandström

The course is held over three weeklong ses
sions. The first two weeks will involve work on 
given painting assignments and the third week 
will consist of a series of lectures on contem
porary painting by Thomas Elovsson, lecturer 
at the Stockholm University College of Arts, 
Crafts and Design (Konstfack).

Thomas writes:
“The lectures are aimed at providing an overall 
picture of contemporary painting based on 
a number of examples. They are divided into 
nine chapters illustrating different ways of 
approaching painting. My strategy is to let 
discussions arise on the works that interest 
the participants. The lecture is to be seen 
as a huge block of information on the state 
of painting today and the starting point for 
individual investigations. Painting is, in my 
view, the art that is most clearly engaged in 
a dialogue with its own history. The material 
presented reaches back in time but above all 
moves in the present.”

The practical assignments will be presented 
on the Monday morning of each week and 
are intended to be completed without prior 

preparation. The challenge is to think quickly 
and realise the idea before the end of the 
week. There is no need for the results to be 
extremely comprehensive, but it is important 
to work in an independent and focused man
ner and to find an interesting approach within 
the given limitations. 
  The course will take place in the teaching 
studio and it is important that all participants 
work together in the studio in order to see and 
be able to discuss the works in progress. 
  We will meet on Mondays, Tuesdays and 
Fridays 10am – 4pm in course weeks, but the 
studio will be available throughout the week, 
evenings included. There will be a feedback 
session on the week’s work on Fridays, when 
we will also clean and restore the studio. 
  The course will also include visits to art
ists’ studios, and a minor written assignment. 

_

BFa / thEory coursEs:

FOUCAULT TOOL BOX
Lead Teacher: Professor Gertrud Sandqvist
Credits: 15

Participating students: Maria Norrman, 
Kalle Enok Lindmark, Jessica Sanderheim, 
Josefine Adde Dahl, Marie Bonfils, Ronni 
Lykke Lauridsen, Titas Silovas, Karen Gimle, 
Jóhan Martin Christiansen, Kianoosh Vahabi, 
Kathrina Skarðsá, Jenny Åkerlund, Marten 
Damgaard, Emma Christina Landqvist, 
António Corceiro-Leal, Ihra Lill Sharning, 
Elsine Hoff Levinsen, Emil Rønn Andersen, 
Rina Eide Løvaasen, Ellinor Aurora Aasgaard, 
Anika Schwarzlose, Michael Rold, Simen 
Godtfredsen, Martin Lernestål, Sandra 
 Mujinga, Jesper Veileby, Gunnhild Torgersen, 
Kah Bee Chow, Maiken Stene, Sarah 
Jane Gorlitz, Cathrine  Hellberg, Henning 
Lundkvist, Tiril Hasselknippe, Bror Sander 
Berg Størseth, Sara Gunnarsson, Arvid 
Hägg, Humboldt Magnussen, Sofia Berti 
Rojas, Daniel  Askeland, David Nilsson

The French philosopher Michael Foucault’s 
influence on contemporary thinking is so 
significant that one can almost paraphrase 
Voltaire and say if he did not exist, it would be 
necessary to invent him. Therefore, it is worth
while to examine his thinking and his method
ology through close readings of his texts.
  We will try to understand his interpre
tation of insanity as a scene for normality 
through reading the History of Madness, his 
ideas about archaeology and genealogy rather 
than history through The Order of Things, his 
thoughts about power structures exercised 
through punishment in Discipline and Punish, 
and his thinking on sexuality as a discourse 
through reading the History of Sexuality.
  More clearly than anyone, Foucault sees 
our history and our lives as a dynamic field, 
without an idealised past or a predestined fu
ture. That makes him liberating and interesting 
to read and possible to use.
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ART HISTORY: LECTURES ON 
 MODERNIST PAINTING 
Guest teacher: Silja Rantanen
Credits: 3 

Participating students: Daniel Peder 
Askeland, Martin Berring, Matilde K 
Böcher, Jóhan Martin Christiansen, Johanna 
Fjaestad, Nathalie Fuica Sánchez, Sara 
Gunnarsson, Henriette Elsine Hoff Lev-
insen, Nina Jensen, Kalle Enok Lindmark, 
Pauliina  Pietilä, Emil Rønn Andersen, Danilo 
Stankovic, Maiken Stene, Jesper Veileby, 
Madeleine Åstrand
(the course was given in Swedish)

The wellknown Finnish painter Silja Ran
tanen presents her own view of the work of a 
number of important artists. The course is a 
condensed version of the lecture series “The 
Lowest Common Denominator” she delivered 
at the Finnish Academy of Fine Arts in spring 
2010. This is how she presented the course: 

There are artists about whom we believe we 
know everything, but in fact know hardly any
thing. On the other hand, there are artists we 
know only through some unimportant detail. 
  In the last three decades research in art 
history has been contextualising in character. It 
examines art from a perspective broader than 
that of the achievement of the individual artist. 
Usually, retrospective exhibitions also include 
an interpretative aspect. 
  Placing phenomena in a wider context 
is a better way of representing reality than 
approaching art as an autonomous sphere. 
However, the former approach fails to account 
for the artist’s intentions. Encounters with art 
through research and exhibitions today do not 
provide a complete picture of the artist: what 
came first? How did the artist develop? What 
did the individual works look like? 
  My ambition is to take a closer look at 
the achievements of certain modern artists. 
“Modern” refers to art created during the last 
100 years. Many of the artists covered have 
at some point produced work that changed 
the established view of them and many have 
changed styles throughout their careers. We 
know these artists only through a certain work 
or period which we believe has brought about 
changes in art history. 
  In the lectures, paintings will be examined 
from the point of view of visual composition. 
The main focus will be on the visual impact 
and structure of the paintings. 
  The artists covered in the course include 
Philip Guston, Georgia O’Keeffe, Wassily Kan
dinsky and Paul Klee, among others. 

_

MFa coursEs: 

ANALYSING YOUR OWN ARTISTIC WORK 
Lead Teachers: Professor Gertrud Sandqvist 
Credits: 7,5 

Participating students: Karen Gimle, 
 Kianoosh Vahabi, Danilo Stankovic, Nina 
Jensen, Zardasht Faraj, Bror Sander Berg 
Størseth

Objectives
The course offers a model for analysing your 
own work and a training in analysing images. 
Students analyse works by other students, and 
listen when their own work is analysed by the 
others. The course serves as an introduction 
to the analytical component of the MFA exam. 

Content 
The course offers close analysis of the 
students’ own work, in group seminars. The 
method is simple. It aims to give students tools 
for thorough analysis of individual works and an 
understanding of how viewers understand their 
work. If it is relevant and if the participants 
wish, we will also read image theory that might 
be applicable to the students’ work. 

KUNO COURSE
Time / Space / Audiences
Guest Teacher: Jürgen Bock
Credits: 6

Participating students: Viktor Pétur 
 Hannesson, Anne Marte Overå, Bjarki 
Thór Sólmundson, Sunneva Weisshappel, 
Josefine Adde Dahl, Stine Kvam, Simen 
Godfredsen

A practical and theoretical seminar will be 
developed to take place in the facilities of 
the recently inaugurated Inter Art Centre in 
downtown Malmö.
  Over a period of three weeks, ten artists 
(or people from the art world, such as curators 
or critics) will work together thinking about the 
use of a given space without any limits and ob
ligations. An exhibition space will be provided 
for their use with no deadline (other than the 
end of the seminar), no exhibition schedule, 
no press releases to be written, no printers’ 
deadline for invitations and other exhibition 
announcements... will there be anything left 
for them to do in the art field? Can new fields 
be conquered and invented, other materialisa
tions be created in frameworks beyond the 
modus operandi of the art system usually 
promoted by the West worldwide and mostly 
read as part of cultural industries (also called 
creative industries)? Is there art beyond the 
eflux announcement? Is there art education 
beyond discussion of the Bologna process; is it 
still possible for art to be kept out of the public 
eye (hidden from the public like the work of 
the modernist artist Hilma af Klint was for so 
many years) and could this be translated into 
today’s art world of spectacle with its never 

ending crowd sourcing? Would an alternative 
to existing ways of functioning be feasible, 
desirable and/or significant? Or would such a 
search already be significant in itself?
  It was 12 years ago at a seminar in Rot
terdam entitled ‘Changing the System’ that 
an experienced curator pointed out that we 
all are the system, constituting it every day by 
participating in it and mostly conforming to 
conventions. At the same seminar there was 
an older generation of artists who still allowed 
themselves a utopian belief in the need to 
change the existing world, but there was also 
a younger generation who mostly conformed 
to the existing system, which generally al
lowed and still allows today more and more 
artists to claim their share of public and pri
vate funds at an early stage of their careers.
  What drives today’s artists and art per
sonalities to work in this field? How do they 
understand the production of knowledge and 
how do authors in the art context understand 
the best way of unfolding, of materialising, 
this knowledge? How do artists understand 
the specificity of communication through art; 
how do they understand the specific com
municative qualities of art in the sense that 
art starts when purpose ends; to what extent 
are authors critical, or rather suspicious, about 
the circumstances and systems to which they 
are invited to contribute, in other words filling 
empty exhibitions spaces worldwide over and 
over again? To what extent do artists under
stand themselves as ‘institutions’ as a priest 
does, for example, and how is this manifested 
in their thinking and actions? Or do they 
understand their actions as part of an ordinary 
profession?
  Can we produce outside the vocabulary 
presented by the system in artrelated spaces, 
whether institutional or alternative? Are these 
systems so strong that we are not able to 
imagine anything beyond them?
  These questions are the starting point for 
the seminar. Texts will be read and discussed, 
films will be watched, and together the space 
(and time) will be experienced and analysed. 
Other audiences besides ourselves may be 
invited or not, another lecturer available in 
the Malmö region may be spontaneously 
asked to join or not. A kind of deconstruction 
of our own actions in the Foucauldian sense 
will take place, all systems understood to be 
invented by us and constructed by our daily 
participation. We will think about noncon
formist behaviour, covering fields of cognitive 
processes, psychoanalysis and passion, and 
also analysing examples of artists notable for 
working against the grain.
  The whole space is to be considered 
experimental and undefined, while at the same 
time of course defined and read by us as an 
architecture proposing itself as an exhibition 
space, on the basis of an idea of ours, or the 
architect’s proposal. The extent to which we 
want to engage with the architect’s pro
posal will be one of the seminar’s topics; the 
significance the group may create about (the) 
space in the space offered and the kind of 
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materialisation that may take place will also be 
discussed, and any further developments of 
the project will be taken from there.

NORDIC SOUND ART

Session 1: Neanderthal Electronics
Malmö: 4th-15th October, 2010 held at the 
Inter Arts Center, Malmø, Sweden.
Lecturers: Derek Holzer, Rune Søchting, 
Jonas Olesen

Session 2: Noise
Bergen: 1-12th November, 2010 held at KIT, 
Bergen Norway
Lecturers: Brandon Labelle, Tao Sambolec, 
Jonas Olesen

Session 3: Introduction to acoustics
Copenhagen: 6-10th December, 2010 held 
at the Royal Danish Academy of Fine Arts 
Denmark
Lecturers: Eddy Bøgh Brixen

Session 4: Improvisation strategies
Helsinki: 28th February – 11th March 2011 
held at KUVA, Finnish Academy of Fine Arts, 
Finland
Lecturers: Shinji Kanki

Session 5: Field recording and site-specific 
sound
Trondheim: 28th March – 6th April 6th 2011, 
NTNU Hitra & NTNU Trondheim Norway
Lecturers: Carsten Seiffarth, Ivar Smedstad, 
Jana Windren, Per Platou

Session 6: Rainforest IV
Berlin: 19th – 27th May, 2011 held at 
Gallery Singuhr, Berlin, Germany
Lecturers: Matt Rogalsky

Nordic Sound Art, Joint Study Programme 
(MFA level) is a Nordic collaboration estab
lished within the KUNO network. The study 
programme is a collaboration between the 
Royal Danish Academy of Fine Art, Malmö Art 
Academy, Finnish Academy of Fine Art, Bergen 
National Academy of the Arts, Department of 
Fine Art and Trondheim Academy of Fine Art. 
The ambition is to create a study programme 
that will provide the student with the neces
sary knowledge and professional competence 
to create and analyse sound art. Further it is 
the aim of the program to enable the student 
critically and independently to make use of the 
sonic dimension in the visual arts.

The study programme is a twoyear programme. 
It is arranged as a series of intensive courses 
or workshops. One course module of the pro
gramme will typically have 12 weeks duration. 
The individual course module will take place in 
one of the four participating art academies (one 
course will be located in Copenhagen, another 
in Bergen etc.) The student will stay at the art 
academy during the time of the course. There 
are three course modules per semester.

  The Nordic Sound Art, Joint Study Pro
gramme is now in its second phase. The group 
of students started in October 2010. There are 
10 students associated with the programme 
from five different Nordic Art academies.
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Faculty

Gertrud Sandqvist
Professor of art theory and the history 
of ideas, supervisor for the doctoral 
 programme

Dr Sarat Maharaj
Professor of visual art and kowledge 
systems, supervisor for the participants 
in the doctoral programme

Haegue Yang
Professor of fine art

Joachim Koester
Professor of fine art

Maria Hedlund
Senior lecturer of fine art

P O Persson
Senior lecturer of fine art

Viktor Kopp
Junior lecturer of fine art

Margot Edström
Junior lecturer of fine art

Dr Matts Leiderstam
External visiting lecturer of fine art

Nathalie Melikian 
External visiting lecturer of fine art
  
João Penalva   
External visiting lecturer of fine art

Nina Roos 
External visiting lecturer of fine art
  
Annika Eriksson 
External visiting lecturer of fine art
  
Andreas Eriksson
External visiting lecturer of fine art

staFF

Silvana Hed
Director

Gertrud Sandqvist 
Artistic Director

Charlotta Österberg
Financial administrator

Charlotte Marklund
Departmental secretary

Madeleine Bergquist
Librarian

Sven Yngve Oscarsson
Technical manager

Håkan Nyqvist
Technician (wood and sculpture 
workshops, KHM gallery)

Joakim Sima
Technician (IT, sound studio)

Sophie Ljungblom
Technician (video studio, equipment loans)

Kristian Kimbré
Technician (photography studio, janitor)

Eva Lena Landgren
Cleaner
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