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So pre-existing conditions are a tough deal, 2018. Detail. Polyvinyl chloride, 80 x 600 cm. Moa Sjéstrand
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that alters his perceptions of the
trading algorithms he is working
with. Invigorated by this experience,
he starts to experiment with psycho-
active drugs and explore the ethno-
pharmacology of the plants from
which they are derived. With inspi-
ration from Gematria, an ancient
Hebrew system of code that ascribes
numerical values to letters and words,
Traumberg calculates the botanical
names of his psychoactive plants and
recognises some connections between
the plants and the corporations in

the FT Global 500 financial index.

He leaves his job to make art and

to try to map out an algorithm that
explains the true nature of conscious-
ness. His art then re-enters the world
of economy, as bankers start collect-
ing his pieces.

Rough Waves (2015), by Femke
Herregraven, consists of a series of
metal sticks, engraved with marks
in different configurations. The
sticks resemble tallies, an ancient
memory-aid device of bone or wood
used to record and document num-
bers, schedules, values, quantities,
or messages, often with reference
to financial and legal transactions.
The tally stick served predominant-
ly mnemonic purposes, as a way

of recording bilateral exchange

and debts, for instance. Each of
Herregraven's sticks carry the en-
graving of a high-frequency trading
pattern connected to a specific event
where algorithms illegally manipu-
lated the financial market. In these
works, the ultrafast abstract com-
putational technologies are given

a material form.

Umgiefen (Repouring) (2010)

is a site-specific film installation

by Harun Farocki. It was part of the
project Seven Screens in Munich in
2010, for which seven oblong LED
screens were placed on the lawn

of the OSRAM GmbH headquarters,
an office building from the 1960s.
Farocki’s installation borrowed from
a performance by the Fluxus artist
Tomas Schmit called Cycle for Water
Buckets (or Bottles) (1963), in which
Schmit sat on the floor in a circle of
empty bottles and poured the water
from one bottle into the next until
all of it had spilled. Farocki trans-
formed the performance into seven
sequences of film, one bottle for each
screen, with the pouring and repour-
ing of the water done by a robot

arm. This meditative ritual contrasts
with the spectacle expectation of
the big billboard-like LED screens.
“The action,” Farocki claimed,
“evaded symbolism. ... it had no vital
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quality. It was akin to a Beckett play
in the simplicity of its conclusiveness.
Despite the uniformity of the event,
there was a development; the anti-
action found an end on its own
initiative.”®

My scroll, made of polyvinyl
chloride, a material that lasts for-
ever, does not give much of a reward
because there is no solution to the
enigma. Or rather, there is no enig-
ma at all. The text that is coded and
decoded by the learning machine
does not explain the purpose of
encoding it nor the meaning of the
words. Despite this uniformity, some-
thing strange has happened in the
transcription of the speech, exempli-
fied in the mechanic Freudian slip
and the sudden apparition of the
spectre. It may seem as if the message
arises chiefly from the transducer
itself. That is because the workings
of the code in a learning machine

are almost always impossible to
trace. These algorithms significantly
redefine themselves as conditions
change. They regenerate the network
that produced them, and reconstitute
it as another. The learning machine
will continuously transform itself into
a different machine, and there is no
longer a point of pure origin.

1 Ethel Ross Barker, Buried Herculaneum (London: Adam and Charles Black, 1908), 110, https://archive.org/details/
buriedherculaneu0Obarkuoft.

2 Kevin Knight, Bedta Megyesi, and Christiane Schaefer, “The Copiale Cipher,” Department of Linguistics and Philology at Uppsala
University (website), last updated November 24, 2012, https://stp.lingfil uu.se/-bea/copiale/.

3 Jim Reeds, “John Dee and the Magic Tables in the Book of Soyga,” in John Dee: Interdisciplinary Studies in English Renaissance Thought, ed. Stephen
Clucas, International Archives of the History of Ideas (Dordrecht: Springer, 2006), 193.

4 Nowadays, you can find a JavaScript Soyga table generator online to encrypt your own keywords with the algorithm cracked by
Jim Reeds.

(9]

(2007): 229-49.

Goffe Jensma, “How to Deal with Holy Books in an Age of Emerging Science. The Oera Linda Book as a New Age Bible,” Fabula 48, no. 3-4

6 Harun Farocki, quoted in “Renowned Film Maker Harun Farocki Created Site Specific Work at Osram Art Projects,” Art Daily.org,
http://artdaily.com/news/38144/Renowned- Film-Maker-Harun-Farocki-Created-Site-Specific-Work-at-Osram-Art-Projects.
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The Gift, 2018. HD video, 10:34 min. Installation view, BFA exhibition, KHM2 Gallery, Malmg, 2018. Albin Skaghammar



378

Gone

On the wall in front of me is
a studio photograph in black and
white. (I do not know when the
photograph was taken, but I at
one time happened to drop the
picture; as it smashed down on the
floor, both the glass and the wooden
frame broke, and behind the photo-
graph I found a newspaper dated
January 23,1923.) The photograph
portrays a young girl sitting by the
riverside playing with a small paper
boat floating in the water. She is
smiling. Leaning over the little girl
from behind is a woman, a woman
in white with large beautiful wings.
She is the little girl’s guardian
angel.

I have another decoration
in my studio, which is located on
the windowsill. It is a small plastic
tortoise lying upside down on a
rock. It is a wink to the story of the
death of Aeschylus. Aeschylus was
a Greek tragedian, sometimes de-
scribed as the father of tragedy, and
it is said that he was killed by an
eagle who dropped a tortoise on him,
mistaking his bald head for a rock.
To make the scene even more ironic,
Pliny the Elder adds: “An oracle,
it is said, had predicted his death
on that day by the fall of a house,
upon which he took the precaution
of trusting himself only under the
canopy of the heavens.”!

—What do you call a man with
a shovel on his head?
—Doug.

In her musical composition DOUG
(2014), Janice Kerbel has her un-
fortunate protagonist Doug move
through nine physical accidents,
over the course of nine songs, sung
by six voices. The songs, written
in rhythmic verse, are sung in

the shape of the catastrophic event,
transposing the physical accident
into musical form. In one section,
titled “Hit,” Doug gets hit by a
tortoise, which lands on his head:

Distant whistle from the sky
High and far the by and by
Sky is big, day is long

Shadow growing hear its song,

Eagle talons let it go

To crack on silent rock below
Gaining speed in plunge from height
Flesh to feed her young tonight.

Whine grows shrill and puddle dark
Has the sun misplaced her mark?
Look up to hear the weight of lead
Crack of tortoise on my head.?

Each song ends when the body is
no longer able to sustain the event,
so that Doug can move on to the
next accident. Doug’s misfortunate
encounters with the world make him
resemble characters from slapstick
cinema. The slapstick heroes who
“don’t even recognise the tragedy of
their undertakings as they don't, in
turn, recognise reality as an obstacle.
If they fall they simply get up and
keep on pushing until reality gives
up its resistance and allows them to
have things their own way. Their de-
sires triumph over the reality princi-
ple that doesn’t ever get a chance
to assert itself fully.” But in DOUG
there is no triumph; the tragic events
just move on from one to the next,
going from bad to worse. As in Alan
Clarke’s Elephant, where we follow
anonymous men walking through
grey, almost empty environments
around Belfast, all of them ending
with the shooting of an anonymous
victim, the event keeps repeating
itself. The viewer, wanting to disrupt

the unfolding process, is unable to
interfere and is restrained to the act
of observation.

The easiest way, I thought, was just to

close my eyes and pretend that nothing ever
happened. When she died, my mother, Dad
came into my room and asked me if T wanted
to see her. They had cleaned the body and
had put some new clothes on her. I told him
that I didn’t want to.

The isolated tragicomic events

of DOUG lead one’s thoughts to the
work of Bas Jan Ader. In his films,
Ader, himself playing the tragic hero,
is seen caught up in hopeless situa-
tions: falling from trees, from roofs,
into canals, dropping things, cry-
ing. But as a contrast to DOUG

(or Greek tragedy, for that matter),
the events do not seem to be hap-
pening by chance or driven by fate;
instead, Ader appears to put himself
deliberately into these situations.

He seeks tragedy, or rather, he stages
it. He recognises reality and lends his
body to it without resistance. And
he does it like a slapstick character,
like an image instead of a body made
of flesh and blood, as if he were in-
vulnerable. With the physical pain
removed we are allowed to enjoy

the misfortune without shame; it be-
comes humorous. As in the slapstick
films of Charlie Chaplin and Buster
Keaton, the figure of Ader is a lovable
one who ties a bond between him
and the viewer. I want to help when
I see it coming, but I can't do anything
about it. And as with Chaplin, whose
films are often the most moving of
tearjerkers, he acts in a blend of the
comic and the tragic (leaving with

“one eye wet, the other dry”).*

“The life of every individual, viewed

as a whole and in general, and when
only its most significant features are
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Areyou a ghost?

The Gift, 2018. Still image. HD video, 10:34 min. Albin Skaghammar

emphasized, is really a tragedy;

but gone through in detail it has

the character of a comedy,” Arthur
Schopenhauer wrote in his WWR.>

A belief that Chaplin came to picture
through the artificial eye: “Life is a
tragedy when seen in close-up, but

a comedy in long-shot.”

I'm thinking of the division and where it
might be ... And T remember one time when
it was more or less separated physically,

by floors. It was her (Mom’s) birthday party
and I asked her why she was crying, She said
that it was because she felt sad about not
being able to attend her own party. All the
guests were downstairs, friends and family,
while she was upstairs walking around
with her IV pole. I guess it wasn't the best
company.

The events in Ader’s short black-and-
white 16 mm films are isolated, like
cutouts from a comic strip. Nothing

happens before or after. When

Ader cries (I'm Too Sad to Tell You, 1971),
he cries without reason or narrative.
He cries in close-up, like in a Holly-
wood melodrama, to invoke emotion
and touch the viewer. Even though
his work often draws on genres
such as slapstick and melodrama,

he leaves out narrative and exposes
us to something different. Our posi-
tion towards the work is reversed

in relation to the melodrama (and in
some cases the slapstick comedy):
whereas in melodrama the emotional
reaction of the viewer often relies

on the fact that we know more

than the characters in the film, in
the brief encounter with Ader, we
know nothing, Crying as an expres-
sion of an emotional state (sadness,
grief, sorrow) becomes widened as
the personal narrative is lost and
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the psychological reading becomes
limited. It becomes instead, as Jan
Verwoert puts it, sadness in itself,
as an emotional state, as an image,
as anidea’

While working on a video in
her studio, Georgina Starr suddenly
burst into tears. She turned the
video camera on herself to record
her emotional outburst. The work
(Crying, 1993) appears to be almost
identical to that of Ader, but with
some differences. Ader’s tears are
real but the scene is staged. Starr’s
tears are also real but the scene is
not staged. And instead of the senti-
mental and nostalgic melodramatic
close-up, Starr’s shot more resembles
a webcam recording. Like the ones
found on the Tumblr blog Webcam
Tears,® where people send in webcam
videos of themselves crying.
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I scroll through the Tumblr feed
and I find myself having to concentrate
to keep the lump in my throat from
growing, It surprises me. Their tears
manage to speak without narrative
or content. Tears express a sense
of hopelessness. And this feeling of
hopelessness perhaps strengthens
when impossible to intervene behind
the screen. I know that it is already
too late. And so my tears come; as
a definitive release; as fulfilment and
loss at the same time.’

When confronted with a
crying person I am, in one way or
another, forced to act. Everything
I do from now on is made in relation
to their tears. Either I walk away
or I laugh about it or, more emphat-
ically, I try to figure out why the
person is crying, try to comfort them,
make it right. But when faced with
recorded tears, I am unable to act
and my gaze instead turns some-
where else; it turns inwards. I start
to recollect my own personal memo-
ries. And together with the personal
reminiscence, my thoughts are also
directed towards the subject matter

itself (sadness, grief, sorrow) with

its social, historical, and cultural con-
notations. All while Starr and Ader
are occupied with their mourning,

As Ader (does not) tell us: “I'm too
sad to tell you.”

In Ed Atkins’s large-scale instal-
lation Old Food (2017), thick digital
tears are streaming down the cheeks
of a CGI baby, a young CGI boy,
and an older CGI man. Feelings of
empathy, however, do not really get
a grip. Even though the exhibition
is cloaked with a feeling of melan-
choly and a deep sense of sorrow and
loss, the emotions of the animated
characters, of course inaccessible
to human emotion, seem almost
grotesque. It becomes overwhelm-
ing and over-bodily. The camera tries:
it closes up, closes in, does what it
can to invoke a sense of empathy,
but instead it becomes mechanic.
Repeating its movements until they
become hollow, like the empty cos-
tumes from the Deutsche Oper Berlin
that hang on racks in the exhibition
space. As in the case of Ader and Starr,
and perhaps even more so here, the

ﬂ.ﬂ' },; !:,‘.J 1 f L.'I 1ner

characters do not cry for any apparent
reason. However, in Atkins’s work,
the absence is doubled. The crying
CGI characters lack narrative not only
in the realm of the work but also in re-
gard to a personal history (mourning
for an absent past, or future). Since
the gap between me and the animated
characters seems to be too wide, I

am not moved but instead left with
the materiality of tears—animated,
thick, slimy, simulated tears, digitally
pumping out in an endless loop. It
becomes too much: “The snapper is
that nothing is more grotesque than
the tragic.”®

I say to myself (and others) that I very

seldom cry. That I have trained it away and
that P'm not really able to cry anymore because
of all my training. My girlfriend says that she
can’t belch but I'm not so sure that it is the
same thing. Anyway, when I was at my thera-
pist’s recently I started crying. I told her about
this text I was writing and these fragments of
memory that I was putting into the text and
so I told her about this memory I have about
my brothers who gave my mother a goodnight
kiss. They gave her a goodnight kiss while my
dad translated to her in words from whom she
had received the kisses. I dor't know why he
had to tell her, if it was because she didn’t
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see so well or what it was. Either way, she
couldn’t really speak any longer. For me, all
that came out was undecipherable murmur-
ings, no words, only grain. I didn’t give her
a goodnight kiss. Her appearance frightened
me. It was like she was already dead.

In contrast to other forms of liter-
ature, the “whodunnit” is almost
totally devoid of emotions. Instead,

it works more as a crossword puzzle
or, as Theodor Adorno would de-
scribe it, as sport.! In a “confession”
published in Harper’s Magazine in 1948,
W.H. Auden compared his relation-
ship to detective fiction to that of

an addiction, as if it were nicotine.?
He writes that the detective novel,

or to be more precise, the whodunnit,
has nothing to do with art but is in
fact escapism. For him the whodunnit
is about the escape from guilt. The
characters in a whodunnit usually
live in a closed society, for example
avillage, which is in a state of grace
and where murder is an unheard-

of act, and which therefore is without
the need for law. The village’s nature
should reflect the goodness of its
inhabitants—the more paradise-
like, the better. But when a murder
actually does occur, it puts the
society into a state of crisis. It is then
shadowed for some time by the law,
until the fallen one is found guilty.
The village then returns to a state of
true innocence and the law retires
forever.

The characters, however, do not
change throughout the story, because
the “decisive event, the murder, has
already occurred.” They are either
perceived as good, which later is
proven to be false, or they are actually
good but for a while are perceived as
bad, because of the fact that everyone
is suspected. Their psychological
complexities are reduced to a mini-
mum on behalf of the narrative struc-
ture, each character acting more as
a facade or a chess piece rather than
a complex psychological subject.

The golden formula of detective
fiction is, for Auden, “an innocence
which is discovered to contain guilt;

then a suspicion of being the guilty
one; and finally a real innocence from
which the guilty other has been ex-
pelled, a cure effected, not by me or
my neighbours, but by the miraculous
intervention of a genius from outside
who removes guilt by giving knowl-
edge of guilt.”™* He sets the detective
novel in opposition to a work of

art, and as an example he mentions
The Trial by Franz Kafka. Josef K.
knows that he is guilty but not what
he is guilty of. He walks around in
amist of non-knowledge, which will
not clear away. His guilt is clear but
his crime is not. And, as we know,
the only way for Josef K. to get rid

of the guilty feeling is to be stabbed
in the heart.

Our teacher asked us once what
our favourite book was, and when
I told her my favourite novel was
And Then There Were None,” she replied
that when she had read it, when she
was young, the last page had been
torn out so that she was left without
the resolution.

In the whodunnit, the resolu-
tion is most often the solution to
a crime that has already happened,
outside the narrative, before the
actual novel starts. An original sin
with the “Oedipal quod erat demonstran-
dum shining through like initials.”"
And the whole story has its goal to
reconstruct what actually happened,
perhaps its “most decisive criterion,
which separates the detective novel
from all other narrative forms.””
The reader is led through the obscure
labyrinthine ruins of a crime, which
needs to be deciphered and brought
to light. The surroundings appear
to conceal significant information
and a great deal of focus is laid on
investigating objects, the clues, which
all might potentially be the golden
key to the final revelation. Minor
details and fragments become the
driving force of the narrative. Every-
day objects, which at a first glance
look totally innocent, are transformed
into secretive things that seem to
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withhold a larger truth. An ambigu-
ous quality that echoes in the domain
of the art world’s readymades: “This
curious mechanism, by which an arte-
fact’s meaning is uncannily doubled,
is a familiar one in the art world, where
much of this [twentieth] century’s
found objects have been reframed to
take meanings that have little to do
with their every day use.”™

Ernst Bloch would describe this
suspicion towards everyone and
everything as the expression of an
alienation that separates people from
one another and from their environ-
ment.” The suspicious approach can
be traced to many of the predecessors
to and early examples of the detec-
tive genre. One very early example is
Sophocles’s detective story-like Oedipus
Rex, which is set in Thebes during a
plague that, according to the Oracle
of Delphi, will only be driven out
when the murder of Thebes’s former
king has been resolved, prompting the
present King Oedipus to set out to
find the murderers.

Another predecessor to the
detective novel is ET.A. Hoffmanns
novella Mademoiselle de Scudéri. The
story revolves around Mademoiselle
de Scudéri (based on the real-life
Madeleine de Scudéry) at the time
of the “affair of the poisons,” which
was a big scandal in sixteenth-
century France where numerous
people both from the public but
also from the aristocracy (including
King Louis XIV’s mistress Madame
de Montespan) were accused of and
sentenced on charges of poisoning
and witchcraft.

In the second half of the nine-
teenth century we start to encoun-
ter the modern detective, and in
1887 Arthur Conan Doyle published
the novel A Study in Scarlet, in which
Sherlock Holmes is featured for the
first time. This was the same year
that an intensified conflict between
Londoners and the police, largely
surrounding increased unemployment,
which had led to political agitation
among working-class citizens and
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police efforts to constrain their

right to free speech. This culminated
in what became known as Bloody
Sunday on November 13, 1887, when
amarch for the release of the Irish
Home Rule politician William O’Brien
was attacked by Metropolitan Police
and the British Army.”

Sherlock Holmes, however, was
not the first detective to walk the
streets of a European capital in the
nineteenth century, but was inspired
by Edgar Allan Poe’s earlier character
C. Auguste Dupin, featured in three
short stories written between 1841
and 1844. All three stories take place
in Paris during the reign of King
Louis Phillippe I. Like the London of
the 1880s, Paris in the 1840s was also
marked by great political conflict, due
in part to poor working conditions,
the lack of political agency for a large
majority of French citizens, and the
conservative regime’s unwillingness
to compromise with any demands
of the people. In 1848, after two years
of suffering from crop failure and four
years after Poe’s last detective story
was published, revolution in France
broke out.?2

To return back to England once
more, we have the “golden age of
detective fiction,” which was an era
in the 1920s and ’30s when the classic
murder mystery in the form of the
whodunnit was established and
popularised. And as we all know,
Europe during the *20s and *30s was,
in the aftermath of World War I,

a turbulent and conflicted era with
the rise of fascist regimes, which led
to the catastrophic events of

World War I1.

Perhaps this hasty historical
outlining of political conflict and the
emergence of detective fiction is just
a coincidence and my own attempt
to prove a point and connect the
dots in order to display a coherent
picture (for when is there not conflict
in the world?). But even if so, the
explanatory and conclusive mode of
the detective story is a way to make
something complicated easy and

comprehensible. It is a way to feel
that truth, logic, and meaning exist
and, to go back to Adorno, to feel that
you are winning against your com-
plex surroundings. That there is one
single source of evil to put the blame
on, to be subjected to divine punish-
ment and cold-heartedly sent to the
gallows. With the feelings of victory
strengthened by the whodunnit’s
way of addressing and integrating
the reader, as a co-sleuth, always on
the same page as the detective, having
the opportunity to solve the crime
before the resolution is revealed.
However, nothing is of course
written in stone. And an exception to
be pointed out from the golden age of
detective fiction is G. K. Chesterton’s
series of stories featuring Father
Brown. While Christie’s stories are
brought to life by a cold conservative
breath and Conan Doyle’s by a scien-
tific treatment of the world, Father
Brown instead turns his gaze inwards,
resorting to philosophy and theolo-
gy rather than science. In one of his
letters from prison, Antonio Gramsci
writes:

Father Brown is a Catholic

who pokes fun at the mechanical
thought processes of the Protes-
tants and the book is basically

an apologia of the Roman Church
as against the Anglican Church.
Sherlock Holmes is the “Protestant”
detective who finds the end of the
criminal skein by starting from
the outside, relying on science,

on experimental method, on induc-
tion. Father Brown is the Catholic
priest who through the refined
psychological experiences offered
by confession and by the persis-
tent activity of the fathers’ moral
casuistry, though not neglecting
science and experimentation, but
relying especially on deduction
and introspection, totally defeats
Sherlock Holmes, makes him look
like a pretentious little boy, shows
up his narrowness and pettiness.
Moreover, Chesterton is a great

artist while Conan Doyle was

a mediocre writer, even though
he was knighted for literary merit;
thus in Chesterton there is a
stylistic gap between the content,
the detective story plot, and the
form, and therefore a subtle irony
with regard to the subject being
dealt with, which renders these
stories so delicious.?

I can't make up my mind about whether

I enjoy searching or not. I really want to be
the person who finds things (the detective),
but for the most part I'm not. When we
were going around in the dark looking for
her engagement ring, it was my brother
who found it. We were on a visit to my
grandparents out in the countryside. We
were staying in the guest cottage and she
had probably lost it on her way to the house.
Her fingers had gotten so skinny by then
that her rings didn't really fit any longer.
Not that she was skinny by chance; it was

a logical consequence. She had stayed out
in the sun too long or at least that was what
she told me. Later she would wear her rings
on a chain around her neck.

Anyway, the last page from my
teacher’s book was torn out, and
the owner of the page was left
with a solution without a mystery.
The answer turned into a question.
The page becoming something similar
to Cindy Shermans Untitled Film
Stills (1977-80) (with the important
distinction that here there is not an
original film). An isolated fragment
seemingly torn from a larger narrative.
A fragment not capable of providing
answers but only of generating
questions.

So I ask myself:

What if it looks like a detective
story in which there is no resolu-
tion. ... What if the crime simply
generates chaos and senselessness?
What if history has no redemptive
task? What if it has no meaning-
ful narrative? If the scene of the
crime cannot be narrativized, if it
can never be restored to the world
of meaning and comprehension,
then what else can it do but decay,
crumble away, and become a ruin?
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And what contemplates this ruin,
with its eerie relics and sinister
holes and cracks, what else can we
do except resort to melancholy??

And so I make a film (Conclusion,
2017) and, like the torn-out page, it
is a conclusion without a larger nar-
rative. If the detective story is leading
towards the revelation of what has
already happened (the pre-existing
crime, the unnarrated factor), then
the conclusion is the reconstruction
of that event. The unnarrated
narrated.

A person in dark gloves is suspi-
ciously walking around in an apart-
ment, placing and taking different
things with her.

[ thought of Alfred Hitchcock
and how he would ascribe impor-
tance to objects. Of the iconic scene
in Notorious where the camera hovers
over the guests at a party, way up in
the ceiling. It starts moving down,
down, down to land in a close-up of
Alicia Huberman's (Ingrid Bergman)
hand, which holds a key. There are

a lot of things going on at this party,
but what is really important is this
small particular key.

[ use the camera, lighting, and
sound to close in on, highlight, and
accentuate the objects. I say: “These
objects are really important, they have
meaning, and they belong to some-
thing.” But what meaning should I
ascribe to the object now, when I do
not have a story to hinge it on? Where
do they lead then?

And who am I really? If the con-
clusion is a reconstruction, am I then
the reconstructor? The detective who
sees the scene “as a place of oppor-
tunity, the site of obsessive curiosity,
observation and interpretation.”

But the camera jumps into the gloved
protagonist’s point of view. So am [
then the criminal? The culprit who sees
the scene “as a place of ritual trans-
gression, the site of manic enjoyment
and accomplishment of evil.”?* Or

am I just the spectator? The onlook-
er who sees the scene “as a place of
transient spectacle, the site of morbid
fantasy and distracting shock.”

Conclusion, 2017. Still image. HD video, 6:45 min. Albin Skaghammar
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But let’s not go too far. Because
an actual crime in Conclusion (such as
murder) is not even present. Perhaps
it is just a prank, perhaps it is her own
apartment, perhaps it is her partner’s
apartment, perhaps it is something
to do with the broken-heart necklace,
perhaps ...

Everybody loves crime. In the late
1990s, as a struggling young artist in
London, Janice Kerbel (I love Janice
Kerbel) started dreaming about
having money; but where would she
get the money from? Posing for over

a year as architecture student, she
began her investigation of the high-
end bank Coutts & Co.’s branch at 15
Lombard Street (today a Sainsbury’s
supermarket) in central London. Her
study resulted in the wall-based work
Bank Job (1999), followed by the pub-
lication 15 Lombard St. (2000), a more
than hundred-page-long master

plan of how to rob the bank. It is

a comprehensive instruction manual
on how to commit the perfect crime.
It includes everything (everything)
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from “the exact route and time of
money transportation; the location
of CCTV cameras in and around

the bank along with precise floor
plans that mark the building’s blind
spots,” to the composition of the
team needed: “ten individuals, seven
of whom comprise a core group

and three who are contracted and
paid a fixed fee, half in advance, half
upon completion.” A dense, cun-
ning, conceptual script for dreams;
of protest and resistance. As Kerbel
herself expresses it: “To align oneself
with the impossible is to dream of a
world which is not wholly defined
by a means-end economy, where the
laws of capital do not rule absolute
and where knowledge is not assessed
by use value alone.” The romantic

theme of Kerbel’s work also here
relates to the works of Bas Jan Ader.
Not relying so much on lived expe-
rience though, but rather on fantasy
haunted by reality.*! Her work is
twofold. On one side, the master plan
worked out to the smallest detail,
and on the other, the absence of the
plan being put into action; making
space for projecting images, desires,
and fantasies. Rififi with a happy
ending.®

And a sentence written by Susan
Sontag keeps echoing in my head,
over and over again: “Art is seduction,
not rape.”

On the wall in front of me is a studio
photograph in black and white. (I do
not know when the photograph was

taken, but I at one time happened

to drop the picture; as it smashed
down on the floor, both the glass and
the wooden frame broke, and behind
the photograph I found a newspaper
dated January 23, 1923.) The photo-
graph portrays a young girl sitting
by the riverside playing with a small
paper boat floating in the water.

She is smiling. Leaning over the little
girl from behind is a woman, a woman
in white with large beautiful wings.

I look at the photograph for a while.
Closely. The angel turns her tranquil
face towards me, looks at me, and
says: “I haven’t made up my mind
about whether I should embrace her
or whether I should hold her head
under the surface until her lungs are
filled with water.”

The Gift, 2018. HD video, 10:34 min. Installation view, BFA exhibition, KHM?2 Gallery, Malmg, 2018. Albin Skaghammar
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The stars would be first and then the city would be second, 2018. Video, drawing and booklet. Installation view, BFA exhibition, KHM2 Gallery, Malmo, 2018.
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A Window in the Air, Children in the Knees

The Experience Is the Image
and the Image Exists in Advance

A person, a space, or an area can
present itself to me as a complex and
picturesque place. To take care of my
impulse to make visible the potential
images that are somehow “hanging

in the air” there, it’s crucial for me to
be situated close to the person, the
space, or the area for a certain period
in order to figure out how I can

make the images visible. Voices that
speak about mysterious occurrences,
experiences, and codes are drawn out
from the days and the nights, and in
my works I cast them as recreated and
solidified narratives about invisible
contexts. The voices want to be part
of the same poem.?

A drawing can be a state of mind,
translated from a space, and in my
poem the video will support the
drawing. I'm looking for images that
fit together. It has been my experience
that the images I find and create

are all made of the same substance,
and that underneath everything I
make, there is a structure that binds
it all together.

Behind the sun, over the sea, a house
is hovering, I can see the house, even
though I am not where the house is.
Here, from the corner of the room, I
catch a glimpse of a window in the air
in front of me. I want to get over there
and look inside the windowpanes

before it disappears. As I am looking
into the window, I look out and here
comes my grandfather, sailing in
towards the coast. He is following
arhythm in the air and has faith that
the wind at his back will result in
him winding up some place where
there is an image.

“So here are the questions. Is time long or

is it wide?” “Why is it that things, an instant
before they happen, already seem to have
happened?™*

I set out to travel. From another

layer in the air, a man® suddenly steps
out in front of me and says, “I started
to bake bread and this gives me a

1 In 2017, I dreamed that my knees were small stomachs and that inside them were my children before they are born. I also dreamed that
they are helping me.
2 “Lag dine hender pd bordet, luk dem op og lad mig se om de ligner dit digt” [Place your hands on the table. Close them up, and let
me see whether they look like your poem]. Paul Lacour, Fragmenter af en Dagbog [Fragments of a diary] (Copenhagen: Gyldendal, 1948), 63.
3 “So here are the questions:/Is time long or is it wide?/And the answers?/Sometimes the answers just come in the mail/And one day you

get that letter you've been waiting for forever/And everything it says is true/And then in the last line it says: burn this.” Laurie Anderson,
“Same Time Tomorrow,” Bright Red, Warner Bros., 1994.

4 “Why is it that things an instant before they happen already seem to have happened? It’s because of the simultaneity of time. And so
T ask you questions and these will be many. Because I am a question.” Clarice Lispector, Agua Viva, trans. Stefan Tobler (New York:

New Directions, 2012), 32.

no talking” (San Francisco, 2017).

5 He bakes bread and is named after San Andreas because his father is a Russian fisherman. “The best thing is to go with dad on the boat,
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The stars would be first and then the city would be second (Suzanna sings an Armenian song and encounter three Armenian women), 2018. Still image. Video, 5:15 min.
Frederikke Jul Vedelsby
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The stars would e first and then the city would be second, 2018. Still image. Video, 3:06 min. Frederikke Jul Vedelsby

great purpose in life, baking bread

for people to eat.” T want to film him,
but I haver't done that. I figure out
that he knows Suzanna,® whom I have
filmed. She sings songs, including

in languages that she cannot speak,
and we have the same eyes.”

If you are inside a house, then you are
“housing” (when you are inside, youre
in a state of being inside).® My work

is based on modes of being.

Today, my videos are your eyes:

a code for a way of seeing. The videos
refer to the drawings, and the draw-
ings are a language that allows me

to convey impulses about places and
people, with more and other kinds

of information than the words I might
eventually have had.

Inside the house there are people.
They consist of different colours,
and the colours may be of different
qualities, “sometimes like coloured
smoke.”

The house’s layers of air are ajar,
and I am angling my way in
relation to this in order to draw."®
There’s always a sound."

The other realities” are exactly
far away from us so that we cannot
reach them.®

The narratives are physical.

[ want to communicate them
further, even though I do not fully
understand them. I can see them
and distinguish them and put them
together: they are structures,

qualities, fragments of pictures,
and sensory perceptions.

What is a being and what can it
consist of?** In your being, you have
atwin®

[ can remember everything that
people tell me but I have forgotten
what he'® said. He has told his parents
what they should do with his body
if they outlive him.”

I love your stories. It is very
clear—T love®you. The sentence
is just popping up. It is not something
I am telling you."” T hear some older
women talking about how that phrase
is misused.? That “people are just
saying it and it makes it empty.” Right
now, [ am thinking it so strongly
to you.
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Suzanna was born in South Africa. She has a dragonfly on her chest (San Francisco, 2017).
At the restaurant, the waitress asks us if we are mother and daughter: “You have the same eyes!” Suzanna laughs and says, “I could be
your mom.” Suzanna’s eyes are made of plastic. They are green. Her hair is chestnut. “Your hair is chocolate. Right, Frieda?”
(San Francisco, 2017).
In the Nahuatl language, the word for “house” means the “state of being inside.” “When you are in a house you are ‘housing.” You are
merging with your surroundings.” Personal conversation with Ib Michael, Kikhavn, 2017.

What are often fixed parts of speech—verbs, nouns, etc.—were fluid concepts in the languages of the Indigenous peoples of
South America. For example, in a Nahuatl poem, you could find the expression ni-xochi-uitzil (I-flower-hummingbird), which simply serves
to indicate, in the most profound sense, that the poet has identified 100 percent with the objects of their poem. This poses problems when
translating, seeing as the possible solution, “I am floating like a hummingbird in front of the flower,” is merely a metaphor and is a weak-
ening of the original identification.

Jorge Luis Borges’s short story “Tlon, Ugbar, Orbis Tertius” mentions an encyclopaedia in which it is explained that in
Tlons Ursprache language, a phrase like “The moon rose above the river” would sound like this: “Upward behind the onstreaming, it
mooned,” the world being regarded as a frame of mind whereby solid objects are expressions for fields of energy that intermesh with one
another. Borges writes: “The world for them is not a concourse of objects in space; it is a heterogeneous series of independent acts.
It is successive and temporal, not spatial.”

“Nahuatl is described—like several of the other native South American languages—as an ‘inflected,” ‘incorporating’ or
‘polysynthetic’ language. This means to say that in order to make sense in our language, a single phrase often has to be resolved into
a whole sentence.” Ib Michael, Det Rygende Spejl [ The fuming mirror| (Copenhagen: Arabesk, 2016), 2L
“Sometimes, the colours I see are like coloured smoke, sometimes they are like coloured water and coloured air. Sometimes it’s like pure
light, sometimes it’s like metal or stone. The true colours of human beings are always combined and they are always layered. In some way,
they are like clouds or waves or transparent layers of other hints or sparks from other colours, so that it is more colours at the same time.
When I remember people, in my memory, I see them surrounded by colour. So I think it has always been there.” Frederikke Jul Vedelsby,
Kvaliteter, nogle gange som farvet rog [Qualities, sometimes like coloured smoke], video made in collaboration with a masseur who happens
to be blind, 2017.
For example, see Robert Morris’s Blind Time Drawings (1973-2000) —they become like an imprint of the artist’s nervous system. “What the
hell are you thinking of,” Fanny says, when she sees my dark drawings and laughs. The man with the shaking hands says he likes them
(Café Trieste, San Francisco, November 7, 2017).
“When I was going through changes in my life, maybe I'd let myself down. Then I would get up in the morning and I would start chanting
this chant. I am very grateful to the person who I dorr’t remember who taught me this chant” (Fanny, San Francisco, 2017).

“I stopped to drink cool water: the glass at this instant-now is of thick faceted crystal and with thousands of glints of instants.
Are objects halted time?” Lispector, Agua Viva, 37.
“Special creatures with special senses from distant universes. A universe lying outside comes into view.” H.P. Lovecraft, anteckningsbok
[Notebook] (Lund: Ellerstréms serie element, 2009), 18.
Says my grandfather. He suggests to me that I read a book by Lisa Randall, Warped Passages. I bought the book, but I find it difficult to read.
“Det var ikke Trzeernes, fuglenes, skyernes og havets gaade digtet sogte at lodde. Men det gaadefulde menneske kladt i deres broderlige
dragt.” [It was not the trees’, the birds’, the clouds’, and the sea’s mystery that the poem was trying to fathom. But rather the enigmatic
people, dressed in their brotherly costumes]. Paul La Cour, Fragmenter af en dagbog | Fragments of a diary] (Copenhagen: Gyldendal, 1948),
75.
“I dit vaesen har du en tvilling og det kan vere en slange, det kan vare en fjerslange (Quetzalcoatl), et vaesen du ser i en anden tilstand”
[In your being, you have a twin and it can be a snake; it might be a feathered serpent (Quetzalcoatl), a being you see in another frame
of mind]. Frederikke Jul Vedelsby, I dit veesen har du en tvilling [In your being, you have a twin], 2017, video with Ib Michael.
He bakes bread and is named after San Andreas (San Francisco, 2017).
“The moon is still full. Clocks stopped and the sound of a hoarse carillon runs down the wall. I want to be buried with the watch
on my wrist so that in the earth something can pulse time.” Lispector, Agua Viva, 37,
“Is the word an object? And from the instants I extract the juice of their fruits. I must deprive myself to reach the core and seed of life.
The instant is living seed.” Lispector, Agua Viva, 6.
Thoughts, San Francisco, November 13, 2017.
Overheard, Vancouver, November 16, 2017.

»
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The stars would be first and then the city would be second, 2018. Detail. Oil pastel on paper, 29,7 x 21 cm. Frederikke Jul Vedelsby
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I am taking part in the works,

and yet [ am not; I always cut myself
out from the video footage and you
never hear my voice. I want to create
spaces for the people I meet and
compose outward from there.

Like Emil Westman Hertz’s piece
The Prince’s Garden (2014)—1
experience this as a place from
which several of his works emanate.
He has drawings,* watercolours,?
and an installation all with titles
that have something to do with the
“prince’s garden.” As if the prince’s
garden were some distinct place,
from which several of his works
spring forth.

A friend and I created, together,
two characters that we acted out.
We went on a journey with them,
on the trail of their deceased friend
who had left traces they wanted

to investigate.

For her project Ot et Quand?
(2009), Sophie Calle visited a clair-
voyant, who gave her information
about the journey she was about to
go on. As if the trip already existed
as an image. She then went to look
for the places and people the clair-
voyant mentioned.

393

[ am looking for symbols and pic-
tures, but I cannot plan where and
how I will find them. Once I have
recognised the rhythm in the air, this
can, like the clairvoyant, push me

at my back and get me to bump into
the right people and the right material
from which to extract the images.

The experience is the image? and
the image exists in advance.? Every
now and then, a whole episode makes
its appearance in the form of an ob-
ject,” such as a conference catalogue
from 1994 or a book you might
find on the street.”

Before the episode unfolds, you

have an object as a symbol of what is
about to happen. “Just like with your
grandmother’s picture and your
grandfather’s cup.”

Emil Westman Hertz, The Prince’s Garden, 2013, pencil on paper, 19 x 25 cm. Emil Westman Hertz, De Smukke drommes lagune | The lagoon

Emil Westman Hertz, flower from the prince’s garden, 2013, watercolour on paper, 25 x 19 cm. Hertz, De Smukke drommes lagune, 95, 109.

As Hans Belting writes, “Images are neither on the wall nor in the head alone. They do not exist by themselves, but they happen; they take
place whether they are moving images or not” (emphasis in the original). Image (to be distinguished from picture) is the outcome of the
process of interaction among image, body, and medium, that is, the event in which image emerges. Nicoletta Isar, “Of Ambrosia and
Tear, of Life, Death, and Shamanism in Art: A Journey into the Imaginary World of Emil Westman Hertz,” in Hertz, De Smukke drommes

“The basic idea of Mark C. Taylor is that creation is not an additional activity performed by the artist and affixed to the world, but a
process deeply ingrained in the world. ... Physical and spiritual make one. The oneness is due to the power of imagination, which Taylor
explains with the help of the term ‘esemplastic’. ... It expresses the interweaving of opposites and the process of molding or figuring
into unity. Such is the intertwined nature of the world. ... Neither complete nor a fragment ... an undivided oneness.” Isar “Of Ambrosia

“Certain events of which we have not consciously taken note; they have remained, so to speak, below the threshold of consciousness.
They have happened, but they have been absorbed subliminally, without our conscious knowledge. We can become aware of such happen-
ings only in a moment of intuition or by a process of profound thought that leads to a later realization that they must have happened,;

and though we may have originally ignored their emotional and vital importance, it later wells up from the unconscious as a sort of

I am in Berlin. In an antiquarian bookstore. I find a program from the conference the Science of Consciousness from 1994. The conference
still takes place every year, this year in Arizona. To attend the conference, I have to present my drawings at the poster session and write
an abstract. My abstract is no. 372 and is called “Drawing as a platform, which permits unknown impressions to grow and become visible.”
At the poster session, a man comes along and tells me what he thinks the drawings are. “I believe this one is sacred,” he says, facing one
of them. “I am afraid that I'm going to burn my hand if I get too close,” he says pointing out another one. At the conference’s after-party,

I speak to a man. I see that he is wearing the same ring that I have on. I ask him, “Where did you get that ring?” He responds, “I just
bought it last month.” His abstract is called “Honest resonance connection through a coma subject.” The Science of Consciousness,

There is a box with free books. I pick up Von chaos und ordnung der seele [About chaos and order in the soul]. The book opens itself up
to page sixty-three, from where a loose photograph from 1987 falls out. It is of a gravestone cut in the shape of a man standing with open

21
of beautiful dreams] (Holstebro: Holstebro kunstmuseums forlag, 2013), 126-29.
22
23
lagune, 46.
24
and Tear,” 43.
25
afterthought.” C.G. Jung, Man and His Symbols (New York: Dell, 1968), 5.
26
Tucson, Arizona, April 25-30, 2016.
27
arms. The photograph is lying beside a print of a Francesco Clemente painting.
28

One night in November 2016, I come home late and notice that the picture of my grandmother has fallen down from the wall and that
the glass in the frame is broken. I pick up a cup on which “Mesa Verde” is printed. I want to drink from it. It belonged to my grandfather,
and out from it crawls a dark little spider with a cross on it. It’s a strange night. I tell Peter the story and he refers to it while I'm filming
him. Frederikke Jul Vedelsby, Ogjordskelvene [And the earthquakes], 2017, video.



394 Frederikke Jul Vedelsby

I'm at the Embarcadero. There’s a full
moon and a man is balancing a coin
on the rail. The coin reflects the light
and looks like the moon.?

I am looking for something and
it’s looking for me. 'm looking for
the truth® from my dream;* [ want
to touch it.? I hear the echo of their
voices. In a dream, everything is
suddenly evident: hovering ethereal
figures turn together and fall into
place.

Stars and cities meet and change
places.®

The first thing we imagine when
we die is that we have a body:

we are not at all accustomed to not
having a body. Even in the Bardo**
we can believe this, said my grand-
facher.

“We are creating a reality where you are
inside the story and T am the one telling
it to you.”

[ ask storyteller Simon Simonsen
if he wants to tell me a story about
my grandfather. “You can certainly
hear what I'm saying. Right?,” my
grandfather asks me in Simonsen’s
story.”

A new video requires that I make

it in a different way than I have made
videos until now. I want to film a
young man whom [ met on the air-
plane, whose name means “sunshine”
and whose family has cast him out.
Filming him calls for a respectful
focus on details of his personality.
The video has to be experienced
more than it has to be understood,
and alongside the video, I will be
drawing in the project with him.

I have become friends with the
people I have filmed. T would like to
undertake days of video and drawing.
As Simon Simonsen says, suddenly,
you are inside the story and you
cannot distinguish it from every-
thing else.

The stars would be first and then the city would be second, 2018. Detail. Frederikke Jul Vedelsby
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The stars would be first and then the city would be second, 2018. Detail. Photograph in booklet. Frederikke Jul Vedelshy

Frederikke Jul Vedelsby, Coin by Fullmoon, 2016, video.

“As when I was looking for the truth, I found out the best way is just to look around—you know—you dor’t see anything, just be in the
mood for the truth. It is a happy state of mind very, you know, a small happiness, then you stay alert, you don't see anything but you have
to stay alert— And it just comes in to your mind what to do.” Agnes Martin, in With My Back to the World, documentary, directed by Mary
Lance (USA: New Deal Films, 2002). Available online at http://www.ubu.com/film/martin_wind.html.

“I dreamt of a pet cemetery—animal, dog cemetery—a couple of years ago. I never saw such colours. ... There were tombstones, but they
weren't the ordinary tombstones—they were jewelled, with the most phenomenal coloured jewels. And dreams like that. Just phenomenal
colour. Now, where is that coming from, one wonders” (Fanny telling me about her dream, San Francisco, November 2017).

“To me, sense of touch is not confined to physical contact with objects. There is the touch transmitted by the sight of something—an
electric communication with memory; the touch of an idea—or that touch which is the feel of space. Awareness and sense of touch are,
to me, synonymous. ... To me, the air is a solid, but an elastic solid, comparable to the clay prepared by the modeller before he begins his
work.

It is a resilient medium, on which I can imprint my meaning; and beyond that, it has curious electric properties—it carries the intention
of this imprint outward, in a kind of telegraphic code.” Angna Enters, On Mime (Middletown, CT: Wesleyan University Press, 1978), 58-59.
“First there was a cityscape, like San Francisco. That was first and then these stars in the galaxy, but that had the flip to it in the right
place. ’Cause the stars would be first and then the city would be second, below the stars. So that was a good night. Now, where does

all that come from, one wonders” (Fanny telling me about her dream, San Francisco, November 2017).

“After death, according to ‘The Tibetan Book of the Dead’, all creatures then spend forty-nine days in the Bardo. And the Bardo isn't a
place, it's more like a process that lasts forty-nine days as the mind dissolves and, as the Tibetans believe, the consciousness or, let’s say,
the energy, prepares to take another life form. ... The Tibetans believe that hearing is the last sense to go. So after the heart stops and your
brain flat lines and the eyes go dark, the hammers in the ears are still working.” Laurie Anderson, The Withness of the Body (Napoli: arte’m,
2016), 44-46.

Simon Simonsen, story told in Vejby, January 2016.
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My grandfather listened to the
music;* it allowed him to get in
there and rest.*”

It is possible to discover an entrance
to something?*® A part of a whole.®

A man comes over to me and tells
me that my ancestors are waiting
for me up north.* I am wondering
if they are sitting in the house
over the sea.

“You will also forget the camera. But above
all, you will forget that this is you. You.”*

I find a coat; I put it on and see
as you do.

The house’s bed is a rectangular
page*' on which to draw. People are
rectangles.®?

At the end of my grandfather’s life, he played his Leonard Cohen CDs so much they did not work anymore. He turned the volume
up to maximum and my grandmother asked him to turn it down because of the neighbours, but as soon as she left the house he turned

“This painting I like, because you can get in there and rest.” Martin, in With My Back to the World.
“Most people think that numbers has been invented by people, says Jung. But what if they have, to the same extent, been discov-
ered?” Marie-Louise von Franz, Synkronisitet og spddomskunst [On divination and synchronicity: The psychology of meaningful chance]

“Virlden dr en gemensam kropp for alla manniskor, forindringar I den medfor foriandringar I alla ménniskors sjil som just vetter mot
denna del” (The world is a common body for all people. Changes in this entail changes in the souls of all people who are standing and
facing this aspect). G.C. Lichtenberg, diary entry from November 5, 1769, kldddbsker [Draft books| (Lund: Peter Handberg, KYKEON,

“Those born before us, those yet to be born: we respect you. Those born before us, those yet to be born: help us. Those born before us,
those yet to be born: we want to do the respectful thing.” Terri-Lynn William Davidson, “Call to the Ancestors,” YouTube video, 4:12,
posted by Raven Calling Productions, September 28, 2011, https://wwwyoutube.com/watch?v-uQsjTLaT8Dk.

“The Bed (or, if you prefer, the page) is a rectangular space, longer than it is wide, in which, or on which, we normally lie longways.”

“You go down to the river/Youre just like me/An orange leaf is floating/Yowre just like me/Then I drew all these rectangles/
All the people were like those rectangles/They are just like grass.” Agnes Martin, The Untroubled Mind (Berlin: Hatje Cantz Verlag;

36
it up to maximum again. As if he could rest in there?
37
38
(Copenhagen: Forlaget politisk revy, 2002), 11.
39
Propexus 1991), 27.
40
41
Georges Perec, Species of Spaces and Other Pieces (London: Penguin Classics, 2008), 16.
42
Winterthur: Kunstmuseum Winterthur, 1991).
43

Marguerite Duras, Two by Duras (Toronto: Coach House, 1993), 3L
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Image courtesy of Daniele Molajoli / Accademia di Francia a Roma—Villa Medici

White Museum (Pino marittimo), 2010/2017. 70 mm white film, projector. Installation view, Villa'Medici, Rome, 2017. Rosa Barba.
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BIO Rosa Barba lives and works in Berlin. She studied at the Academy of Media Arts Cologne and has
been, since the spring of 2013, a PhD candidate in Fine Arts at the Malmo Art Academy. Barba has had residencies
at the Rijksakademie van beeldende kunsten, Amsterdam; Chinati Foundation, Marfa, Texas; laspis, Stockholm;
and Artpace, San Antonio, to name a few.

Recent solo exhibitions include Kunsthalle Bremen, 2018; Tabakalera, International Centre for
Contemporary Culture, San Sebastian, Spain, 2018; Void, Derry, Northern Ireland, 2018; Museo Nacional Centro
de Arte Reina Sofia, Palacio de Cristal, Madrid, 2017; Pirelli HangarBicocca, Milan, 2017; Vienna Secession, 2017;
Malmo Konsthall, 2017; CAPC musée d’art contemporain de Bordeaux, 2016—-17; Schirn Kunsthalle Frankfurt,
2016; Albertinum, Dresden, 2015; MIT List Visual Arts Center, Cambridge, Massachusetts, 2015; EMPAC, Rensselaer
Polytechnic Institute, Troy, New York, 2015; Contemporary Art Centre, Vilnius, Lithuania, 2014; MAXXI, Museo
Nazionale delle Arti del XXI secolo, Rome, 2014; Turner Contemporary, Margate, UK, 2013; Bergen Kunsthall,
Norway, 2013; Cornerhouse, Manchester, UK, 2013; MUSAC Museo de Arte Contemporaneo de Castilla y Le6n,
Spain, 2013; Jeu de Paume, Paris, 2012; Kunsthaus Ziirich, 2012; Marfa Book Company, Marfa, Texas, 2012;
Contemporary Art Museum St. Louis, Missouri, 2012; and Tate Modern, London, 2010.

Recent biennials and group shows include the 32nd Bienal de Sao Paulo, 2016; the 53rd and 56th
Venice Biennale, 2009 and 2015; 8th Berlin Biennale for Contemporary Art, 2014; International Triennial of New
Media Art, Beijing, 2014; 19th Biennale of Sydney, 2014; Performa, New York City, 2013; International Biennial
of Contemporary Art of Cartagena de Indias, Colombia, 2014; Liverpool Biennale, 2010; Centre Pompidou, Metz,
France, 2016; MASS MoCA, North Adams, Massachusetts, 2014-15; Akademie der Kiinste, Berlin, 2014; Kunst-
museum Liechtenstein, Vaduz, 2014; Louisiana Museum of Modern Art, Humlebak, Denmark, 2012; WIELS
Contemporary Art Centre, Brussels, 2013; Museo Nacional Centro de Arte Reina Sofia, Madrid, 2010; and
Museum of Contemporary Art, Chicago, 2008.

Barba’s work is part of numerous public and private collections and has been widely published, most
recently, in the monographic books Rosa Barba: From Source to Poem (2017), Rosa Barba: Time as Perspective (2013),
Rosa Barba: White Is an Image (2011), all published by Hatje Cantz, and Rosa Barba: The Color Out of Space (2016),
published by MIT List Visual Arts Center/Dancing Foxes. Barba has been awarded various prizes, including the
International Prize for Contemporary Art (PIAC) by the Fondation Prince Pierre de Monaco in 2016.
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The Anarchic Organizations
of Cinematic Spaces

mm My PhD research engages with the
space beyond film, giving substance to a futur-
istic vision about the condition of cinema.

Likewise, in my installations I explore

film and its capacity to simultaneously be an
immaterial medium that carries information
and a physical material with sculptural
properties. The category of film is expanded
and abstracted beyond the literal components
of the celluloid strip, the projector through
which it passes, and the image projected onto
a screen, or beyond—where the landscape
itself forms the screen. Each component
becomes a starting point for artworks that
expand on the idea of film while exploring
its intrinsic attributes.

Mine is a conceptual approach that regards
cinema in an architectural sense and as an
instrument; where the environment (the space),

the screen, and the projection can be combined
or pushed forward to create another space
beyond, which can exist in interior and exterior
space at the same time. Uncertainty and
speculation form part of that space.

In this research I am proposing four different
modes of enquiry into how this space beyond
can be achieved.

The writing is structured within a “fictional
library,” which is not meant to be a contained
system of chapters but an ever-evolving
arrangement of suspended words and themes
that dissolve and reappear in different functions.
These are keywords with modulating meaning;
through my artistic practice, they activate and
connect different bodies as interlinked themes
of an emerging understanding of a space
beyond cinema.

—DRosa Barba on her PhD project






Rosa Barba

Image courtesy of Agostino Osio

Rosa Barba: From Source to Poem to Rhythm to Reader. Exhibition view, Pirelli HangarBicocca, Milan, 2017. Rosa Barba
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Solar Flux Recordings, 2017. Installation view and detail, Palacio de Cristal, Museo Nacional Centro de Arte Reina Sofia, Madrid, 2017. Rosa Barba
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Under the Sign of Regret

[ | My PhD research, titled “Under the

Sign of Regret,” focuses on aesthetically mediated
responses to regret. It interrogates the qualities

of the feeling of regret and what it produces,

as objects and as experiences. The inquiry traces
regret as a form of memory and as a way of
narrating ourselves (which in some cases may
amount to the same thing). My research on regret
intervenes in the territory charted by affect theory
and psychoanalysis. It thinks about regret as an
aesthetic category by approaching the emotion

as condensed “interpretations of predicaments.”
Regret, in this way, is not easily discernible from
other emotions such as worry, anxiety, and melan-
choly, but rather works together or alongside
them to render visible a general state of obstructed
agency. I am thinking of the ways in which our
imagined self does not align with who we really
are and the psychic energy that is used to leverage
the difference, as well as questioning the function

of regret in navigating between these two

selves. I am interested in the narrative structure
imposed by the lens of regret and how it may
relate to creative strategies and modes of produc-
tion. The hypothesis involves considering regret
as a generative force, as a bittersweet drama of
adjustments, and as a way of questioning perspec-
tive itself. I am making a distinction between
feeling regret and using regret as a methodological
drive. Reading through a lens of regret does not
mean that the works produced or analysed are
about regret or narrate a story of regret, but they
help to demonstrate some of the characteristics
and modes that emerge from considering regret
conceptually. The thesis will develop three
particular characteristics of producing under

the sign of regret: suspended agency, ghostly
haunting, and imagined promise.

—Alejandro Cesarco on his PhD project

BIO Alejandro Cesarco (b. Montevideo, Uruguay, lives and works in New York) utilises different formats
and strategies to address his recurrent interests in repetition, narrative, and the practices of reading and translating.
Recent solo exhibitions include Song, Renaissance Society, Chicago, 2017; The Measure of Memory, Galleria
Raffaella Cortese, Milan, 2017; Public Process, SculptureCenter, New York, 2017; The Inner Shadow, A Tale of a Tub,
Rotterdam, 2016; Prescribe the Symptom, Midway Contemporary Art, Minneapolis, 2015; Loyalties and Betrayals,
Murray Guy, New York, 2015; Secondary Revision, Frac fle-de-France/Le Plateau, Paris, 2013; A Portrait, a Story, and
an Ending, Kunsthalle Ziirich, 2013; Alejandro Cesarco, mumok, Vienna, 2012; A Common Ground, Uruguayan Pavilion,
54th Venice Biennale, 2011; One without the Other, Museo Rufino Tamayo, Mexico City, 2011; and Present Memory,

Tate Modern, London, 2010.

Group exhibitions include Question the Wall Itself, Walker Art Center, Minneapolis, 2016; Under the
Same Sun, Solomon R. Guggenheim Museum, New York, 2014; Tell It to My Heart: Collected by Julie Ault, Museum
fiir Gegenwartskunst, Basel, 2013; and The Imminence of Poetics, 30th Bienal de Sao Paulo, 2012. Cesarco is Director
of the non-profit arts organisation Art Resources Transfer, New York.



410

Song, 2017. Installation view, Renaissance Society, Chicago, 2017. Alejandro Cesarco
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Inserts, 2018. Detail. Inter Arts Center, Malma, 2018. Marion von Osten
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In the Desert of Modernity.
Colonial Planning and After

Marion von Osten was awarded a Doctorate of Fine Arts, after defending her dissertation,
In the Making: Traversing the Project Exhibition In the Desert of Modernity. Colonial Planning
and After, publicly on May 31, 2018 at Inter Arts Center, Malmo. Her dissertation opponent
was Dr. Lucy Cotter and the examination committee included Dr. Charlotte Bydler,

Professor Frans Jacobi, and Dr. Lucy Steeds.

DISSERTATION ABSTRACT
The principal aim of my PhD research is to
think through practices involved in the making
of In the Desert of Modernity. Colonial Planning
and After (Berlin, 2008; Casablanca, 2009), which
constituted as well as traversed the exhibitions
and went beyond. The project developed
through a transnational constellation of culture
producers, scholars, and activists from Berlin,
Zurich, Paris, Delft, and Casablanca. In the process
of its experimental study mode, the finding was
made that European ideas on architecture and
urbanism were projected onto postwar French
North African colonies, where they underwent
change, modification, and testing before being
reprojected back onto architecture and urban
planning in France and Switzerland in the late
1950s. It became evident that through the creation
of a transnational network, including architects,
activists, and local inhabitants from Casablanca,
the construction sites of the architectural cases
under investigation became sites of anticolonial
revolt in 1952 in Morocco. These findings revised
existing assumptions by Western scholars and
called for the decolonialising of the European
episteme on modernist housing and urbanism.

Completing the PhD research made me see

the project exhibitions of In the Desert of Moder-
nity in Berlin and Casablanca not as endpoints.
Instead, this thesis addresses practices as in
continuation, rather than completed through
events and curatorial methods. The need to
establish a mode of thinking that allows constant
revision created temporalities and socialites that
revealed exhibitions as a too limited frame for
analysis and for a decolonialising practice. Instead
practices that transcend the “show” are discussed
in six chapters, each focusing on a specific site,

a document, conceptual thinking, or conversa-
tional dialogue. I conclude that the PhD research
allowed me to think through my parainstitu-
tional practice that aims to take long-durational,
dialogical, and material approaches and local
agencies into account. From the perspective of

“in the making,” I imagine a new understanding of

culture production that also asks for supplements
to our existing institutional infrastructures.

—Marion von Osten, 2018
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mmm  [NFRASTRUCTURAL INSERTS AT

IAC, INTER ARTS CENTER, MALMO
A new announcement board, a research archive,
and a researchers’ platform have been installed
at the IAC, Inter Arts Center in Malmo. These
infrastructural supplements, entitled Inserts, have
been developed as open-source design and as the
practical part of my PhD project.

The Inserts have a double function: On the one
hand they address the IAC as a new model of
an art institution supporting long-term projects
by visual artists, performers, and musicians.
From this perspective, the Inserts are designed
to make doctoral research projects by students
from the Malmo Faculty of Fine and Performing
Arts at Lund University, in process and in final
form, visible and publicly accessible. On the
other, they argue against the background of

my PhD research for different temporalities of
research and emphasise the sharing of knowledge
within its various processes, stages, involved

practices, and outcomes. The central aim of the
on-site intervention is to foster cross-disciplinary
exchange between researchers in process and
beyond final presentation formats.

For the IAC, I proposed a series of supplements
to the existing infrastructure: A — an announce-
ment board to present actual projects; B-a
research archive to provide access to doctoral
theses and donated research materials; C — a
researchers’ platform to create a space for interim
presentations and intellectual exchange between
researchers and the public; and D — a mobile
display that can be used at IAC beyond avail-
able presentation spaces. In the future, IAC,
researchers, and artists will use and program
the Inserts.

After my disputation on May 31, 2018, the Inserts
were donated to the IAC to become permanent

infrastructures of the institution.

—Marion von Osten, 2018

The Inserts as on-site intervention are based on a series of conversations with the IAC organisers. In its name, Inter Arts Center
suggests the intersection of the arts, a concept that relates not only to my work but also to my doctoral research. My PhD thesis,
“In the Making—Traversing the Project Exhibition: In the Desert of Modernity Colonial Planning and After,” discusses the collective
and experimental nature of a multiyear study of colonial planning in working-class neighbourhoods in Morocco and the

various forms of resistance against it.

The thesis analyses insights, processes, and practices that transcend the scope of the production and the event character of exhibi-
tions. The practice of exploration does not end with a public event. The doctoral thesis therefore discusses a practice in continuity
and constituted by collaboration. The radical criticism of the division of the arts into high and low and applied and non-applied
arts by postcolonial artists and writers, expressed in conversations in the research process, shaped both my practice and the

intervention on site.
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Talk by curator Emily Fahlén at the inauguration of Inserts at Inter Arts Center, Malmé in May 2018. Marion von Osten

BIO Marion von Osten is an artist, writer, researcher, and exhibition maker. She is a founding member of

the Center for Post-colonial Knowledge and Culture (CPKC) and kleines postfordistisches Drama (kpD) in Berlin as
well as of the media collective Labor k3000 Ziirich. In 2016 she became artistic director and curator of the Bauhaus
centenary project the bauhaus idea (2017-2019) initiated by the Bauhaus Cooperation Weimar Dessau Berlin, Goethe
Institute and Haus der Kulturen der Welt Berlin. Von Osten concluded her PhD in Fine Arts at Malmo Art Academy,
Lund University, in May 2018.

Beyond her artistic practice, von Osten initiates long-term research and collaborative project
exhibitions, such as Viet Nam Discourse Stockholm, Tensta Konsthall, Stockholm and CPKC Berlin, 2016; Aesthetics of
Decolonisation. The magazine Souffles 1966—1973, Institut fiir Theorie (ith), Zurich, and CPKC, Berlin, 2014-15 (with
Serhat Karakayali); Model House—Mapping Transcultural Modernisms, Academy of Fine Arts Vienna, 2010-13; Action!
painting/publishing, Les Laboratoires d’Aubervilliers, Paris, 2011-12; In the Desert of Modernity—Colonial Planning and
After, Berlin, 2008, and Casablanca, 2009 (with Tom Avermaete and Serhat Karakayali); Projekt Migration, Cologne,
2002-06 (with Aytac Erylmaz, Martin Rapp, Regina Réhmhild, and Kathrin Rhomberg); TRANSIT MIGRATION,
Zirich and Frankfurt, 2003-05; Atelier Europa, Munich, 2004 (with Séren Grammel and kpD); and Be Creative! The
Creative Imperative, Ziirich, 2003 (with Peter Spillmann).

Publications include Transcultural Modernisms, edited by Model House Collective (Sternberg, 2013); Das
Erziehungsbild. Zur visuellen Kultur des Pidagogischen, edited with Tom Holert (Schlebriigge.Editor, 2010); The Colonial
Modern: Aesthetics of the Past, Rebellions for the Future, edited with Tom Avermaete and Serhat Karakayal1 (Black Dog,
2010); Projekt Migration, edited with Aytac Erylmaz et al. (Kolnischer Kunstverein, 2005); “Norm der Abweichung,”
T:G 04, Zurich/Vienna, 2003; MoneyNations, edited with Peter Spillmann (Edition Selene, 2003); and Das Phantom
sucht seinen Morder. Ein Reader zur Kulturalisierung der
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Inserts, 2018. Installation view, Inter Arts Center, Malmo, 2018. Marion von Osten
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Inserts, 2018. Installation views, Inter Arts Center, Malmg, 2018. Marion von Osten
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Inserts, 2018. Installation views, Inter Arts Center, Malmg, 2018. Marion von Osten
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CUT-SPLICE THOUGHT-FORMS

mm My PhD project Cut-Splice Thought-
Forms looks at the quantum effects of spiritual
visions. Situating my research in physicist Karen
Barad'’s theory of agential realism, I explore

how the cut-splicing of seemingly conflicting
phenomena—quantum physics, spiritual
paradigms, and lubricated feminism—can serve
as trailblazers for radical tentacular thinking

and practices. In researching the collision
between quantum theory and spiritual paradigms,
my “case study” and specific field of interest

is the theosophical concept of thought-forms.

At the moment, I am researching how pioneering
insights in quantum mechanics have been used
and misused by spiritual systems in very specific
ways. Quantum realities have been appropriated
by New Age doctrines and become convenient
metaphors for transcendental realities in ways
that leave the underlying dogmas of these spiri-
tual systems unchallenged. I like to think that my
aim with “colliding” science and mysticism is a
more challenging one: I am not seeking smooth

metaphors—I am looking for something

a bit more unruly and lively. What potential
for radical (mad, nonviolent) spaces lies in
such a collision? What promiscuous but solid
thought-forms could materialise in the wake
of this (gang)bang? I am trying to excite the
aforementioned thought-forms (plural, plural)
in the collider through different experiments.
Matter, irony, and esoteric doctrines and
doings will be cut-spliced with scientific
theory to better understand the uncertainty
and mercuriality of our thinking-in-form.
Misunderstandings and misconceptions are
not to be avoided but rather embraced, as they
seem to spawn visionary cross-disciplinary
abstractions. Seeking a critical discourse that
encompasses dreams, meditations, and delirious
quantum scientific speculations, the experiments
aim to disrupt—not illustrate—fixed or local
notions of truth through a practice of radical
openness.

—Lea Porsager on her PhD project

BIO Lea Porsager graduated from the Royal Danish Academy of Fine Arts, Copenhagen, and the Stadelschule
in Frankfurt am Main in 2010. She began her studies as a PhD fellow at Malmo Art Academy and Lund University
in September 2015. Porsager’s practice interweaves fabulation and speculation with a variety of mediums including
film, sculpture, photography, and text. Her works encompass science, politics, feminism, and esotericism.
Porsager’s most recent solo exhibitions include Nils Steerk, Copenhagen, 2016; Brandts, Odense, 2016;
Gottingen Kunstverein, 2015; Overgaden, Copenhagen, 2015; Kiinstlerhaus Bethanien, Berlin, 2015; Henie Onstad
Kunstsenter, Hovikodden, 2013; and Emily Harvey Foundation, New York, 2013. Group exhibitions include SMK
— National Gallery of Denmark, Copenhagen, 2017; Rebuild Foundation, Chicago, 2016; Den Frie, Copenhagen, 2016,
2014; Monash University Museum of Art | MUMA, Melbourne, 2015; Moderna Museet, Malmo, 2014; Kumu Art
Museum, Tallinn, 2014; Sore Kunstmuseum, 2014; Contemporary Art Centre, Vilnius, 2013; and Neue Gesellschaft

fiir Bildende Kunst, Berlin, 2013.

In 2012, Porsager participated in dOCUMENTA(13) with the Anatta Experiment. She was awarded
the Carl Nielsen and Anne Marie Carl-Nielsen Scholarship in 2014. In 2015, Porsager partook in the 14th Istanbul
Biennial, SALTWATER: A Theory of Thought Forms, as Annie Besant’s “medium,” recreating thirty-six of Besant’s
watercolours from the book Thought Forms (1905). Porsager’s earthwork and memorial Gravitational Ripples was
inaugurated in June 2018 in Stockholm, Sweden, commemorating the lives lost in the 2004 Indian Ocean tsunami.
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GRAVITATIONAL RIPPLES
Working-With: Notes on the Process

When I decided to enter a proposal for the
Swedish 2004 Indian Ocean Tsunami Memorial,
I knew that I wanted to approach it in the spirit
of working-with, a process that led me far out
into cosmos from the very beginning.

As I was undertaking research for my proposal,
the news of gravitational waves having been
detected by a team of scientists at LIGO—the
Laser Interferometer Gravitational-Wave Observa-
tory trickled into every news cycle, and I couldn’t
get the scientific illustrations out of my mind.
Gravitational waves are ripples in the curvature
of space-time itself following a collision between
two massive celestial bodies. The image of two
black holes merging felt like an apparition—
imagine an event so powerful that it alters space-
time itself. Those who have lived through trauma
might be familiar with how one’s experience of
time changes. How memories seem to bend time
and space, dissolving the borders between here
and there, then and now, past, present, and future.

The 2004 tsunami was a brutal reminder of the
fragility of our earthbound existence. Situating
our experiences in the greater context of the
cosmos connects us to notions of infinity, origin,
and creation. The scientific illustrations of gravi-
tational waves reminded me of the unconditional
beauty and rawness of nature. How, in a frozen
moment, the waves formed a double spiral.
They resounded with the interconnectedness
and complementarity of all phenomena. Some-
how, our lives unfold within these strange space-
time entanglements. To me, interconnectedness
and complementarity are a working method

in and of themselves, as has been the case for

a while. A gravitational wave situated on a quiet
spot outside of Stockholm—a cosmic ripple
transformed into an earthly, spiralling cradle.

The Process of Adjusting the Sketch

The proposal for Gravitational Ripples was
developed together with a small team of three
friends-collaborators-thinkers-makers: Seren
Assenholt, Rasmus Strange Thue Tobiasen,

and Synneve B. Brogger. It was important for

me that we developed a concept that was secure
enough that it could be flexible. And in our team,
we continuously remind ourselves and each
other to listen to the material and build from
there. I could not imagine a better team—team
dynamics mean a lot in the process of working-
with, where entanglements themselves are
methodological tools. This also goes for my
collaborations with the National Property Board
of Sweden, Public Art Agency Sweden, architec-
ture firm Niv4, and Royal Djurgarden Admin-
istration. They have all impacted the work and
its evolution. Materialising this work has been

a dense and amazing process. To see it grow, to
feel its weight, and to see all the different experts
at work, both from my own team and from the
state agencies. It is also very exciting to see what
challenges arise in a process like this, but I have
always felt that the project was in good and caring
hands. Gravitational Ripples aims to be continually
working-with the aftermath of the 2004 event—
those touched by the tsunami, their relatives and
loved ones—and with nature itself as it unfolds
as matter weaving through time.
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To Work Together with Nature and Not
against It: Protecting What Is and Still Adding
Something

At this point, our (Western) denial of our
dependence on the (so-called) natural world

has become almost impossible to maintain.

The deep-rooted Cartesian dualisms that are

the companion thought-forms to human excep-
tionalism and advanced capitalism are being
profoundly challenged as we experience—and
will continue to experience—the devastating
effects of climate change and mass extinctions.
These times call for creativity, radical think-

ing, passion, and sober ways of connecting.

To loosely quote biologist and science theorist
Donna Haraway, we are players within a colour-
ful, lively compost pile. We become-with each
other or not at all. Again, it’s all about working-
and thinking-with. In Gravitational Ripples, the
primary use of soil is a very concrete way of
working with earthly matter and matters. As

we repositioned the double spiral to include the
parking lot, we added biodiversity. We planted
and sowed flowers and meadow grass. Diversity
is not only pleasant to human senses, it nurtures
other critters as well—bees, spiders, butter-
flies, you name it. Meanwhile, the old trees at
Djurgarden remain untouched, though in new
and fresh company.

I am sure Gravitational Ripples will grow into

its own being. Working-with time is to see things
grow, to allow nature space to express itself.
This is an ongoing process, as new layers and
seeds will be added each year, like the crystals
in Robert Smithson’s Spiral Jetty (1970). I have
been asked if I am inspired by Smithson’s work,
and yes, for sure, it has had an impact on me.

I walked the Salt Lake spiral in 2006, and it

was a profound experience. To me, earthworks
differ from other art experiences in that they
are unapologetically physical encounters. Most
of the earthworks I've seen have been located
in the United States, made by male artists in
remote areas. So, of course, Gravitational Ripples
is different. But, what I took from experiencing
a work like Lightning Field (1977) by Walter

De Maria was this sense of immersion. Being
permeated by its atmospheres, its scents, etc.
An all-encompassing experience that opens and
expands ways of sensing, being and thinking-with
the world. My hope is that this memorial can
serve as a gentle reminder of the mysterious
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nature of our existence. And how we—together
and in solitude—might find solace in the bound-
less forces of the universe. The strange and

deep forces that bind and unite us.

In December 2017, the team behind the detection
of gravitational waves—Rainer Weiss, Kip S.
Thorne, and Barry C. Barish—received the Nobel
Prize in Physics in Stockholm. After the ceremony,
they visited the site of Gravitational Ripples. Weiss
writes the following about the memorial:

The sculpture reminds us of two dramatic
events in nature. Both are the result of

the release of an enormous amount of energy.
One is the wave that came from one of the
largest earthquakes known, the other, the
waves that came from a quake in the structure
of space itself. The first generated a tsunami
with heights as large as 30 meters. The other
came from the collision of two black holes
each weighing about 30 times the mass of our
sun. The first occurred on Dec 26, 2004 near
Indonesia. The other about a billion years ago
in a galaxy a billion light years away which
was detected as a slight tremor no larger than
1/1000 the size of an atomic nucleus by the
Laser Interferometer Gravitational-wave
Observatory on September 14, 2015. The
detection of these waves are a confirmation
of Albert Einstein’s theory of general relativity
and an example of our ability to use tech-
nology to learn about nature. By coupling
these two events the sculpture embodies both
our fragility as well as our curiosity of the
universe we live in.

—Lea Porsager, 2018
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ReCast: LIVE ON-AIR, 2018. Sound installation, audio equipment, copper, sound absorbing curtains, cardboard, paint, acoustically transparent
cloth, rugs, lights, seating, dimensions variable, 54:00, looped. Installation view, White Room, Malmo Art Academy, 2018. Andrea Ray
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Sounding Expanded Affinities: A Polytemporal
Approach to Reconceptualizing Egalitarian

Social Relations

Andrea Ray was awarded a Doctorate of Fine Arts, after defending her dissertation,
Sounding Elective Affinities: A Polytemporal Approach to Reconceptualizing Egalitarian Social
Relations, publicly on January 26 , 2018 at Inter Arts Center, Malmo. Her dissertation
opponent was Professor Katy Deepwell and the examination committee included
Professor Matts Leiderstam, Professor Asa Lundqvist, and Dr. Lycia Trouton.

DISSERTATION ABSTRACT
My doctoral submission, Sounding Expanded
Affinities, examines how strides toward gender
equality might be made, but it postulates that
this is too difficult while marriage remains at
the core of our patriarchal value system. This
patriarchal system is one that oppresses women
by manipulating subjects into its preferred roles
often in subtle, chronic ways, using repetition
and pairing as its tools. The doctoral submission
then formulates a synchronous model of time to
critique and disturb the operation of convention,
to evaluate alternative forms of relationships,
and finally, to propose a new relationship form
with egalitarianism as its aim.

I approach the doctoral project as an artistic
practitioner first. Therefore, I have extracted a
methodology from my sound installation work
that I refer to as “polytemporality.” I borrow
this musical term to bring together thinking
from different historical moments about how
women might achieve greater equality. The
project focuses on the United States context,
specifically the period between the nineteenth
century and now. I ultimately build on this
research into earlier utopian proposals for
gender equality to develop an idea that I call

“expanded affinities”: this is a proposal for a
more egalitarian form of relationship. The two
terms are both method and subject of the art-
works, dissertation, and writing that comprise
my doctoral submission, Sounding Expanded
Affinities. I see the two as linked since I believe
that gender inequality is reinforced by notions

of linear time. “Polytemporality,” which I define
as a synchronous sense of the past, present, and
future, is therefore meant to disrupt the norma-
tive ideas about gender within relationships.

The word “polytemporal” further serves as a
conscious nod to the politics of polyamory, or,
non-monogamy, taken up in this text. The notion
of expanded affinities builds on my research into
earlier historical attempts to form more egali-
tarian types of relationships in intentional com-
munities or through experimenting with different
modes of relating. It is a concept that contributes
to feminist and queer critiques of heteronormative
constructs insofar as it decentres marriage and
biological kinship and redistributes the state’s
economic investments in those forms of belonging
to the individual instead of the couple. Expanded
affinities is ultimately a way of relating that
exceeds present-day restrictions and hierarchies
within love relations.
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The first two installations that are part of
Sounding Expanded Affinities are Utopians Dance
and A Reeducation. Together, these two installa-
tions take up the initial terms of gender identity,
feminism, sexuality, utopian communities, and
alternative economics. The third installation
includes the radio play ReCast: LIVE ON-AIR,

in which feminist voices from across two hundred
years are brought together in an omnipresent
radio station to discuss relationship forms. Poly-
temporality is not only the method of writing,
but the form too, as ReCast: LIVE ON-AIR aims

to create a hybrid sense of time in the physical
and aural space of installation. The dissertation
appendix includes reprints of my script and book
from the above-mentioned installations.

I use the polytemporal method in my disserta-
tion as well. Chapter one introduces the concept,
and chapter two offers a historical analysis of the
patriarchal nature of marriage that also identifies
the residual asymmetrical power structures

from the past that still exist today. The third

chapter evaluates the egalitarian potential

of ethical non-monogamies for women, in

part by examining earlier historical communities
where non-monogamy was practiced in order

to create more egalitarian modes of relating.

The fourth chapter introduces the concept of
expanded affinities as my alternative to ethical
non-monogamy, which is intended to be a more
inclusive and more equal relationship form.

Together, the concept of expanded affinities

and polytemporality allow the personal register
to speak across time to create bonds beyond

the constraints of the present, of the couple,
and of gender roles. The installations provide
an element of embodiment and performativity;
the dissertation offers analysis and scholar-
ship; and the artistic writings contain fractured
narratives. It is my hope that such an interdis-
ciplinary approach to form and expression will
work to forward the frames within which feminist
art and discourse can take place today.

—Andrea Ray, 2018
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ReCast: LIVE ON-AIR, 2018. Sound installation, audio equipment, copper, sound absorbing curtains, cardboard, paint, acoustically transparent
cloth, rugs, lights, seating, dimensions variable, 54:00, looped. Installation view, White Room, Malmo Art Academy, 2018. Andrea Ray
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ReCast: LIVE ON-AIR, 2018. Sound installation, audio equipment, copper, sound absorbing curtains, cardboard, paint, acoustically transparent
cloth, rugs, lights, seating. Dimensions variable, 54:00, looped. Installation view, White Room, Malmo Art Academy, 2018. Andrea Ray
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mm  SOUND WORK AND EXHIBITION:
ReCast: LIVE ON-AIR takes the shape of a live
studio discussion that is broadcast from a fictive
radio station in which people from across more
than two hundred years have come together to
share their intimate experiences and perspectives
on gender and non-monogamy. This group of
spectres and futuristics hash out the separation
of love from pleasure, and debate the liberatory
possibilities of various forms of caring such as
free love, polyamory, and complex marriage.
They also express future forms such as the notion
I call “expanded affinities” and another term I have
coined, “compassioned expression.” One radio
guest is a nineteenth-century free love commune
member, who appears in the studio to share the
continued relevance of their community’s free
love practices; another is a twentieth-century
essentialist feminist, who is unable to let go of the
gender binary; others speak from a future where
neither gendered subjectivities nor singular forms
of relationships exist. The voices are inspired by
people like queer theorist Paul B. Preciado, French
novelist Anais Nin, and Tirzah Miller, who was a
member of the nineteenth-century non-monoga-
mous group the Oneida Community.
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The audio is installed in such a way that the
voice of each “radio guest” plays back through
an individual speaker within the main elliptical
curtain. Two speakers outside the curtained area
play the callers or spectres of the station as well
as environmental tracks—one of chants from
the Women’s March of 1970, the other a bucolic
walk through the grasses while humming a
hymn. Spectators are able to commune with

the disembodied voices in a listening space that
evokes both a nineteenth-century séance parlour
and a futuristic radio station. The voices confer
in an ever-present loop on WPPF Radio, and
thus create a type of utopian futurity.

ReCast: LIVE ON-AIR is produced from a
sense of longing to be free from the here and now.
The spectres from the past, present, and future
are summoned to confer and to release us from
the immediate constraints of society, law, and
culture in order to make way for a utopian future.
Sounding like voices from an outer ring of space,
the relationship radicals reject the charmed circle
and the linearity of the relationship escalator that
ascends from dating, to love, to marriage, and
then children. The installation works to resist
forms of “straight time.”

—Andrea Ray, 2018

BIO Andrea Ray completed the Whitney Museum of American Art Independent Study Program, received

a MFA from the Cranbrook Academy of Art, Michigan, and earned a BFA from the Rhode Island School of Design.
Ray is a part-time assistant professor at Parsons, the New School in New York and teaches online for the School
of the Art Institute of Chicago’s Low-Residency MFA. Ray completed her PhD in Fine Arts at the Malmo Art

Academy of Lund University in January, 2018.

Solo exhibitions include those at Zilkha Gallery, Wesleyan University, Connecticut; Open Source, Suite

106, and Cuchifritos, all in New York; and Yalo Gallery, Mississippi. Group exhibitions include Sculpture Center,
Apex Art, P.S.1 Clocktower Gallery, and White Columns in New York; Skissernas Museum and Wands Foundation

in Sweden; and venues in Dublin, Brussels, and Turin. Ray has been awarded an Art Matters grant and a Trans-
Canada Fellowship and is a two-time New York Foundation for the Arts Fellowship recipient. Residency awards
include P.5.1 MoMA, New York; MacDowell Colony, New Hampshire; Cité des Arts, Paris; and the Lower Manhattan
Cultural Council, New York. Ray’s work has been included in the publications Artforum, BOMB Magazine, Zing
Magazine, New York Times, and ARTnews.
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ReCast: LIVE ON-AIR, 2018. Sound installation, audio equipment, copper, sound absorbing curtains, cardboard, paint, acoustically transparent
cloth, rugs, lights, seating, dimensions variable, 54:00, looped. Installation view, White Room, Malm6 Art Academy, 2018. Andrea Ray
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“And he realised that this [face] here, is the same as that there.”

Phoebe Caldwell, Settle, Yorkshire, February 2016.

Video stills from research footage. Imogen Stidworthy
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Voicing on the Borders of Language

B  |n encounters between people who

do not share a language, languages are revealed
in new ways. In order to communicate we have
to adapt language, or put it to one side; to clear

the airwaves for forms of voicing and silence

which demand entirely different kinds of listening.

Voicing is the sounding of the voice to connect
with others or inwardly with oneself, encom-
passing all forms of language and communica-
tion from the linguistic, to the non-verbal, to the
near-intangible dimensions of relationship.

With these thoughts in mind my research
engages with dialogues on the borders of
language: between “me” who speaks and people
whose voicing has quite a different relationship
with language. This includes people affected

by physical or neurological conditions, such

as aphasia, or by the effects of life experiences.

I focus in particular on non-verbal autism, which
figures here as a limit condition of being with

no practice of language. In this sense, non-verbal
autism challenges the identificatory basis on
which the notion of difference is built.

What happens to language in encounters with
voicing that is unfamiliar, unknowable even,
and in the face of not “understanding”? What
other forms of meaning and being emerge in the
spaces between languages, on a personal level
as well as socially and politically?

I take up these central questions of my PhD
research through a number of voices, among
which three have a special place as go-betweens
with non-verbal being. Their work or experi-
ence is broadly situated on one of three levels:
the social, the interpersonal and the personal.
The pedagogue, filmmaker and writer Fernand
Deligny developed an experimental network for
living with non-verbal autistic children in the
Cévennes, France, from 1967 until the late 1980s.
Phoebe Caldwell, from the United Kingdom,

is a therapist who specialises in non-verbal
communication using a mirroring method known
as Intensive Interaction. The Swedish therapist
and writer Iris Johansson is autistic and was
entirely non-verbal as a child; she now special-
ises in working with groups using her method,
Primary Thinking Work.



Phoebe Caldwell communicating with Olly, who is non-verbal and autistic. Video still from, Autism and Intensive Interaction DVD
(Jessica Kingsley Publishers, 2010)

. 'H

Iris Johansson, Sweden, early 1940s aged around three, from A Different Childhood, Iris Johansson (Inkwell Productions, 2012)
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These voices report back on their experiences

of non-verbal relationship. Between them new
listening positions emerge for sounding the
borders of language. In my fieldwork and mate-
rial research I listen by engaging in dialogue

or being-with; working with sound, space, body
and the visual image; and the technologies

of filmmaking and installation.

The adults in Deligny’s project developed

a practice of mapping the movements of the
children on layers of tracing paper, repeatedly,
over hours or days, to reveal changes over

time. Mapping embodied an indirect yet highly
sensitised form of attention towards the children.
The distance implied is characteristic of Deligny’s
insistence on respecting their difference, and

his refusal to impose the language of “we who
speak” (nous parlons) upon those who do not,
“those kids there” (c’est gamins Ia). The maps

are physical traces of this relationship-in-the-
making. I see them as proto-cinema. The mapping
happened in parallel with photography and film-
making: Deligny produced three films about the
Network, which were part of a wider reflection
on the image, discussed at length in his writings.
He also inspired the artistic and financial support
of Chris Marker and Francois Truffaut, who was
fascinated by the wild landscape of the Cévennes
and the enigmatic first child of the Network,
Janmari, which inspired and shaped his vision
for the film L’Enfant sauvage.
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Phoebe Caldwell uses Intensive Interaction

to make contact with non-verbal people on their
own terms. She states, “Attention needs to be
totally in other.”* She gets herself “out of the way”
and, through intimate attention, “listening with
all the senses,” she tunes into the other person
and all aspects of their behaviour. Divining which
of all of their sounds or gestures is meaningful
to them, she plays them back through echoing

or mirroring in an improvisational game of call
and response. Recalling Deligny’s refusal to
interpret the children, Caldwell accepts a sound
or gesture as meaningful in itself—less “con-
tent” than contact, as subtle as a tiny change

in the pattern of breathing. Mutual recognition
of contact is all that is needed to produce “the
oneness that comes out of self/other.”? Caldwell
produces training videos to share her knowledge
and the technique of Intensive Interaction. On
another level, the footage provides an external
and predominantly visual record of the inter-
actions. It captures indicators that she may have
missed in her immersion in a dynamic flow

of interrelation, in all the dimensions of sound,
visual appearance, movement, rhythm, utterance
or gesture.

1 Phoebe Caldwell, email correspondence with the author, February 25, 2016.

2 Caldwell, email correspondence, February 25, 2016.
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Iris Johansson, Dahab, South Sinai, February 2018. Video stills from research footage. Imogen Stidworthy
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Iris Johannsson did not speak until she was
twelve years old and learned to write when she
was thirty-five. In her book A Different Childhood,
she describes her experience of a prolonged and
evolved form of preverbal being, and a non-
linguistic relationship with words. She moved
between two worlds; the Ordinary ‘reality” and
Out, or the Real, where she could leave behind
the often painful and chaotic sensations of a body
and mind in sensory overwhelm. In Out she
could move freely, unbounded, swooping high
into the air or down into the earth as an imma-
terial being. Her experience confounds dualistic
concepts of in/out, self/other, or here/there.
She seems to inhabit all, or none:

Then I put myself into the state where

I could leave the body and go Out in the

Real world, which was known to me. There

I could observe everything that was hap-
pening, hear everything that was said, and
understand a bunch of things without having
a tantrum or other crazy behaviour. Then

I could see how it was in reality.?
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As a young woman, Iris used the cinema

to study social behaviour. She chose her role
models and learned their phrases and character-
istic gestures, practising meticulously in front
of the mirror. In this way she scripted herself

to fit in with social expectations, driven by her
desire to connect with the social world. Even-
tually cinema became a tool in her therapeutic
work, which now she uses to “help people

get in touch with the Primary.”

Each of the go-betweens of non-verbal being

I have described above has developed a body of
cinematic thinking, in relation to which my own
practice offers a meta-cinematic position. From
here I develop a reflection on their work and
practices and on what is produced through think-
ing between them. I work with tools and methods
evolved through artistic research in the making
of an installation form in which the spaces
between the elements—sounds, images, spatial
relationships, technologies—could be compared
to non-diegetic space (outside the frame of

a film), both literally and figuratively speaking.
An image of human relationship cannot be

shown but it happens between the elements;

in the spaces between what has been captured

or traced.

—Imogen Stidworthy on her PhD project

3 Iris Johansson, A Different Childhood, trans. Karl Nordling (Scottsdale, AZ: Inkwell Productions, 2012), 84.
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Iris Johansson watching The Good Doctor, HBO TV series in which the central role is Shaun Murphy (played by British actor Freddie
Highmore), a young surgeon in a general hospital, who is autistic. Through his role the series frames autism in terms of the ‘savant’
who sees and speaks truths: the realities that neurotypicals are blind to, or avoid. The Good Doctor is one of Johansson'’s favourite
TV programmes. Video still from research footage. Imogen Stidworthy
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Jamie, Newlands Hey Special School, Huyton, UK. ‘But I'm different to you guys!". Jamie, who is non-verbal, live-mixes
Disney cartoons, looping selected scenes and words and manipulating playback speed as a way to "speak’. Video still from
research footage. Imogen Stidtworthy
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BIO Imogen Stidworthy’s work focuses on the voice as a sculptural material in investigations into different
forms of language and relationship. She works with people who inhabit the borders of language, whose relation
to language is affected by conditions such as aphasia or the impact of overwhelming experiences. Often combining
the staged and the observed, Stidworthy makes films and installations and uses a wide range of media including
sculptural objects, print, and photography.

Solo presentations include exhibitions at Wiirtembiirgischer Kunstverrein, Stuttgart, 2018; Imperial
War Museum, London, 2015; AKINCI, Amsterdam, 2013; Galerie Raum mit Licht, Vienna, 2013; Matt’s Gallery,
London, 2011; Kunstpavillon, Innsbruck, 2010; and Arnolfini, Bristol, 2010.

Major group exhibitions include Acts of Voicing, Powerhouse, Sydney, 2017-18; Murmur, Netwerk, Aalst,
Belgium, 2017; Suzhou Documents, Suzhou, China, 2016; This Is a Voice and States of Mind, Wellcome Collection,
London; British Art Show 8, Scottish National Gallery of Modern Art, Edinburgh, and Leeds Art Gallery, 2015-16;
Kiev Biennale, 2015; Sdo Paulo Biennale, 2014; Listening, a Hayward Touring show at SITE in Sheffield, Bluecoat
in Liverpool, and Baltic 39 in Newcastle, 2014; Bergen Assembly, 2013; Busan Biennale, 2012; October Salon,
Belgrade, 2011; and documenta 12, Kassel, 2007.

Stidworthy curated the group exhibitions BLACKOUT/, ERC, Liverpool, 2013; In the First Circle (in
collaboration with Paul Domela) at Fundacié Antoni Tapies, Barcelona, 2011-12; and Die Lucky Bush at MuHKA,
Antwerp, 2008.

Stidworthy's work is represented by Matt’s Gallery, London, and AKINCI, Amsterdam.
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Photo ID. Iris Johansson, Dahab, South Sinai, February 2018. Video stills from research footage. Imogen Stidworthy
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Iris Johansson and Ramy Nagy, Dahab, South Sinai, February 2018. Video stills from research footage. Imogen Stidworthy
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Iris Johansson at Bedouin camp, Dahab, South Sinai, February 2018. Video stills from research footage. Imogen Stidworthy
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Dahab, South Sinai, February 2018. Top: Partially complete building. Bottom: Dida Nagy with brick. Video stills from research footage.
Imogen Stidworthy
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Installation view, Skanes konstférening, 2018. Practise Practice exhibiton and events were made collectively

For more than a decade, “artistic research” has
been a buzzword in the art world. Doctoral programs
have been created and several international confer
ences and seminars have been conducted to map the
terminology and the different positions that artists
can take in relation to research-based practice,
discussing notions of “artistic knowledge” and
“thinking through the visual.”

From October 2017 to February 2018, fifteen
master’s students at Malmo Art Academy examined
the concept of artistic research as part of the course
"Practise Practice,” conducted by Professor Matts
Leiderstam and Senior Lecturer Maj Hasager. The
students worked with different projects based on their
own artistic practices, in collaboration or individually,
and at the same time, they critically investigated
"artistic knowledge"” and "artistic research”

in a wider sense.

In January, the course moved its activities to Skanes
konstférening (Skéne's Art Association). With the move,
"artistic knowledge" and “thinking through the visual”
became situated in the space of Skdnes konstférening,
and the participants made use of its various rooms

to test different modes of artistic practices.

"Practise Practice” came to a head on February
13-15, 2018, with a programme of events open to
the public. What visitors found was not an exhibition
—rather it was as the students formulated it in their
statement: You are about to encounter the traces
of multiple art practices developing in one space.

Participating students:

Ursula Beck, Sanna Blennow, Clifford Charles, Marta Gil,
Marija Griniuk, Anna Skov Hassing, Rebecka Holmstrom,
Alexandra Hunts, Rannveig Jonsdottir, Cecilia Jonsson,
Rune Elkjeer Rasmussen, Karoline Seetre, David Torstensson,
Aya Maria Urhammer, Nanna Ylénen.
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Installation view, Skanes konstforening, 2018. Practise Practice exhibiton and events were made collectively
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Last Dinner. Free dinner for everyone was served at Sk&nes konstforening

Dear Visitor,

You are about to encounter the traces of multiple

art practices developing in one space. Spatially and
temporally, these practices weave in and out of the
gallery and each other—experimenting. In this pro-
cess, countless questions have arisen, but no singular
answers. Together we've wondered ... How do we
make collective decisions without consensus be-
coming an authoritative demand? How do we create
space for the many, merging, manifold, and conflicting
among us? To what extent do we build theoretical
lines within the space and among ourselves? To what
extent do we allow our practices to emerge organi-
cally?

We, the artists, have chosen to surrender singular
authorship to explore an anonymous (or rather multi-
plicitous) practice and presence in the space. One
claimed by many authors, voices, and views. We've
inhabited the gallery testing ideas and processes,
playing with collectivity, meeting each week for dinner,
as we've worked to navigate the gallery and our prac-
tices within it. Thus, you will find practices: pieces and
ideas in process, fragments of research and experi-
ments, and temporary structures for discussion and
coexistence. Samples, scores, and documents from
our time and practices have accumulated in boxes
we've crafted within the space. These are intended
as archive and publication—traces of and testimonies
to our thinking through the visual.

— Practise Practice



Practise Practice

Programme

— Tuesday, February 13
Experimental Hit & Run—Exploring
sound as touch. For thirty minutes each
day during exhibition hours, the untam-
eable sound moves based on predeter
mined frameworks. You can arrive, stay,
and move around as you wish.

The Antifascists—Screening of the
documentary film The Antifascists (2017),
by Emil Ramos and Patrik Oberg, followed
by a discussion with the audience. The
Antifascists takes us behind the masks

of antifascists militant groups in Sweden
and Greece. We meet key figures who
explain their views on their radical politics
but also question the level of their own
violence and militancy.

— Wednesday, February 14

It Always Goes Full Circle—A reading
circle where you as an audience are
invited to participate in a reading of

a manuscript in progress. Together we
dive into the world of au pairs, affective
labour, and global chains of service.
The session will take around twenty
minutes.

Ghost Clinic—A participatory artwork
inviting the public to share their experi-
ences and encounters with the super
natural. In the piece, visitors of the clinic
will be interviewed in a tent setting—
reminiscent of ghost stories told by
campfires. Ghost Clinic aims to collect
and archive the intimate stories concern-
ing paranormal and unexplained events
and acts as a space for expressing
these stories.

Experimental Hit & Run—Exploring
sound as touch. For thirty minutes each
day during exhibition hours, the untam-
eable sound moves based on predeter-
mined frameworks. You can arrive, stay,
and move around as you wish.

Faith in Something—A selection of tracks
touching on the concept of God will be
played in the bar.
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——Thursday, February 15
Experimental Hit & Run—Exploring
sound as touch. For thirty minutes each
day during exhibition hours, the untam-
eable sound moves based on predeter
mined frameworks. You can arrive, stay,
and move around as you wish.

Last Dinner—Free dinner for everyone
will be served at Skanes konstférening.

Back to Carbon—Bonfire outside Skénes
konstférening’s entrance.

The Entity Appears—A performance
illustrating experimental body sketches
created in situ during the “Practise
Practice” course at Skdnes konstforening.
The performance explores the concept

of “an entity”—a fusion of an odd
creature and an unknown organism.

Readings by the Fire

Installation view, Sk&nes konstférening, 2018. Practise Practice exhibiton and events were made collectively



58 Annual Study Trip, MFAT
Lisbon, April 11-14, 2018

For many years, Malmd Art Academy has had

close ties to the art scene and cultural life of Lisbon.
This connection largely stems from our ongoing
collaboration with the Maumaus School. Additionally,
since our new professor Emily Wardill lives and
works there, we had two good reasons for choosing
Lisbon as our destination for the annual study trip
with the MFA1 students.

Our program included visits to galleries and

art institutions such as the Calouste Gulbenkian
Museum, where artist Sara Bichao gave a talk

in relation to her exhibition, Find me, I kill you;
Atelie-Museu Julio Pomar and the exhibition
CHAMA, which included artists Julio Pomar, Rita
Ferreira, and Sara Bichao; Galeria Avenida da India
and the exhibition Urban Now: City Life in Congo

by Filip De Boeck and Sammy Baloji; Culturgest

for the Michael Snow exhibition The Sound of
Snow;, Kunsthalle Lissabon, where Director Luis
Silva presented the curatorial approach and historical
and political background of the institution; Maumaus,
where Director Jirgen Bock gave a lecture on its
Independent Study Programme and exhibition space
Lumiar Cité. We also went on a half-day trip to the
ANIM Department of the Cinemateca Portuguesa,
generously led by director and film historian Tiago
Batista.

On top of this, artists André Guedes, Salomé Lamas,
and Ana Rebordao, one of our former students, invited
us for studio visits, film screenings, and talks.

—NMargot Edstrom and Maria Hedlund
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Introduction to ANIM Department at the Cinemateca Portuguesa by Tiago Batista, April 2018
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Still images from video documentation of performer and dancer Siri Wolthoorn, filmed during the workshop. Malmé Art Academy, 2018



Movement \Workshop

Selected Activities 461

With Guest Teacher Siri Wolthoorn and Professor Joachim Koester

March 23, 2018

This one-day workshop was open to anybody inter
ested in movement. It was conceived to be used as
an exploration for our individual “passion to move,”
or as a means to develop tools for directing, develop-
ing, and working with “characters” in performance
or video.

This was addressed in two “Gaga” sessions led by
performer and dancer Siri Wolthoorn. “Gaga” is a
system of free bodily improvisation based on imagery
and somatic experience. Through exercises, images,
and instructions provided by Wolthoorn, we developed
new movement patterns and possibilities.

Participating students:

Linn Hvid, Albin Skaghammar, Elisabet Anna Kristjandottir,
Muyeong Kim, Filip Vest, Mariella Ottosson, Samaneh
Roghani, Tine Maria Damgaard, Majse Vilstrup, Mads Kristian
Fraslev, Sean-Francios Krebs, Therese Bllow Jergensen.
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Documentation of Invitations to Unlearn: Art Education and Critical Pedagogy, a presentation by students of Critical & Pedagogical Studies
MFA programme at Haus der Kulturen der Welt, June 13,2018




Critical & Pedagogical Studies
—Study Trip to Berlin

Schools of Tomorrow

Selected Activities 463

Haus der Kulturen der Welt

June 9-14, 2018

Study Trip Overview:

In June, the Critical & Pedagogical Studies group
travelled to Berlin for an intense week of visiting
artists and exhibitions while preparing to give a
collective presentation as part of the project Schools
of Tomorrow: Test Run for the School of the Future

on June 13-14 at Haus der Kulturen der Welt (HKW).
Ouir first visit was to ifa-Galerie for Coalitions Facing
White Innocence: Performance, Activism and Afropean
Decoloniality, an event curated by Alanna Lockward
as part of Be.Bop 2018. The following day, we took

a guided tour of the Berlin Biennale, with mediation
by Nora-Saida Hogrefe. Jeremiah Day and Fred Dewey
organised a site walk to Nordbahnhof Park, where we
partook in an outdoor reading and group discussion.
At the invitation of artists Cristina Gémez Barrio

and Wolfgang Mayer, we attended a presentation

by artist-researcher Ursula Rogg on her research and
audio project about the German educational system
at Discoteca Flaming Star’s studio, where we also
met with students from the Body, Theory and Poetics
of the Performative (KTPP) MFA programme at
Stuttgart State Academy of Art and Design. Between
all these sessions, the students used the Academy's
apartment in Berlin as a rehearsal space to prepare
for their Schools of Tomorrow presentation. For the
two-hour presentation, the group collectively worked
with choreographic and score techniques to present
an interactive listening experience. Our attendance
at Schools of Tomorrow concluded with a panel dis-
cussion featuring Robert Behrendt, Catherine Burke,
Keri Facer, Silvia Fehrmann, Luis Armando Gandin,
Maj Hasager, Robert Pflitzner, Marie-Therese Rudolph.
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Documentation of Invitations to Unlearn: Art Education and Critical Pedagogy, a presentation by students of Critical & Pedagogical Studies
MFA programme at Haus der Kulturen der Welt, June 13,2018

Image courtesy Laura Fiorio/Haus der Kulturen der Welt
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CPS Students’ HKW presentation description: How would students or artists organise learning?
What role do art and education play in developing

Invitations to Unlearn: Art Education and Critical new forms of acting and thinking? And how can

Pedagogy they contribute to shaping a desirable society?

By students of the Critical & Pedagogical Studies A group of students has been developing new meet-

MFA Programme, Malmo Art Academy, under ing points between art and education. Together with

the direction of Maj Hasager and Laura Hatfield. Maj Hasager and Laura Hatfield, they have looked

at concepts such as radical and critical pedagogy,
pedagogies of the senses, and feminist art education.
The workshop will offer insights into what potenti-
alities may be found in opening up the field through
artistic practices. A listening space will reflect current
questions and thoughts by pedagogical art practition-
ers in the making. By working with score techniques
and collectively decided dogmas, they will explore
potential intersections between art and education.

In this experimental space, the workshop participants
are invited to slow down and focus, or drift away.

ne-Conneciing.
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in the studying and teaching of rethoric..”

Perhaps we just need to acknowledge that.”

“Perhaps desire always imples a lack.

“The doubd of doubt
is a fleating state of mind.”

Hand out, Invitations to Unlearn: Art Education and Critical Pedagogy, a presentation by students of Critical & Pedagogical Studies
MFA programme at Haus der Kulturen der Welt, June 13,2018
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Wie machen Schulen Zukunft?

How Do Schools Create the Future?
Diskussion

Panel Discussion

Robert Behrendt
Catherine Burke
Ken Facer

Silvia Fehrmann ) 2
Luis Armando Gandin Kansle ¢
Maj Hasager

Robert Pfutzner
Marie-Therese Rudolph

Schools of Tomorrow panel discussion, “How Do Schools Create the Future”, with Robert Behrendt, Catherine Burke, Keri Facer, Silvia Fehrmann,
Luis Armando Gandin, Maj Hasager, Robert Pfutzner, and Marie-Therese Rudolph at Haus der Kulturen der Welt, June 13, 2018
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Presentation by artist-researcher Ursula Rogg at Discoteca Flaming Star’s studio together with students from the Body, Theory and
Poetics of the Performative, MFA programme at Stuttgart State Academy of Art and Design
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Site-walk at Nordbahnhof Park with Jeremiah Day and Fred Dewey, June 2018
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Guided tour of the Berlin Biennale with mediation by Nora-Saida Hogrefe, June 2018



470 16mm Fllm
—the Fundamentals

Teachers Professor Joachim Koester
Technician Sophie Ljungblom

In collaboration with Ulrik Heltoft, Associate Professor,
and The Royal Danish Academy of Fine Arts

| See course description p. 505
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472 Photography
—Creative Perspectives

Teacher Senior Lecturer
Maria Hedlund
Guest Teacher Johan Osterholm

| See course description p. 507
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474 Ceramics Course

Teacher Senior Lecturer
P-O Persson
Guest Teacher Margit Brundin

|| See course description p. 507



Weldlng Course Selected Activities 475

Teacher Senior Lecturer
P-O Persson

Guest Teachers Robert Cassland
Ariel Alaniz

. See course description p. 507



476 Moulding Course:
Bronze/Aluminium/Silicone
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Teacher Senior Lecturer
P-O Persson
Guest Teacher Robert Cassland

. See course description p. 513



w78 Plastic Course

Teacher Senior Lecturer
P-O Persson
Guest Teacher David Nilsson

|| See course description p. 513
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Guest Teacher Tim Bishop

| See course description p. 514
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Gertrud Sandqvist

Rector of Malmo
Art Academy

Professor of Art Theory

and the History of Ideas;

Supervisor for the
Doctoral Programme

Dr. Sarat Maharaj

Professor of Visual
Art and Knowledge
Systems; Supervisor
for the Doctoral
Programme

Faculty—Biographies

Gertrud Sandqvist has been Rector of Malmo Art Academy
since 2011, a post she also previously held from 1995 to 2007.
Professor Sandqvist has been writing extensively
on mainly European contemporary art since the early 1990s,
and most recently she authored Estragon, a monograph
on the Norwegian painter Olav Christopher Jenssen, published
in 2018. In 2010 she was the co-curator of the Modernaut-
stéllningen at Moderna Museet, Stockholm. She co-curated,
together with Sarat Maharaj, Dorothee Albrecht, and Stina
Edblom, the Goteborg International Biennial for Contemporary
Art 2011. Furthermore, she recently curated Siksi—The
Nordic Miracle Revisited at Galleri F 15, Moss, Norway, 2015;
Red Dawn at HISK, Ghent, Belgium, 2014; Channeled, which
showed contemporary artists alongside Hilma af Klint, at Lunds
Konsthall, 2013; and Against Method for Generali Foundation,
Vienna, 2013.

Sarat Maharaj was born in South Africa and educated there

as well as in the UK. Dr. Maharaj is a writer and curator. He was
a co-curator of documenta11 and he curated retinal .optical.
visual.conceptual ... at Museum Boijmans Van Beuningen,
Rotterdam, in 2002, with Richard Hamilton and Ecke Bonk.

Dr. Maharaj was also co-curator of Farewell to Postcolonialism,
Guangzhou, in 2008, and Art, Knowledge and Politics, at the
29th Sao Paulo Biennale in 2010. He was Chief Curator of

the 2011 Gothenburg Biennale, Pandemonium: Art in a Time

of Creativity Fever, and a peer advisor to the Sharjah Biennial
111in 2013.

His PhD dissertation was entitled “The Dialectic
of Modernism and Mass Culture: Studies in Post War British
Art” (University of Reading, UK). Between 1980 and 2005,
he was Professor of History and Theory of Art at Goldsmiths,
University of London. Dr. Maharaj was also the first Rudolf
Arnheim Professor, Humboldt University, Berlin (2001-02) and
Research Fellow at the Jan Van Eyck Akademie, Maastricht
(1999-2001).

Dr. Maharaj is 2018 Visiting Fellow at RKD
—Netherlands Institute for Art History, Stedelijk Museum
Amsterdam, and the University of Amsterdam (UvA), in which
role he gave lectures such as “Cultural Studies: Towards a
Theory/Practice Approach” as well as presented a reconstruc-
tion/re-enactment of The Apartheid-era Art History Room,
Salisbury Island, Durban, South Africa (circa 1971) with students
from UVA and the University of the Witwatersrand, Johannes-
burg, at the Stedelijk Museum, in May and June 2018.

Dr. Maharaj is furthermore currently working on
two art research projects: “Repristinating London: Knowledge
Mecca, Sandwich Street, Bloomsbury” and “The Apartheid
Art History Room, Durban, Salisbury Island,” which involves
sounding art practice as a mode of non-knowledge or
"Ignorantitis sapiens.”

His specialist research and publications focus on
Marcel Duchamp, James Joyce, and Richard Hamilton, and his
writing covers: Monkeydoodle—"thinking through art practice,”
visual art as know-how and no-how, textiles, xeno-sonics
and xeno-epistemics—"thinking the other and other ways of
thinking,” cultural translation, “dirty cosmopolitanism,” North/
South divisions of work, manufacture, and “creative labour.”

Recent publications include Elemental Scatterings:
The Sarat Maharaj Reader (Shanghai People’s Publishing
House, 2013); “Small Change of the Universal,” British Journal
of Sociology 61, no. 3 (2010); Hungry Clouds Swag on the Deep:



Joachim Koester

Professor of Fine Arts

Dr. Matts Leiderstam

Professor of Fine Art

481

Santu Mofokeng at Kassel 2002: Chasing Shadows (Prestel,
2011); Sounding South Africa: in the Rainbow State (2012); “The
Jobless State: The Global Assembly Ling, Indolence,” in Work,
Work, Work: A Reader on Art and Labour (laspis, 2012); “What
the Thunder Said,” in Art as a Thinking Process (Sternberg Press,
2012); “Nicky-Nacky to Bunga-Bunga: Venice Preserv'd in the
Global Assembly Line of Biennials,” in Venezia, Venezia (Actar,
2013); “The Surplus of the Global,” a conversation with Marion
von Osten, Texte zur Kunst, September 2013.

Joachim Koester is a Danish artist based in Copenhagen.

His work has been shown at documenta X, Kassel;
2nd Johannesburg Biennale; Gwangju Biennale 1995; 54th
Venice Biennale; Busan Biennale 2006; Manifesta 7, Trento;
Tate Triennial 2009, London; and Taipei Biennale 2012, as
well as in solo shows at Bergen Kunsthall, Norway; Camden
Arts Centre, London; Centre national de la photographie,

Paris, Statens Museum for Kunst, Copenhagen; Centre d'Art
Santa Monica, Barcelona; Palais de Tokyo, Paris; Moderna
Museet, Stockholm; Museo Tamayo, Mexico City; Power Plant,
Toronto; Kestnergesellschaft, Hanover; Institut d'art contem-
porain, Villeurbanne; MIT, Boston; Charlottenborg, Copenhagen;
S.M.A K, Ghent; Camera Austria, Graz, Centre d'art contempo-
rain, Geneva, Turner Contemporary, Margate; Greene Naftali
Gallery, New York; Galleri Nicolai Wallner, Copenhagen; Gallery
Jan Mot, Brussels; and Camden Arts Centre, London.

Koester's work can be found in the following muse-
ums and collections: Louisiana Museum, Humlebaek; Centre
Georges Pompidou, Paris; Reina Sofia Museo Nacional Centro
de Arte, Madrid; Museum Boijmans, Rotterdam; S.M.A.K, Ghent;
Museum of Modern Art, New York; Metropolitan Museum of
Art, New York; Philadelphia Museum of Art; Baltimore Museum
of Art; Centro de Arte Dos de Mayo, Madrid; Statens Museum
for Kunst, Copenhagen; Carnegie Museum of Art, Pittsburgh;
Kiasma, Helsinki; Kongelige Biblioteks Fotografiske Samling,
Copenhagen; Fonds national d'art contemporain, Paris; Sorg
Kunstmuseum, Denmark; Moderna Museet, Stockholm; Malmo
Konstmuseum; Sammlung Hoffmann, Berlin; Museum of Fine
Arts, Houston; MAC's, Grand-Hornu; Kadist Art Foundation,
Paris; FRAC Le Plateau, Institut d'art contemporain, Villeurbanne;
Generali Foundation, Vienna, Sammlung Verbund, Vienna; and
Museum Sztuki, kodz.

Publications on his work include Joachim
Koester, maybe one must begin with some particular places
(Guayaba Press, 2015); Joachim Koester: Of Spirits and Empty
Spaces (Mousse Publishing, 2014); Joachim Koester: | Myself
am only a receiving apparatus (Verlag der Buchhandlung Walter
Konig, 2011); Joachim Koester: Message from the Unseen
(Lunds Konsthall, 2006); Joachim Koester: Nordenskidld and
the Ice Cap (Space Poetry, 2006), and Joachim Koester: Message
from Andrée (Lukas & Sternberg and Pork Salad Press, 2005).

Matts Leiderstam is a Swedish artist based in Stockholm. He
obtained a PhD in Fine Arts at Malmd Art Academy in 2006 and
studied painting at Valand Academy between 1984 and 1989.

Selected solo exhibitions include Wilfried Lentz,
Rotterdam; Andréhn-Schiptjenko, Stockholm; Kunsthalle
Dusseldorf; Grazer Kunstverein; Salon MoCAB—Museum of
Contemporary Art, Belgrade; Badischer Kunstverein, Karlsruhe;
Kunstmuseum Liechtenstein, Vaduz; and Magasin I,
Stockholm.



482

Fredrik Veerslev

Professor of Fine Arts

Emily Wardill

Professor of Fine Arts

Selected group shows include Tensta Konsthall,
Stockholm; the 11th Shanghai Biennale; National Gallery Prague;
Henie Onstad Kunstsenter, Kavikodden, Norway; Fondazione
Prada, Milan; 8th Berlin Biennale; Gasworks, London; Museo
Tamayo, Mexico City; Witte de With, Rotterdam; Goteborg Inter-
national Biennial for Contemporary Art 2010; Moderna Museet,
Stockholm; and Third Guangzhou Triennial.

Publications on and of his work include the artist book
MOM/2011/47 (and into the room swallows flew), 2012; Matts
Leiderstam: Seen from Here (Verlag flr moderne Kunst, 2010);
Matts Leiderstam: Nachbild/After Image (Argobooks, 2010);
and his dissertation, “See and Seen: Seeing Landscape through
Artistic Practice” (Malmo Art Academy, Lund University, 2006).

Fredrik Veerslev is a Norwegian artist based in Drabak, Norway,
with a focus on conceptual painting.

Selected solo exhibitions include Astrup Fearnley
Museet, Oslo, 2018; Bonner Kunstverein, 2018; Kunst Halle
Sankt Gallen, Switzerland, 2017; Andrew Kreps Gallery,
New York, 2017; Gi6 Marconi, Milan, 2016; Bergen Konsthall,
2016, Kunsthal Aarhus, Denmark, 2017; Le Consortium, Dijon,
France, 2016, STANDARD (OSLO), 2015; Power Station, Dallas,
2014, Lumiar Cité, Lisbon, 2014; Circus, Berlin, 2013; and
Indipendenza Studio, Rome, 2012, among others.

Selected group exhibitions include Nasjonalmuseet,
Oslo, 2017, Moderna Museet, Stockholm, 2017; CANADA, New
York, 2017; National Art School Gallery, Sydney, 2017; Ramiken
Crucible, New York, 2017; Index, Stockholm, 2017; Galleri Riis,
Stockholm, 2016; Centre Pompidou, Paris, 2016; Gavin Brown’s
enterprise, New York, 2015; Tegnebiennalen, Oslo, 2014; Galerie
Mehdi Chouakri, Berlin, 2014, Lunds Konsthall, 2013; and
Modern Institute, Glasgow, 2013, among others.

Veerslev is Director of the artist-run project space
Landings in Vestfossen, Norway, which he founded in 2008.
The organization also produces Landings Journal, published
once a year.

Publications on his work include Fredrik Veerslev
as I Imagine Him (JRP|Ringier, 2018); Tan Lines (Sternberg Press,
2018); The Constant Gardener (Hatje Cantz, 2016); All Around
Amateur, vols. 1 and 2 (Sternberg Press, 2016); Reality Bites
(Mousse Publishing, 2015); East Bound and Down (Power
Station, 2016);, and Fredrik Veerslev: The rich man’s breakfast,
the shopkeeper’s lunch, the poor man’s supper (STANDARD
(BOOKS), 2012).

Veerslev's work is found in the collections of
Centre Pompidou, Paris; Le Consortium, Dijon; Moderna
Museet, Stockholm; Malmdé Konstmuseum; Nasjonalmuseet,
Oslo; and Astrup Fearnley, Oslo.

Emily Wardill is a British artist based in Lisbon, Portugal, and
Malmo, Sweden.

She has had solo exhibitions at the Bergen Kunst-
hall, 2017; Gulbenkian Project Spaces, Lisbon, 2017; Index,
Stockholm, 2014; National Gallery of Denmark, Copenhagen,
2012, Badischer Kunstverein, Karlsruhe, 2012; De Appel Arts
Centre, Amsterdam, 2010, Contemporary Art Museum St. Loulis,
2011; and Institute of Contemporary Arts, London, 2007-08.

She participated in the 54th Venice Biennale and 19th
Sydney Biennale, as well as in group exhibitions at the Biennale
of Moving Images, Geneva; Serpentine Gallery, London; Show-
room Gallery London; Gallery of Modern Art, Glasgow; MIT
List Visual Arts Center, Cambridge, MA, Institute of Contem-
porary Arts, London; Hayward Gallery, London; Witte de With,
Rotterdam; mumok, Vienna; and Museum of Contemporary
Art, North Miami.
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Maj Hasager

Programme Director
of Critical & Pedagogical
Studies (MFA); Senior
Lecturer in Fine Arts

Maria Hedlund

Senior Lecturer
in Fine Arts
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Wardill was the recipient of the Jarman Award
in 2010 and the Leverhulme Award in 2011. Some of the inter-
national collections that hold Wardill's work are Tate Britain,
London; mumok, Vienna; Gulbenkian Art Museum, Lisbon,
Fonds Municipal d'Art Contemporain de la Ville de Genéve;
and Arts Council Collection, UK, as well as numerous private
collections. She is represented by carlier | gebauer, Berlin,
STANDARD (OSLO); and Altman Siegal, San Francisco.

Maj Hasager is a Danish artist based in Copenhagen. She
studied Photography and Fine Art in Denmark, Sweden, and
the UK, earning an MFA from Malmd Art Academy.

Hasager’s artistic approach is research and
dialogically based, and she works predominantly with text,
sound, video, and photography.

She has exhibited her work internationally in
events and at institutions such as Lunds Konsthall, Fondazione
Pastificio Cerere, Rome; Critical Distance, Toronto; GL STRAND,
Copenhagen; Galleri Image, Aarhus, Denmark; FOKUS video
art festival, Nikolaj Kunsthal, Copenhagen; Moderna Museet,
Malmd; Cleveland Institute of Art; Red Barn Gallery, Belfast;
Laznia Centre for Contemporary Art, Gdansk; Liverpool Biennial;
Al-Hoash Gallery, Jerusalem; Al-Kahf Gallery, Bethlehem;

Khalil Sakakini Cultural Center; Ramallah; Overgaden Institute
of Contemporary Art, Copenhagen; and Guangzhou Triennial.

Hasager is the recipient of several international
residencies and fellowships, most recently at 18th Street Arts
Center, Los Angeles. She has been awarded grants in support
of her work from Edstrandska, Danish Arts Council, Danish Arts
Foundation, Arab Fund for Arts and Culture (Beirut), ArtSchool
Palestine. Additionally, Hasager is a guest lecturer at the Inter-
national Academy of Art Palestine; Dar al-Kalima University
College of Arts and Culture, Bethlehem; Barbados Community
College, Bridgetown; Sacramento State University; and Univer-
sity of Ulster, Belfast. She occasionally writes essays, catalogue
texts, and articles.

Maria Hedlund is a Swedish artist based in Berlin. She grad-
uated from the Photography Department at the University
of Gothenburg in 1993.

In her latest ongoing works, she uses objects,
plants, and smaller collections. They are mostly found or given
to her. What they all have in common is that they are in a state
of transition and of being outside their original context. This
specific interest has formed works such as Life at Hyttédammen
(2006-), Dissolve (2011), and Some Kind of Knowledge (2014-).

In Some Kind of Knowledge, the title refers to an
ambivalent condition that always needs to be renegotiated
and rephrased as new objects come into play. The “collection”
is in a state of constant evolution. Sometimes there is a clear
direction, which a while later might be forgotten, followed by a
new one. The objects and plants appear in other works as well.

Hedlund'’s works have recently been displayed at
Moderna Museet, Stockholm; Onomatopee, Eindhoven; and
KRETS, Malmd, where the poet Ida Borjel performed a reading
related to one Hedlund’s works. At the moment, she is working
on a public commission for the Transtréomer Library, in Med-
borgarhuset, Stockholm, which will be ready for the library’s
reopening in 2020. Additionally, she is producing new works
for a group show curated by Anders Kreuger at Kohta,

Helsinki.
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Per Olof Persson

Senior Lecturer
in Fine Arts

Margot Edstrom

Junior Lecturer
in Fine Arts

Laura Hatfield

Junior Lecturer

in Fine Arts

and Programme
Coordinator for

Critical & Pedagogical

Studies (MFA)

Viktor Kopp

Junior Lecturer
in Fine Arts

Charif Benhelima

External Visiting Lecturer

in Fine Arts

P-O Persson is a Swedish artist based in Malmd. He graduated
from the Royal Academy of Fine Arts, Stockholm, in 1988.

As a senior lecturer at Malmo Art Academy;,
P-O Persson is responsible for technical and practical courses.

Exhibitions include Skulpturtradgdrden—@Galleri
Arnstedt, Ostra Karup, Sweden, 2017 and 2018; Liljevalchs
Konsthall, Stockholm, 2004; Krognoshuset, Lund, 2003; Busan
Metropolitan Art Museum, Seoul, 1999; Kampnagelfabrik,
Hamburg, 1991; Lunds Konsthall, 1989; and Malmd Konsthall,
1987. Public commissions include Landskrona stad, 2007,
Helsingborg Fire Department, Public Art Agency Sweden, 2005,
Karlskrona stad, 2001; and Astra Zeneca, Lund, 1999-2000.

Grants include Edstrandska stiftelsens stipendium,
1996; the Swedish Arts Grants Committee, working grant,
1990-95; Ellen Trotzig Foundation, Malmo, 1981; Malmd Stad
kulturstipendium; and Aase and Rickard Bjorklund stipendium,
Malmo. Public collections include Malmé Museum, Kristianstad
Museum, and Blekinge Museum, Karlskrona.

Margot Edstrom is specialised in video and digital media
(2D and 3D animation, 3D printing, digital imaging, and
postproduction).

She graduated from Malmd Art Academy in 1997.
Her artistic background is in performance-based video
and animation.

Group exhibitions include the National Art Gallery,
Kuala Lumpur; Galleri Stefan Andersson, Umea, Sweden;
and International Performance Festival, Tampere, Finland.

Laura Hatfield is an artist whose work involves exhibition
making, painting, writing, independent music, and museological
experimentation. She holds a Master of International Museum
Studies from the University of Gothenburg and a Master of
Fine Arts from Valand Academy, Gothenburg, where she also
completed a postgraduate Independent Study in Fine Arts with
Pedagogic Application.

Hatfield has performed and exhibited internationally
and collaborated with many art museums and artist-run spaces.
She is currently on the board of Skanes konstférening and is
part of the editorial group at Paletten Art Journal.

Viktor Kopp is a Swedish artist based in Stockholm. He com-
pleted studies in fine arts in Malmd, Gothenburg, and Helsinki
and teaches painting at Malmo Art Academy.

Selected solo exhibitions include Bureau, New York;
Ribordy Contemporary, Geneva;, Blondeau & Cie., Geneva;
Galleri Riis, Stockholm; Passagen Linkopings Konsthall; Galleri
Magnus Aklundh, Malmo.

Group exhibitions include Galerie Nordenhake,
Stockholm; Moderna Museet, Stockholm; Royal/T, Culver City,
California; Salon Zurcher, New York; Ribordy Contemporary;,
Geneva; Bureau, New York; Ystad Konstmuseum, Ystad, Sweden.

Charif Benhelima is a Belgian artist. He lives and works
in Antwerp, Belgium, and Rio de Janeiro, Brazil.

Through the medium of photography, Benhelima
deals with the topics of memory/oblivion, time, space, origin,
identity, politics of representation, and perception. He gained
recognition with the Welcome to Belgium series (1990-99),
a nine-year research project on the sentiment of being a
foreigner. Besides having worked with analogical photogra-
phy, he has been experimenting for fifteen years with the
Polaroid 600.



Faculty

Andreas Eriksson

External Visiting Lecturer
in Fine Arts

Biographies 485

In parallel to his artistic research, Benhelima
is guest professor at the Higher Institute for Fine Arts (HISK),
Ghent.

Recent solo exhibitions include Museu Oscar
Niemeyer, Curitiba, Brazil; Niter6i Museum of Contemporary
Art, Rio de Janeiro; BPS 22, Charleroi, Belgium; Palais des Beaux-
Arts (Bozar), Brussels; Station Museum of Contemporary Art,
Houston; Volta NY 2010, New York; and Kunstlerhaus Bethanien
GmbH, Berlin, among others.

Benhelima recently participated at the Lubumbashi
Biennale, DR Congo, 2015; Beaufort, Triennial of Contemporary
Art by the Sea, Belgium, 2015; Marrakech Biennale 5; Inter-
national Biennial of Photography, 2010 and 2012, Houston;
and in group exhibitions at the Museu de Arte Moderna, Rio
de Janeiro; MUHKA, Museum of Contemporary Art, Antwerp;
Musée de Marrakech; Institute of Contemporary Arts Singapore;
Bag Factory, Johannesburg; Shanghai Art Museum; Palau de
la Virreina—La Capella, Barcelona; Centro Arte Moderna a
Contemporanea Della Spezia, Italy; Museo de Arte Contempo-
rdneo, Buenos Aires; Witte de With, Rotterdam; EMST—National
Museum of Contemporary Art, Athens; Jewish Cultural Quarter,
Amsterdam; and Lunds Konsthall.

Andreas Eriksson is a visual artist based in Medelplana,
Sweden. He graduated from the Royal Institute of Art,
Stockholm, in 1998.

Eriksson's artistic practice is highly expansive, en-
compassing a wide range of media, including painting, photo-
graphy, sculpture, and installation. His work hovers enigmatically
between the abstract and the figurative, creating a window
onto the outside world, which is simultaneously familiar and
mysterious. The emotional intensity with which Eriksson imbues
his work is the result of a sustained investigation into charting
his own reactions to the natural world that surrounds him.

In 2014-15, he was the subject of a major solo
exhibition that toured from Bonniers Konsthall in Stockholm
to Trondheim Kunstmuseum in Norway, Centre PasquArt in
Biel, Switzerland, and Reykjavik Art Museum in Iceland.

Other recent solo shows include Skissernas Museum,
Lund, 2017; Stephen Friedman Gallery, London, 2016; Baloise
Bank, Basel, 2015; Lidkoping Konsthall, Sweden, 2013; Galleri
Riis, Oslo, 2012; 30th S&o Paulo Biennial, 2012; and Venice
Biennale (Nordic Pavilion), 2011.

Recent group exhibitions include Serlachius
Museum, Mantaé, Finland, 2016; Goteborg Konstmuseum,

2016; Camden Arts Centre, London, 2016; Neugerriemschneider,
Berlin, 2016; Sven-Harrys Art Museum, Stockholm, 2016;
Lidkdpings Konstférening, Sweden, 2016; Michel Majerus Estate,
Berlin, 2013; Centre Culturel Valery-Larbaud, Vichy, France, 2012;
Amos Anderson Art Museum, Helsinki, 2012; Galleri Susanne
Ottesen, Copenhagen, 2012; KHM Gallery, Malmg, 2011; mumok,
Vienna, 2010; Moderna Museet, Stockholm, 2010; Bonniers
Konsthall, Stockholm, 2009; and 5th Nordic Biennial of Contem-
porary Art, Moss, Norway, 2009.

Eriksson’s works are included in collections
internationally, including the Gothenburg Museum of Art;
Moderna Museet, Stockholm; Skévde Art Museum, Sweden;
National Public Art Council, Sweden; Sundsvall Museum,
Sweden; Uppsala Art Museum, Sweden; mumok, Vienna;

FRAC, Auvergne, France; Centre Geroges Pompidou, Paris,
France; and Nasjonalmuseet, Oslo, Norway.
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Nathalie Melikian

External Visiting Lecturer
in Fine Arts

Jo&o Penalva

External Visiting Lecturer
in Fine Arts

Nina Roos

External Visiting Lecturer
in Fine Arts

Nathalie Melikian is an artist based in Vancouver, Canada,
and Malmo, Sweden.

Since the late 1990s, she has been creating videos
in which she calls into question and analyses the narrative
structures of various film genres.

Her work has been exhibited in solo shows at
the MuHKA, Museum of Contemporary Art, Antwerp; Malmo
Art Museum,; Frankfurter Kunstverein; Centre pour I'image
Contemporaine Saint-Gervais Genéve; and Voxx, Montreal,
and in group shows at the 4th Biennale de Montreal; Centre
Georges Pompidou, Paris; Seattle Art Museum; Justina Barnicke
Gallery, University of Toronto; Kunsthalle Fridericianum, Kassel;
Vancouver Art Gallery; Centro José Guerrero in Granada; MARCO,
Museo de Arte Contemporaneo de Vigo, Spain; Museum of
Contemporary Art, Oslo; and Bergen Art Museum.

Her work features in the collections of, among
others, the Centre Georges Pompidou, Malmo Art Museum,
and Vancouver Art Gallery.

Jodo Penalva is a Portuguese artist who since 1976 has
been living and working in London, where he also studied at
Chelsea School of Art. He has been External Visiting Lecturer
at Malmo Art Academy since 2003.

Penalva represented Portugal in the 23rd Sao
Paulo Biennial (1996) and in the 49th Venice Biennale (2001).
He also exhibited in the 2nd Berlin Biennale (2001) and the
13th Biennale of Sydney (2002).

Solo exhibitions include Camden Arts Centre,
London; Contemporary Art Centre, Vilnius; Galerie im Taxispalais,
Innsbruck; Tramway, Glasgow; Rooseum Center for Contempo-
rary Art, Malma; Institute of Visual Arts, Milwaukee; Power Plant,
Toronto; Serralves Museum, Porto; Ludwig Museum Budapest;
Irish Museum of Modern Art, Dublin; DAAD Gallery, Berlin; Mead
Gallery, University of Warwick, UK; Lunds Konsthall; Calouste
Gulbenkian Foundation, Lisbon; Brandts Kunsthallen, Odense;
Trondheim Kunstmuseum, Norway; LOGE, Berlin; Musée d'Art
Moderne Grand-Duc Jean, Luxembourg; and Culturgest, Porto.

Group exhibitions include, among others Haus der
Kunst, Munich; Museum Folkwang, Essen; K20 Kunstsammlung
Nordrhein-Westfalen, Dusseldorf; Staatliche Kunstsammlungen
Dresden; Wlrttembergischer Kunstverein, Stuttgart; Museum
of Contemporary Art, Sydney; Australian Centre for Contem-
porary Art, Melbourne; National Museum of Contemporary Art,
Seoul; Museum of Contemporary Art, Taipei, Taiwan; Tramway,
Glasgow; Wellcome Collection, London; South London Gallery;
Lunds Konsthall; Hayward Gallery, London; and Tate Modern,
London.

Penalva was awarded the DAAD Berlin Artist's Resi-
dency in 2003 and the Bryan Robertson Award, London, in 2009.

He is represented by Simon Lee Gallery, London,
Hong Kong, New York; Galerie Thomas Schulte, Berlin; Barbara
Gross Galerie, Munich; and Galeria Filomena Soares, Lisbon.
He has had numerous exhibitions with these galleries.

Nina Roos is a visual artist working in the field of painting.
She lives and works in Helsinki.

Solo exhibitions have been held at Galerie
Forsblom, Helsinki; Galerie Francois Mansart, Paris; Galleri K,
Oslo; Kunstnernes Hus, Oslo; Moderna Museet, Stockholm;
Malmao Konsthall; Kiasma, Helsinki; and Brandts Kleedefabrik,
Odense.

Selected group exhibitions include the MuHKA,
Museum of Contemporary Art, Antwerp; Kiasma, Helsinki;
Galleri F15, Moss, Norway; Espoo Museum of Modern Art,
Finland; Artipelag, Stockholm; Lunds Konsthall; Carnegie Art
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Award touring exhibition (first prize 2004); KUMU Art Museum,
Tallinn; Kunstverein Mdnchen; Museum of Contemporary

Art, Helsinki; 46th Venice Biennale (Nordic Pavilion); and
Frankfurter Kunstverein.

Public commissions include Campus Allegro,
Pietarsaari, Finland, 2013; the Church of Shadows, Chengdu,
China, 2012; and University of Gavle, Sweden, 2006.

Roos's works are included in collections interna-
tionally, including the Amos Anderson Art Museum, Helsinki;
Apoteket AB, Stockholm; ArtPace, San Antonio; Gothenburg
Art Museum; Helsinki City Art Museum; Kiasma, Helsinki; Malmo
Art Museum; and Moderna Museet, Stockholm, among others.

Christine Odlund is a Swedish artist and composer living
and working in Stockholm.

Odlund graduated from the University College of
Art, Crafts and Design, Stockholm, in 1995, and from the Video
Department of the Royal Academy of Art, Stockholm, in 1996.
She studied composition at EMS (Electronic Music Studio),
Stockholm (2002-04).

Recent shows include the group exhibition
The Great Escape at CFHILL, Stockholm, in 2018 and the large
solo exhibition Aether & Einstein at Magasin lll—Museum &
Foundation for Contemporary Art, Stockholm, in 2016, along-
side which the monograph of the same name, featuring a text
by Linda Darlymple Henderson, was published by Magasin
Il and Skira.

Other exhibitions include Galleri Riis, Stockholm,
2016, and Trondheim Museum of Art, 2015. Odlund'’s work
has been shown in group exhibitions such as the 8th Momen-
tum Nordic Biennale, Moss, Norway, 2015; Marrakech Biennale
6, 2014, Magasin Ill, Stockholm; Stedelijk Museum Amsterdam;
Museum of Contemporary Art, Tokyo; Moderna Museet,
Stockholm and Malmo; Nationalmuseum, Stockholm; and
Lunds Konsthall.

Her work is included in the public collections of
Moderna Museet; Magasin Ill, Stockholm; Public Art Agency
Sweden; Museum of Sketches, Lund; Statoil Collection,
Oslo; and Trondheim Museum of Art.



Faculty—Selection of Work

The following pages present a selection of recent works by several of the teaching artists on the faculty.
Please see Faculty Biographies for more information and for the complete list of professors and lecturers.

Bringing Something Back, 2018. Exhibition views, Bergen Kunsthal, 2018. Joachim Koester

Image courtesy of Thor Bradreskift / Bergen Kunsthal



Joachim Koester
Professor of Fine Arts
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Image courtesy of Thor Bradreskift / Bergen Kunsthal

Bringing Something Back, 2018. Exhibition views, Bergen Kunsthal, 2018. Joachim Koester



290 Emily Wardill
Professor of Fine Arts

No Trace of Accelerator, 2017. Film installation. Installation view, Bergen Kunsthall, 2017. Emily Wardill

Image courtesy of Thor Bradreskift/Bergen Kunsthal
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| gave my love a cherry that had no stone, 2016. Film installation. Installation view, Centre d'Art Contemporain Genéve, 2016. Emily Wardill

491

Image courtesy of Centre d'Art Contemporain Geneve and the artist



192 Maj Hasager
Programme Director of Critical & Pedagogical Studies (MFA)
and Senior Lecturer in Fine Arts

The dissonance of memory (chapter 1), 2017. 6 textile banners with print of archival material, 90 x 290 cm each. Installation view, Eutopia
International Festival, Gellerup, DK, 2017. Maj Hasager
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The dissonance of memory (chapter 1v), 2018. Still images. Montage film, 21:00 min. Maj Hasager



194 Maria Hedlund
Senior Lecturer in Fine Arts
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Some kind of knowledge, 2014—. B/W silver gelatin prints, 24 x 30 cm each. Maria Hedlund
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#63 Some kind of knowledge, 2014—-. B/W silver gelatin print, 24 x 30 cm. Maria Hedlund



196 Jodo Penalva
External Visiting Lecturer in Fine Arts

Exhibition views, Jodo Penalva, Mudam Luxembourg, 2018

Image courtesy of Rémi Villaggi/Mudam Luxembourg
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Nina Roos
External Visiting Lecturer in Fine Arts

A thin line cuts the space 2, 2015-16. Qil on canvas, 240 x 200 cm. Nina Ro0s
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About Malmo Art Academy

Malmé Art Academy is a department at Lund University that has been offering higher
education in fine arts since 1995. Together with the Academy of Music and the Theatre
Academy, Malmé Art Academy is part of the Faculty of Fine and Performing Arts, one
of nine faculties within Lund University.

Malmo Art Academy offers advanced study programmes in fine arts at the
Bachelor's and Master's degree levels for aspiring artists. The academy also has a well-
reputed research studies programme. Teaching is not divided into separate categories
of art. As a student, you can choose to move freely between various forms of artistic
expression or to specialise in a particular form. Your studies will provide ample opportunity
to develop your art and a firm professional identity. You will be included in new and
inspiring contexts and acquire the tools to develop your critical thinking. To enable you
to develop your skills, you have access to the academy’s premises and your own studio
around the clock.

Malmo Art Academy offers well-equipped workshops for work with wood, metal,
plaster, plastic, clay, concrete, photography, video, and computing. It also features large
project studios, a library, and lecture rooms, as well as the students’ own studios and
a common study room for students on the Master's programme in Critical and Pedagogical
Studies. Malmo Art Academy also offers a PhD programme in fine arts, mainly intended
for internationally active artists, at the academy’s research centre, the Inter Arts Centre.
The programme is key to current artistic research.

Our study programmes offer students the opportunity to work with internationally
active artists and teachers, whose expertise covers a broad spectrum of interests and
media. Individual supervision of the student is considered to be key. The lecturers’ exper
tise covers a broad spectrum of interests and media. The language of tuition is usually
English. The students’ commitment to and influence on the design of the study programme
is given high priority. In 2014, Malmo Art Academy was assessed as being of very high
quality, with regard to both its BFA and MFA programmes, by the Swedish Higher Educa-
tion Authority’s quality evaluation of all higher education in fine arts in Sweden.

Malmé Art Academy cooperates with other fine arts programmes all over the
world and has built up strong networks over the years. The education offered at Malmd
Art Academy also benefits from the active artistic climate in the Oresund region, with
its galleries, museums, and other arts institutions in a markedly cosmopolitan context.
Lectures from visiting artists, critics, and curators, as well as various forms of collaborative
projects, are natural elements of Malmo Art Academy's activities.

Several graduates of Malmo Art Academy have become successful artists who
have earned strong international recognition.
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HISTORY

Malmo Art Academy was set up in 1995 by Lund University. Its study programmes were
offered in the former Mellersta Forstadsskolan in central Malmé, a building that was
considered a model of modern school architecture in 1900.

Lund University's remit for the new school included the ambition that the acade-
my be interdisciplinary and international. This did indeed happen. The academy became
the first school in Sweden to actively avoid the so-called professors’ school model. No
divisions were created at the academy—the idea was to make the hierarchies as horizontal
as possible. Another of the academy’s central concepts was the requirement for students
to be independent. It is still the case that meetings with lecturers take place on the stu-
dents’ own initiative.

From the outset, Malmd Art Academy wanted to make the most of the artistic
expertise of its lecturers and professors. This is also why administration is not part of
their duties. The academy also wished to facilitate the continuation of the artistic careers
of its lecturers and professors, enabling them to participate in major international contexts.
Hence lecturers and professors have come, and continue to come, to the academy for
certain periods in order to free up time for their artistic work. In 1996, external supervisors
were introduced into the academy'’s teaching structure, extending further opportunities
for students to benefit from a broad spectrum of artistic supervision. External supervisors
are internationally active artists who come to the academy five times per year.

Malmé Art Academy launched its Master of Fine Arts in 2002, the same year
the PhD in Fine Arts was established. In 2006, Malmd Art Academy was the first institu-
tion in Sweden to award three doctoral degrees in fine arts.

The Bachelor of Fine Arts was introduced in 2007.

Critical Studies was first set up as a one-year Master’s programme in 2001,
and became a two-year Master's programme in 2008-10. The following year, it was recon-
figured into the two-year Master’s degree programme in Critical & Pedagogical Studies.

Gertrud Sandqvist has been Rector of Malmo Art Academy since 2011, before
which she was Head of Department from 1995 to 2007. Anders Kreuger was Director of
Malmé Academy from 2007 to 2010.

The academy'’s first Yearbook came out in 1996 and has been published every
year since then.



Programme Descriptions

Programmes

Bachelor's Programme in Fine Arts
—BFA

Master’s Programme in Fine Arts
—MFA

Malmo Art Academy is the ideal institution for those intending to pursue a professional
career as an artist and who want solid training in their field of interest.

The teaching is not divided into artistic specialisations and the Academy has
no separate departments. Students have the opportunity to move freely between different
forms of artistic expression or to specialise in a specific form.

The programmes offer a wide range of courses and projects in artistic creation,
theory, and technique. Students choose freely from these options and build up a personal-
ised programme of study. Regardless of the focus the students choose for their work, their
own artistic development is always key, and emphasis is therefore placed on individual
artistic supervision.

Documentation and texts from this year's graduating students are available
in this Yearbook.

The three-year Bachelor’s programme consists of individual work in the studio and indi-
vidual tutoring from professors and other teachers, as well as scheduled courses in major
areas of artistic techniques, artistic interpretation, and art theory. Malmo Art Academy’s
internationally active professors work in a range of artistic fields. This leads to important
and diverse interaction at the Academy and also gives the students the opportunity to
choose courses that reflect their artistic intentions.

The programme begins with a set of compulsory foundation courses dealing
primarily with different artistic techniques and the development of the artist's role over the
last two hundred years. After this, students select their courses in theory, technigue, and
artistic creation. The topics offered vary from year to year, depending on students’ interests
and the current artistic activities of teaching staff.

Students who successfully achieve 180 ECTS credits through studio practice
and completion of courses are awarded a Bachelor of Fine Arts. Students must also partici-
pate in a group exhibition at the Academy’s gallery and write a short text (approx. five pages)
based on their artistic position. Professors at the Academy act as examiners for under-
graduate students, and an external examiner is also invited to participate in the assessment.

Graduates with a Bachelor of Fine Arts degree from Malmd Art Academy are
entitled to apply for the two-year Master of Fine Arts programme at the Academy or
for Master’s programmes at other institutions.

The Master’s programme in Fine Arts at Malmo Art Academy is a two-year graduate
programme in fine arts, offering more specialised artistic training through individual studio
practice and courses in art and various related disciplines. During the first year, students
begin their advanced artistic work, with continuous discussions in teacher-led seminars
as well as a study trip. Students organise their own curriculum, choosing from a wide range
of technical and theoretical courses, many of which are taught by internationally recognised
artists. Guest lectures from visiting artists and critics as well as various forms of collabora-
tive projects are regularly offered at the Academy.

In the second year, students focus on their degree projects, which includes writing
an essay (approx. ten pages) about their artistic practice and presenting a solo exhibition
at the Academy’s gallery. Students who pass their degree project are awarded a Master of
Fine Arts (120 ECTS credits). Professors at Malmo Art Academy act as examiners for Master’s
students, and an external examiner is also invited to participate in the assessment.



Master's Programme
in Critical & Pedagogical Studies
—MFA

Admission requirements, the selection
process, and tuition fees
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Critical & Pedagogical Studies (CPS) is a two-year international postgraduate study pro-
gramme leading to a Master of Fine Arts degree (120 ECTS credits). The programme works
across the borders between art theory, practice, and pedagogy and seeks to encourage
applied thinking within the artistic field, investigating how we might both produce and dis-
cuss art, as well as how pedagogical strategies can be seen as artistic models in art practice
and as teaching. Students in the CPS programme include postgraduate students who hold

a BFA as well as students who have previously completed a studio-based MFA.

Critical & Pedagogical Studies is a pioneering programme that seeks to examine
the ways in which critical theory and pedagogy inform artistic practice. Theory is viewed as
a practice, and practice is theorised. Key issues and topics of discussion include pedagogical
strategies such as artists teaching artists and the artist’s role in mediating to a public. This
is combined with critical thinking on artistic production and an openness toward learning
and experimenting. The curriculum is in constant development and is well suited for artists
working from a hybrid or expanded practice.

The students and programme facilitators work together to form the programme
structure through group dialogue and a critical examination of the content as it suits the
participants’ areas of interest, while responding to relevant topics of the day. This normally
takes the form of intensive seminars and workshops led by visiting lecturers, the profes-
sors at Malmd Art Academy, and the facilitators of the CPS programme. Past participants
have also proposed their own self-organised course and have positively influenced the
programme structure from within. CPS’s focus is on how artists discuss, produce, educate,
and communicate, as it aims to encourage students to be critical of how educational struc-
tures operate, in relation both to the programme itself and to an educational practice.

An important facet of CPS is the development of each student’s own projects
through group critiques and individual tutorials. In the final year of the programme, students
participate in a work placement where they apply theoretical knowledge to a practical
teaching position within an art school, museum, or other relevant institution. The final steps
towards completion of the degree bridge theory and practice through individual exam pro-
jects and a written thesis. The Academy provides the participants with a collective workspace
in addition to access to the rest of the premises, including the library and workshops. The
programme facilitators have also developed strong relationships with local arts organisations
that are keen to collaborate with our group and to support student initiatives.

As the programme enrols a small group of maximum nine students per year,
participants receive individual attention and guidance on their projects. The programme
usually entails at least one study trip, which in the past have taken students to Berlin,
London, Gothenburg, Graz, and Scotland. The programme is conducted in English.

Find more information about admission requirements, the selection process, and tuition
fees at khm.lu.se/en/studies/application.
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PhD Programme in Fine Arts

Admission requirements, the
application process, funding and
financing

The fouryear doctoral programme (PhD) in Fine Arts for practising artists and curators
is the first of its kind. Sweden'’s first Doctors of Fine Arts graduated from Malmo Art
Academy, Lund University, in 2006. Professor Gertrud Sandqyvist is responsible for the
programme, and Professor Sarat Maharaj is Head Supervisor of the doctoral candidates,
who gather for seminars in Malmo at least twice every semester.

The study programme is experimental and highly individualised, focusing
on identifying, understanding, and developing artistic thinking as a specialised field of
knowledge production. The studies are based on artistic knowledge and artistic work,
and the focus is on individual artistic work and research.

The artistic work is both object and method. Reflective and theoretical
study is not a self-fulfilling goal but serves the purpose of being a means for developing
artistic competence. The programme in total is 240 ECTS credits, subdivided into various
seminars or courses (60 ECTS credits) and a documented artistic research project (180
ECTS credits).

Read more about PhD studies at Lund University at https://www.lunduniversity.lu.se/
international-admissions/phd-studies.



Course Descriptions

BFA Fine Art Courses

]

Close Up

Teacher Professor
Emily Wardill

Credits 9

Participating students: Albin Skaghammar,
Simen Stenberg, Muyeong Kim, Nadja
Ericsson, Oskar Persson, Carl-Oskar
Jonsson, Karl Eivind Jergensen, Elisabeth
Ostin, Anna Andersson, Louise Hammer,
Rasmus Ramo Streith

This course comprises a series of close
readings of a variety of artworks embodying
very different practices.

Looking at actual pieces of art rather

than working from a theoretical foundation
will allow us to probe the works themselves
rather than using them as illustrations of
ideas. We will be investigating their form,
their histories, their context, the artist's
intent, and our own relationship towards
the works.

“Close Up” will allow us to investigate
work in a way that is both analytical and
inventive, to acknowledge that writing
and speaking are creative acts that run
in tandem to the artwork and respect
the artwork as a form of communication.
Each work chosen may also be a portal
from which to investigate time and place
—economically, historically, and politically
and a point from which a young artist
recognises their own concerns and
interpretations.

The course will be structured around a
series of lectures and discussions. Invited
speakers will come to expand upon a work
of their choice. These invited speakers will
also give studio visits with the students.

Students will be asked to choose their

own key works to research and present
—developing skills in public speaking, in
research, and in applying a rigorous critique
towards work. “Close Up” aims to build up
a knowledge of art practice from a deep
involvement in making, in thinking, and in
presenting.

Invited Speakers

Charlotte Laubard is a French Swiss art
historian and independent curator. She has
been a professor at HEAD—Haute Ecole
d'Art et de Design, Geneva, since 2013, and
Dean of its Visual Arts Department starting
in September 2017. In 2014, she co-founded
Société Suisse des Nouveaux Comman-
ditaires (New Patrons) under the patronage

of the Fondation de France. She worked
with significant international institutions
such as MOMA PS1, New York (1999-2000)
and Castello di Rivoli Museo d'Arte Con-
temporanea, Rivoli-Torino (2002-05) before
becoming the director of CAPC musée
d'art contemporain de Bordeaux (2006—13).
She was nominated Artistic Director of the
October 2017 Nuit Blanche in Paris.

Charlie Fox is a writer who lives in London.
His work has appeared in Frieze, Artforum,
Sight & Sound, and many other publications.
His book of essays, This Young Monster, was
published in 2017 by Fitzcarraldo Editions.

Mike Sperlinger is co-founder and Assistant
Director of LUX, London (since 2002), an
agency for artists working with the moving
image, which holds the largest collection

of films and videos by artists in Europe.
Sperlinger has written for several magazines
and journals including Art Monthly, Afterall,
Frieze, and Radical Philosophy, as well as
numerous exhibition catalogues. He is the
editor of the books Afterthought: New Writing
on Conceptual Art (Rachmaninoffs, 2005)
and Kinomuseum: Towards an Artists’
Cinema (Walther Koenig, 2008). He recently
curated the exhibition Marianne Wex:
»Female« and »Male« Body Language as

a Result of Patriarchal Structures, Badischer
Kunstverein, Karlsruhe (2012), which was the
first large-scale exhibition of Wex's photo-
graphic collages in Germany since the 1970s.

Unless otherwise stated, BFA Fine Art Courses are open to students of all levels.
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16 mm Film—The Fundamentals

Teachers Professor
Joachim Koester
Technician
Sophie Ljungblom

Credits 6

In collaboration with Associate
Professor Ulrik Heltoft and the Royal
Danish Academy of Fine Arts, Schools
of Visual Arts

Participating students: Filip Vest,

Maxime Hourani, Eli Maria Lundgaard,
Samaneh Roghani, Mads Kristian Fraslev,
Karin Lindsten, Lynn Anjou, Elisabet
Kristjansdottir, Tine Maria Damgaard,
Sebastido Borges, Carolina Sandvik, as well
as students from the Royal Danish Acade-
my of Fine Arts, Schools of Visual Arts

This course is designed as an introduction
to the fundamental skills involved in making
16 mm film. Students will learn how to use
a 16 mm camera, how to measure and

set lights, and 16 mm film editing, including
how to cut and splice the film and use

a Steenbeck editing table.

In the first part of the course we will

g0 through a series of hands-on exercises
with the camera in the studio or on location.
The exercises will be structured as scenes,
which will become a collaboratively made
film. Additionally, each student will be given
three films and the opportunity to shoot a
film of their own and receive feedback and
technical and artistic advice on this.

When we meet again the students will

be introduced to working on a Steenbeck
editing table. This will be done through
collective and individual exercises. We will
edit the film material we made together
and the participants will be able to edit
their individual films as well.

As part of the course we will also discuss
media archaeology and media theory—
the history of images and film in relation
to new digital media.

Finally and concluding the course we
will have a premiere of all the films at the
Malmo cinema space Panora.
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Plastic

Teacher Senior Lecturer
P-O Persson

Guest Teacher David Nilsson

Credits: 3

Participating students: Julie Koldby;,
Moa Sjostrand, Theis Madsen,
Anna Andersson

The course in handling plastics gives
knowledge in laminating and casting
plastics, plus basic information about
the safety prescriptions of the workshop.
After finishing the course, you will get

a “driver’s licence” that permits you

to work in the workshop on your own.

|

Economy and Law for Students
Guest Teacher Christina Wainikka
Credits 4

Participating students: Anna Andersson,
Clara Reeh, Dag Kewenter, Elisabet Anna
Kristjansdottir, Filip Vest, Julie Sophie
Koldby, Karin Lindsten, Karl Eivind Jorgensen,
Karou Calamy, Louise Hammer Moritzen,
Madeleine Nooras, Lynn Anjou, Mathias
Hoglund

After completing the course, students

will have a basic understanding of eco-
nomic and legal issues. They will become
familiar with fundamental concepts and
the impact economic and legal issues may
have on their future activities. Students
shall also understand the impact that
intellectual property rights may have both
on their own protection and their possi-
bilities to be inspired by others, as well as
the effect of different types of agreements,
including how agreements can be a part
of the creative process. The course also
covers the difference between different
kinds of associations and imparts a basic
understanding for the demands regarding
accounting.

The course is built on three modules
Module 1 firstly covers the importance
of understanding economy and law, how
economy sets frames, and how law can
be seen as a tool to be able to do what
you want. Secondly, we will look at the
function of intellectual property rights,
with a focus on how to protect oneself
against imitation and how to set the base
of an operation. Thirdly, we will focus on
copyright and on regulation and function:
What can be protected? How is protec-
tion obtained? What does the protection
mean?

Module 2 first deals with conceptual
creations, including the legal view on
conceptual creations and the legal possi-
bilites for packaging conceptual creations.
Then the focus will turn to contracts and
agreements, including the legal rules and
other considerations surrounding these.
Finally, we will look at contracts and agree-
ments regarding intellectual property,
copyright, and other intellectual property
rights, as well as contracts and agreements
as tools in artistry.

Module 3 focuses on different types

of associations, looking at the different
kinds of associations that can be used
and what advantages and disadvantages
each has. This will be followed by account-
ing: What are the demands? And where
can assistance be obtained?

Guest Teacher
Christina Wainikka, JD (Juris Doctor),
MBA (Master of Business Administration).

|

Mini Seminar for Painters

Teacher Junior Lecturer
Viktor Kopp

Guest Teachers Alfred Boman
Elisabeth Frieberg
Paul Fagerskjold

Credits 6

Participating students: Jessica Floyd,
Mathias HOglund, Helen Haskakis, Oskar
Persson, Elisabeth Ostin, Anna Andersson,
Joana Pereira

This mini seminar for painters is a chance
to present ongoing or finished works to

the group and a guest teacher. It provides
opportunity to discuss different aspects

of your work, concept, method, thought
process, inspiration, or what have you in

an informal setting among fellow painters.
The choice is yours what you want to show
and bring to discussion, whether matters
of ongoing, unfinished, or even problematic
work or works that you regard as finished.

Regardless of the focus you choose for your

presentation, | want you to install the work
in the teaching studio, to separate it from
the work space of your studio, and allow
for the possibility of shedding new light on
how it is possible to think about your work.
I also leave it up to you if you want to talk
a lot about your work or if you feel at a loss
and would rather listen to what the rest of
us have to say, as long as you are willing

to engage in the ensuing discussion.

Guest Teachers

Alfred Boman lives and works in

Stockholm. Educated at the Stadelschule,
Frankfurt, and Valand School of Fine Arts,
Gothenburg. Exhibitions include Carl Kostyal,
London; Seventeen Gallery, London; Galleri
Johan Berggren, Malmo; Cooper Cole, Toronto;,
NKV, Wiesbaden; Union Pacific, London;

and Galerie Nordenhake, Stockholm.

Elisabeth Frieberg lives and works in
Stockholm and was educated at Konstfack,
Stockholm, and Umed Academy of Fine

Arts. Exhibitions include Stene Projects,
Stockholm; Index - the Swedish Contem-
porary Art Foundation, Stockholm; Galleri
Thomassen, Gothenburg; Galerie Die Schone,
Vienna; and Galleri Tomas Wallner, Simris.
She is included in several collections, most
recently Magasin lll—Museum & Foundation
for Contemporary Art, Stockholm (2016).
Since 2016 she has worked as a lecturer

in painting at Konstfack, Stockholm.

Paul Fagerskiold currently lives and

works in New York. In 2013, Moderna
Museet, Malmo, presented a solo exhibition
of Fagerskidld’s work in connection with
the Fredrik Roos Art Grant. He has exhibited
widely in galleries in Europe and the US
and his work is found in significant inter-
national museum collections. Institutional
exhibition venues include Sven-Harrys
konstmuseum, Stockholm, 2016; Bonniers
Konsthall, Stockholm, 2016, 2010; Artipelag,
varmdo, 2015; and Wanas Skulpturpark,
Sweden, 2010. He has been awarded the
Fredrik Roos Art Grant and Maria Bonnier
Dahlins Award for Young Artists. He was
educated at the Royal Institute of Art,
Stockholm, and at the Academy of Fine
Arts Vienna.



]
Photography—Creative Perspectives

Teacher Senior Lecturer

Maria Hedlund
Guest Teacher Johan Osterholm
Credits 9

Participating students: Karin Lindsten,
Lynn Anjou, Elisabet Anna Kristjansdottir,
Cecilia Jonsson, Carolina Sandvik

This is a course for those who want to
begin, develop, extend, and deepen individ-
ual photography projects. A possibility to
try out ideas and to see and discover what
might come out.

We will go through cameras, light setting,
scanning, analogue and digital printing,
and other things, depending on what's
required. There will be possibilities for both
individual tutorials and group discussions.
If someone has a problem knowing where
to start, we will help out.

You will be preparing and presenting your
own work and giving feedback on the work
of others. We will also visit one or two
exhibitions.

Johan Osterholm, who graduated with an
MFA from the Academy in 2016, will show
and talk about his work.

|

Ceramics

Teacher Senior Lecturer
P-O Persson

Guest Teacher Margit Brundin

Credits 6

Participating students: Clara Reeh,
Madeleine Noraas, Jessica Floyd, Ellinor
Lager, Karou Calamy, Eli Maria Lundgaard,
Louise Hammer Moritzen

The course is intended as an introduc-
tion to pottery using ceramics and to the
different technigues and stages in the
process leading to the final object.

The course consists of two one-week ses-
sions bridging a period of individual work

in which the pieces in progress are also to
be dried and fired once. The second session
will consist of glazing and final firing.

An information meeting will be held by
P-O Persson well in advance of the start
of the course.

|

On the Invaluable

Guest Teachers Tobias Sjoberg
Iris Johansson

Credits 3

Participating students: Karou Calamy;
Carl @stberg, Madeleine Noraas

“On the Invaluable” is a three-day work-
shop with artist Tobias Sjoberg, produced
in collaboration with communicator in
primary behaviour Iris Johansson. The
workshop focuses on artistic concerns
related to our common value and the
concept of the “invaluable.”

Can something be worth more or

less than something else? What do you
consider to be invaluable? What does it
mean to value something, or to be valued?
Who values what? What happens when
your own values conflict with the values
of others? How do you relate to critique?
What does our academic tradition of
ideas and critique mean to you, and

to your artistic work?

Along with Iris Johansson and her col-
leagues Malin Haraldsson (artist) and
Lukas Salby (poet), we will discuss and
address a variety of important questions
through individual work in a group setting:
What does it mean to fully trust in your
own ability? What does it mean to discover
the completeness or incompleteness of
your life? Is it possible to love life as it is?
Do we need to have a set of common
values? These have all proven to be vital
issues, which affect everybody alive today.
The workshop is structured as a series

of primary workshops, social exercises,
and artistic exercises.

Guest Teachers

Iris Johansson has autism and bases

her work as a tutor, teacher, and writer
on her own experiences. Johansson

has written several books, including the
highly acclaimed En annorlunda barndom
(A different childhood) and Ett annor-
lunda liv (A different life), both of which
address her life and time growing up. Her
method involves what she refers to as
“primary exercises.” These are based on
being present in what exists in the absence
of everything else.

Tobias Sjoberg is an artist based in
Stockholm. His work often involves the
intersections of body and spirit: material
and immaterial states, creation and
transformation. Over the last few years,
Sjéberg has mainly worked on art for
public spaces, for institutions such as the
City of Stockholm and Konstframjandet.

Course Descriptions 507

]

Welding

Teacher Senior Lecturer
P-O Persson

Guest Teachers Robert Cassland
Ariel Alaniz

Credits 6

Participating students: Clara Reeh, Karin
Lindsten, Carl @stberg, Muyeong Kim,
Mathias Hoglund, Samaneh Roghani,
Karl Eivind Jergensen, Rannveig Jonsdottir,
Mariella Ottosson, Lynn Anjou

Through this course you will gain knowl-
edge 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.
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Basic 3D—Make a 3D Scan of a
Real Object, Learn to Light, Shade,
and Render, Make a 3D Print

Teacher Junior Lecturer
Margot Edstrom
Credits 6

Participating students: Theis Madsen,
Anders S. Solberg, Simen Stenberg, Karou
Calamy, Dag Kewenter, Gabriel Karlsson,
Sisse Mark, Tine Maria Damgaard

This course provides the skills needed

to use the main functions in the 3D software
Maya 2018 for modelling, animation, and
visual effects on a basic level. We will con-
centrate on object creation (using photo-
grammetry), texturing, shading, light setting,
rendering, and 3D printing.

3D computer graphics is a comprehensive
and complex topic, so we will also look

at some different types of procedural effects
and advanced object creation techniques,
including dynamic simulations. This will
largely consist of introductions, and then
we further examine the techniques and
methods relevant to the individual projects
being carried out during the course. We
will also have the possibility to experience
the 3D models (in a jointly created scene)
in VR using a Vive headset.

Course preparation: Plan for a 3D project
(what would you like to scan, print, or
visualise?) to be finished during the course.

Topics

e How to set up a successful photo-
grammetry project.

e Understanding the software (Maya)
interface and workflow.

e Basic polygon modelling. Using
readymade models.
Shading, texturing, and light setting.
Image-based lighting. Understanding
physically based rendering workflow
and integration of 3D rendered
images and video.

e Camera animation. Optimising polygon
models to be printed.

e  Rendering. Compositing and finalising
a short animation in After Effects.

]

Power Trip

Guest Teacher leva Miseviciaté
Credits 6

Participating students: Filip Vest, Carl
@stberg, Muyeong Kim, Louise Hammer,
Karl Eivind Jargensen, Madeleine Noraas,
Julie Koldby, Cecilia Jonsson, Jessica
Floyd, Anna Skov Hassing

“There is no good and evil
—there is only POWER.”

—Lord Voldemort, in Harry Potter
and the Philosopher’s Stone

“Power Trip” is built as a flow of move-
ments set to guided imagery to offer

a high-energy workshop. It offers a unique
vocabulary of movements and a method
of training based on Japanese style
bodywork.

| am fascinated with uniting various
disciplines and developing movement
methods, that is, constantly shape-shifting
and mind-bending. | call it Power Trip—

as it is an intense and invigorating physical
and mental experience. You plunge into
the depths of your body and imagination
coming out with tonnes of brilliant and
very individual insights.

The workshop will provide a taste of differ-
ent traditions of physical training, through
the principles of bioenergetics and core
energetics. It is based on butoh (Japanese

physical theatre) and incorporates elements

of boxing, ballet, Egyptian belly dance,
Action Theater, burlesque, clowning, and
improvisation.

This unique training is beneficial to anyone

interested in enhancing their energetic pres-

ence and creativity through physical work.

Guest Teacher

leva MiseviCitté is a New York-based
Slow Loris, working in both visual arts and
theatre. Her practice combines physical
theatre, dance, stand-up, Butoh, perverted
academic language, and sculptural work.

She holds a research MA in Cultural Analysis

and an MA in Political Studies from the
University of Amsterdam.

at Centre Georges Pompidou, Paris;
SculptureCenter, New York; Swiss Institute,
New York (as part of Performa 09); MoMa
PS1, New York; dOCUMENTA (13), Kassel
(with Michael Portnoy); Hauser & Wirth,
ZUrich; Time-Based Art Festival, Portland,

OR; De Appel, Amsterdam; Cabaret Voltaire,
London; Playground Festival, STUK, Leuven,

Belgium; Beursschouwburg, Brussels;
Western Front, Vancouver; Swiss Sculpture
Exhibition, Biel-Bienne, Switzerland; and
Contemporary Art Centre (CAC), Vilnius,
among others.

She co-curated Mindaugas Triennial—
the 11th Baltic Triennial of International
Art at CAC, Vilnius, and curated a night
of performances titled Alligators! at

De Appel, Amsterdam. Her most recent
solo production, Tongue PhD, premiered
at Playground Festival, STUK, Leuven,
Arts Printing House/CAC, Vilnius, and
the Kitchen, New York.
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The Societal Analysis of Refugees
Teacher Professor

Gertrud Sandqvist
Credits 9

Participating students: Inka Hiltunen,
Stephan Maller, Dag Kewenter, Carl-Oskar
Jonsson, Gabriel Karlsson, Mariella Ottosson,
Axel Burendahl, Albin Skaghammar, Mads
Kristian H Fraslev, Sisse Mark, Helen
Haskakis, Nils Ekman, Sebastido Borges,
Moa Sjostrand, Joakim Sandqvist, Jonna
Hagg, Joana Pereira, Filip Vest

Critical theory is a concept. Using this
enormously powerful tool for analysis and
reflection on society, culture, and politics,
we understand the world.

This approach—critical, bold, hypothetical
—was developed under the heaviest politi-
cal and human pressure imaginable. Its main
agents, Theodor Adorno, Walter Benjamin,
Erich Fromm, Max Horkheimer and Herbert
Marcuse, were persecuted in Germany and
subsequently fled to the US as refugees
during the world’s worst war so far.

During this course, we will study central
texts from the Frankfurt School, but also
try to understand how their concept of
“dialectical thinking"” worked and practise
applying it. We will test, in our own era,
the primary thesis of the Frankfurt School:
that the culture industry of capitalism gets
us to desire oppression, with its words,

to become sadomasochists of power.

]
Analysing Your Own Artistic Work
Teacher Professor

Gertrud Sandqvist
Credits 7.5

Participating students: Ellinor Lager,
Eli Maria Lundgaard, Emil Palmskald,
Joana Pereira, Jonna Hagg, Nils Ekman

This course offers a model for analys-

ing your own work and 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.

The course offers close analysis of the
students’ own work in group seminars. The
method is simple. It aims at giving 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.

|
Practise Practice:
Thinking through the Visual

Teachers Professor
Matts Leiderstam
Senior Lecturer
Maj Hasager
Credits 12

Participating students: Ursula Beck,
Sanna Blennow, Clifford Charles, Rune
Elkjeer Rasmussen, Marta Gil, Maria
Griniuk, Rebecka Holmstrém, David
Torstensson, Alexandra Hunts, Karoline
Seetre, Anna Skov Hassing, Rannveig
Jonsdottir, Cecilia Jonsson

“Practise Practice: Thinking through
the Visual” is a practice-led course

on research-based art practices led by
Matts Leiderstam and Maj Hasager.

For a decade or more, “artistic research”
has been a buzzword: practice-led PhD
programmes keep popping up around
the globe, numerous conferences aim

to map the field, and ongoing discussions
investigate the terminology. How do we
as artists position ourselves in relation to
this highly debated approach or method-
ology?

In the course “Practise Practice,” we look
at artistic knowledge and the broad term
“artistic research” from the perspective
of an artistic practice. We will discuss
different modes of research and long-
term perspectives and strategies in art
practices. We will also look at differences
between working inside the academic
world and working with art institutions,
and the potential instrumentalisation

of artists.

The course will be a mix of excursions,
readings, lectures, peer-to-peer feedback,
and presentations—anchored in the par-
ticipants’ own artistic practices. The course
will run for three days every month between
November and February, ending with an
exhibition of the projects the participants
developed during the course.
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Weird Charisma

Guest Teachers Hannah Jickling
Helen Reed

Credits 6

Participating students: Ursula Beck,
Sanna Blennow, Clifford Charles, Rune
Elkjeer Rasmussen, Marta Gil, Maria
Griniuk, Rebecka Holmstrom, David
Torstensson

The condensed course “Weird Charisma”
will survey artworks produced and ex-
perienced alongside children, both inside
and outside institutional learning environ-
ments. Together we will explore perspec-
tives on childhood, hierarchies of taste,
power, and cultural capital through readings,
discussions, exercises, and lectures. Drawing
on questions derived from the instructors’
practice, our conversations together will
circulate around the following questions:

e How can we engage children as
both sophisticated agents and feral
collaborators? In what ways can they
provide reorientation to perceived
limits and critical openings within
our own practice/s?

e What are the possibilities for recen-
tring conceptual art practice away
from Western origins of expansion,
development, and “sophistication”
so that we might have more honest
and equitable interactions across
the adult/kid divide?

e How are the ethical and aesthetic
conditions of collaborative work
with children reverberating within
the current climate of contemporary
art production, as well as within
kid-defined spaces?

e How are artists expanding pedagogical
perspectives, cultivating audiences,
and innovating the dissemination
of their works?

Through a mini research project at Inter-
national Fritids program in Lund, the course
aims to cultivate delight in unexpected
exchanges with children and access to

“kid knowledge’ that may not otherwise

be recognised. Borrowing from educational
models and participatory methodologies,
"Weird Charisma” is a course for students
looking to explore atypical contexts and
embedded approaches to art making.

Course Material

Darren O'Donnell; Ben Sadler; Jack
Halberstam; Claire Bishop; David Osa
Amadasun; Shannon Jackson; Allison
James; Zoe Chan; Tim Gill; Lisa Delpit; Robin
DiAngelo; Helen Reed and Pablo Helguera;
Hannah Jickling and Henna Paunu.
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Guest Teachers

Helen Reed and Hannabh Jickling have
been collaborating since 2007. They are
currently based in Vancouver, Canada,

on the unceded territories of the Musqueam,
Squamish, and Tsleilwaututh First Nations.
Their projects take shape as public installa-
tions, social situations, and events that
circulate as photographs, videos, printed
matter, and artists’ multiples. They are
currently fascinated with the “contact high”
intrinsic to collaborative work, especially

in their recent projects with children.

Giant vegetable growers, orienteers, and
therian teens also feature in their work.
Reed and Jickling have exhibited and per-
formed internationally, with both individual
and collaborative work appearing in such
venues as the Portland Art Museum; Dunlop
Art Gallery, Regina, SK; Smack Mellon, New
York; Yukon Arts Centre Gallery, White-
horse; yyz Artists’ Outlet, Toronto; Carleton
University Art Gallery, Ottawa, Dalhousie
University Art Gallery, Halifax, NS, Vancouver
Art Gallery; Power Plant, Toronto; and

the first issue of noit by Flat Time House,
London. They currently teach at Emily Carr
University of Art + Design in Vancouver,
where they received the 2016 lan Wallace
Award for Teaching Excellence.

]
After Critique—Perspectives
and Genealogies from Critical Theory

Teachers Hans Carlsson

and Lecturers Silvia Federici
Diana Mulinari
Professor

Gertrud Sandqvist
Fredrik Svensk
Credits 7

Participating students: Ursula Beck,
Sanna Blennow, Clifford Charles, Rune
Elkjeer Rasmussen, Marta Gil, Maria
Griniuk, Rebecka Holmstrém, David
Torstensson, Maxime Hourani, Simen
Stenberg

The course will introduce perspectives
from the development of critical theory,
including perspectives drawn from the
foundation of the discipline in the context
of the 1930s Frankfurt School as well as
from different fragmentations of the dis-
course of today. Fragmentations allowing
for a constantly renewed critique of con-
structions of class, gender, and race as
well as an ongoing debate on the epistemo-
logical foundations of theory itself. At large,
critical theory could be argued to be a
tradition of thought that has tried to decen-
tralise power by questioning its economic,
social, and political fundamentals from
different positions and perspectives.

The course places a certain emphasis

on the relations and use of critical theory
within art practices, art institutions, and
art’s role in society.

The course takes the shape of reading
seminars with assigned readings and a
Writing assignment. It also includes lectures
introducing different perspectives on
critical theory.

The participants are asked to hand in a
two- to three-page review of an exhibition
or ongoing art project in Malmo. The text
should draw from the different critical
perspectives introduced in the course and
could, for example, analyse the production
of art from an institutional perspective,

the reception of a specific exhibition in the
media and elsewhere, the mediation strat-
egies of one or several art institutions, or
the artist’s role produced in media around a
specific art event. The text could also situate
the art presented in an exhibition (art) his-
torically, socially, and politically and critically
evaluate these different contexts.

To enable a constructive discussion, the
participants are also asked to prepare three
guestions based on the assigned texts, to
present to or ask the group during each

reading seminar. The questions should
be of a type that open up a discussion
to what each text (or the subject matter
of the text) achieves and fails to achieve,
in terms of their critique of power and
established norms.

Course Material

Walter Benjamin; Theodor Adorno; Susan
Buck-Morss; Max Horkheimer; Sigmund
Freud; Karl Marx; Friedrich Nietzsche; Aimé
Césaire; Michel Foucault; Bruno Latour;
Isabelle Stengers; James Voorhies; Hannah
Black; Silvia Federici; Suzanna Danuta
Walters; Chandra Talpade Mohanty.

Bios and Abstracts

Silvia Federici is an Italian American
scholar, teacher, and activist from the
radical autonomist feminist Marxist tradi-
tion. She is Professor Emerita and Teaching
Fellow at Hofstra University in Hempstead,
NY, where she from 1987 to 2005 taught
international studies, women studies, and
political philosophy courses. In 1972, she
was one of the co-founders of the Interna-
tional Feminist Collective, the organisation
that launched the international campaign
for Wages for Housework (WFH). In the
1990s, after a period of teaching and
research in Nigeria, she was active in the
anti-globalisation movement and the US
anti—death penalty movement. Federici
has written books and essays on philoso-
phy and feminist theory, women'’s history,
education, culture, and more recently

the worldwide struggle against capitalist
globalisation and for a feminist reconstruc-
tion of the commons. Among her published
works Revolution At Point Zero : Housework,
Reproduction, And Feminist Struggle (2012)
and Caliban and the Witch: Women, the
Body and Primitive Accumulation (2004)
could be mentioned.

In her lecture, Federici presents some of
the themes that are recurrent in her writings
and theories, as they have developed since
the 1970s. For example: the connections
and differences that exist between the
analyses of domestic unpaid labour, and

the descriptions of a world economy where
globalisation creates zones of free labour
and constant oppressive structures. Federici
will talk about how she has worked within

a Marxist context—continuously criticising
its fundamentals and widening its critique.

Diana Mulinari is Professor of Gender
Studies at Lund University. Her work

is located within the tradition of black,
Chicano, and postcolonial and decolonial
feminist theory with particular focus on
analysis of racism, gender, and the field
of the political.



In her lecture, Mulinari will draw on the
concept of intersectionality, today at the
core of feminist scholars’ and activists’
reading of the social. The concept has been
contested and translated through diverse
frameworks. In the Swedish and Scandi-
navian context, the term was introduced
aiming to challenge forms of banal nation-
alism and to illuminate the centrality of racial
regimes for the construction of diverse
forms of femininity and masculinity.

Gertrud Sandqvist is Professor in Art
Theory and History of Ideas and Rector
at Malmo Art Academy.

In her lecture, Sanqvist will talk about

how one of the fundamental pillars of the
MFA programme in Critical & Pedagogical
Studies at Malmo Art Academy is criti-

cal theory. Today, this is a relatively wide
concept, but it stems from critical theory

as it was developed at the Institut fr Sozial-
forschung in Frankfurt and later in New York
from the mid-1920s onwards. Critical theory
is an attempt to understand the world
beyond its appearance, historically, politi-
cally, and psychologically. Central to critical
theory is the dialectical image, as it was
developed by two of the Frankfurt School’s
leading theorists, Walter Benjamin and
Theodor Adorno. Together with Max
Horkheimer, Erich Fromm, and Herbert
Marcuse, they developed something called
the dialectics of enlightenment. In the book
of the same title, Adorno and Horkheimer
show how the one-sided emphasis on the
Enlightenment is drawn to and eaten up

by its shadow: barbarity. This same barba-
rism forced Benjamin to suicide and the
rest of the institution’s members to flee to
the United States during World War II. Almost
all members of the institute were German
Jewish intellectuals, which contributed to
the disastrous situation they faced.

Institut flr Sozialforschung attempted

to understand the great problems of

its time by means of neo-Marxism and
psychoanalysis, primarily the emergence
of fascism and Nazism and the inability

of the German working class to start a
revolution. But the analysis of the institute
has been important far beyond this sphere,
not least culturally and philosophically.

Fredrik Svensk is a critic, educator,
researcher, editor, and curator. He holds a
position as Lecturer in Art Theory at Valand
Academy, University of Gothenburg, and

is Editor-in-Chief of Paletten art journal.

In his research and teaching he specialises
in the biopolitics of art. He has been guest
lecturer in many art academies since

2002 all around Europe and he writes

art criticism for Artforum, Kunstkritikk,
and Aftonbladet Kultur and his essay
writing has been published in many books
and anthologies. In 2017, he curated the
Bosnia and Herzegovina Pavilion at the
57th Venice Biennale.

In his lecture, Svensk will discuss the
genealogy of critique in contemporary

art in light of current debates on both non-
anthropocentrism and alt-right appropri-
ation of critical strategies associated with
left avant-gardism as well as feminist

and postcolonial struggles.

Hans Carlsson was Interim Project
Coordinator of Critical & Pedagogical
Studies (CPS) programme at Malmo

Art Academy in 2016-17. Carlsson is

an artist, writer, and curator based in
Malmd. He has an MFA from both CPS

at Malmo Art Academy and from Konstfack
—University College of Arts, Crafts and
Design, Stockholm. His artistic and curato-
rial work is focused on archival practices,
often with references to knowledge- and
culture-producing institutions such as
libraries and museums and their rela-
tionship to technological and industrial
development.

.

Enrolling the Unknown,
Part | (seminar)
Teachers Senior Lecturer

Maj Hasager

Junior Lecturer

Laura Hatfield, and
invited Guest Teachers
Credits 7

Participating students: Ursula Beck,
Sanna Blennow, Clifford Charles, Rune
Elkjeer Rasmussen, Marta Gil, Maria
Griniuk, Rebecka Holmstrém, David
Torstensson

“Enrolling the Unknown" is an in-depth
course investigating key theories in
pedagogy as they relate to artistic practice.
We will look at a variety of approaches

to art and pedagogy, problematising the
current discourse around the topic through
a series of text seminars, guest lectures,
and a written assignment. Students

will undertake several excursions to art
institutions to examine their pedagogical
processes and to artists’ projects that
engage with pedagogy, including an over-
night excursion to the Sisters Academy
boarding school at Den Frie, Copenhagen.
We will investigate projects that aim to open
up educational curricula with democratic
aims, reviewing their efficacy as both art
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and education, as well as exploring their
contribution to pedagogy at large.

The course aims to broaden discussions
that started at the inaugural Schools of
Tomorrow conference at Haus der Kulturen
der Welt, Berlin, this past spring, by including
students in seminars that may address

the following questions raised during the
conference: How would student-artists
organise learning? How will schools become
laboratories of democracy? What role does
the arts play in developing new forms of
acting and thinking? What kind of society

do we want and how can schools contribute
to shaping it?

We will discuss these questions during
course seminars in relation to key texts

by pedagogical theorists with the aim of
exploring how art and pedagogy intersect
in theory and as practice. The seminars

are meant for students to develop compre-
hensive reading techniques and to form

a critical dialogue. Detailed textual analysis
will be followed by group discussions.
Participants will guide a seminar on an
assigned text during the semester. Students
will write critical texts that examine these
topics and will aim to strengthen their
research skills and form an analysis

of their position in relation to the field.

"Enrolling the Unknown" will lead to
preparations for a presentation by the
Critical & Pedagogical Studies group at the
concluding event of Schools of Tomorrow
at Haus der Kulturen der Welt in the spring
of 2018.

Guest Teachers and activities

Excursion and lecture by Sarat Maharaj at
SixtyEight Art Institute, Copenhagen; talk

by Joseph del Pesco at Signal Galleri, Malmo;
participation in Sisters Academy at Den Frie,
Copenhagen; lecture by Jakob Jakobsen;,
tour and talk with Ana Maria Bermeo Ujueta;
movement workshop with Atoosa Farah-
mand at Moderna Museet, Malmd; and
excursion with Lisa Nyberg.
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Enrolling the Unknown,
Part Il (written assignment)

Teacher Junior Lecturer

Laura Hatfield
Guest Teacher Matthew Rana
Credits 4

Participating students: Ursula Beck,
Sanna Blennow, Clifford Charles, Rune
Elkjeer Rasmussen, Marta Gil, Maria
Griniuk, Rebecka Holmstrém, David
Torstensson

As part of the course “Enrolling the
Unknown,” students will write critical

texts that examine meeting points between
art and critical pedagogy. In the process,
course participants will strengthen their
research skills while forming an analysis

of their position in relation to the field.

Assignment requirements

Write a research paper that relates

to discussions undertaken this term on
intersections between artistic methods,
critical theory, and pedagogy. Identify

at least one artist’s project that connects
art practice with pedagogy and conduct
an analysis of said project(s) in relation

to course readings, excursions, and guest
lectures. Additional research beyond course
readings may be required, depending on
the topic of choice. Papers should present
a brief description of the project(s) in
question as well as a critical analysis of
its strengths and/or possible flaws in terms
of educational goals and artistic aims.

Some questions to consider when

developing your analysis:

e How is learning organised within this
project? What models and methods
are employed and to what effect?

e What are the pedagogical aims of
the project? What are the artistic aims
of the project? Do they complement
one another? How might they be
similar or different?

e When and where does the project
take place? How does it relate to this
context, and how might this impact
its goals and outcomes?

e Who are the parties involved and what
are their respective roles (institutions,
artists, participants, groups, etc.)?

e How is this project situated alongside

relevant histories of art and education?

Participants will have opportunity to
discuss the development of their texts
with the instructors.

All quotations and reference materials
must be cited using footnotes according

to Chicago Manual of Style guidelines.

An exemplary paper will have a clearly
defined structure including an introduction,
thesis statement, supporting paragraphs,
and a conclusion.

Length: 2000-3000 words

Guest Teacher

Matthew Rana is an artist and writer
living in Malma. He is the author of The
Theory of the Square (Torpedo Press,
2014) and Holiday Poems (Varv Varv,
2015). His writing on contemporary art
and poetry has appeared in Art Agenda,
OEl, and Frieze, as well as in several
anthologies, artist’s publications, and
catalogues. He is a regular contributor
to the online platform Kunstritikk.



Spring Semester 2018

BFA Fine Art Courses

|
Moulding:
Bronze/Aluminium/Silicone

Teacher Senior Lecturer

P-O Persson
Guest Teacher Robert Cassland
Credits 12

Participating students: Simen Stenberg,
Rannveig Jonsdottir, Anders S. Solberg,
Majse Vilstrup, Victor Andersson, Sisse
Mark, Rebecca Larsson, Erlend Redsten,
Nadja Ericsson, Lynn Anjou

The course will provide basic knowledge

in silicone and cire-perdue casting. With the
help of moulds and silicone, students will
produce objects and moulds in wax, which
they will cast bronze and aluminium in.

]

Plastic

Teacher Senior Lecturer
P-O Persson

Guest Teacher David Nilsson

Credits 3

Participating students: Viktor Strand,
Jean-Francois Krebs, Rannveig Jonsdottir,
Elisabeth Ostin

The course in handling plastics gives
knowledge in laminating and casting of
plastics, plus basic information about the
safety prescriptions of the workshop. After
finishing the course, you will get a “driver’s
licence” that permits you to work in the
workshop on your own.

|
Percept, Affect, Concept
Teacher Professor
Gertrud Sandqvist
Credits 15

Participating students: Viktor Andersson,
Therese Biilow Jargensen, Ivan Nylander,
Erlend R6dsten, Emil Sandstrom, Erik
udden, Amund Ohrnell, Louise Hammer,
Mathias Hoglund, Dag Kewenter, Julie
Koldby, Elisabet Anna Kristjansdottir,
Madeleine Noraas, Max Popoyv, Filip Vest,
Anna Andersson, Inka Hiltunen, Muyeong
Kim, Oskar Persson, Moa Sjostrand, Albin
Skaghammar, Cecilia Jonsson, Gabriel
Karlsson, Jean-Francois Krebs, Stephan
Moller, Carolina Sandvik, Elisabeth Ostin,
Nils Ekman, Ellinor Lager, Eli Maria
Lundgaard, Joana Pereira, Tine Maria
Damgaard, Clara Reeh

The past twenty-five years in art criticism
have been dominated by the French philos-
ophers Gilles Deleuze and Félix Guattari.
We will investigate what and how they
think. In particular, we will read texts from
A Thousand Plateaus (1980) and What Is
Philosophy (1991), as well as Deleuze’s work
on Francis Bacon (Francis Bacon: The Logic
of Sensation, 1981) and his ideas about the
fold (The Fold: Leibniz and the Baroque,
1988).

|

Close Readings on the zeitgeist,
or a la recherche du temps perdu
Guest Teacher Jirgen Bock
Credits 3

Participating students: Emil Sandstrom,
Frederikke Jul Vedelsby, Linn Hvid,
Albin Skaghammar, Jean-Francois Krebs,
Alexandra Hunts, Filip Vest, Moa
Sjostrand, Max Popov, Inka Hiltunen

We live in a time of acceleration.

We are confronted with phenomena

that are challenging our rationale for how
we constitute reality. The discussion on
fake news and the interpretation of facts,
as well experiences with social media
versus mainstream media, are becoming
ways in which significance is created
upside-down.

In a time when everybody seeks pleasure
and self-fulfiiment to the detriment of
societal consensus, questions are raised
on where art and artists can position
themselves in a world where apparently
everybody is an author and is finally
becoming an artist.

Unless otherwise stated, BFA Fine Art Courses are open to students of all levels.
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In light of today’s neoliberalism and neo-
conservatism, we will discuss questions
situated in relation to the notion in Edouard
Glissant's philosophy-poetry of a permanent
becoming through engagement with the
other, a trembling with the world, the symp-
toms of an apparently sick society, and to
what extent capitalist realism (Mark Fisher)
is constructing our notion of the real.

We will try to understand the time before
the postmodern, digging into notions of

the modern (Zygmunt Bauman), the post-
modern shift (Jean-Frangois Lyotard and
Jurgen Habermas) and possible relationships
of modernism and capitalism (Daniel Bell).
We will hopefully make use of insights
gained from studies by thinkers from over
forty years ago in order to engage with
contemporary thinkers, mainly from the
English-speaking world, in response to re-
cent phenomena in the US and Great Britain,
studying to what extent they are represen-
tative of a zeitgeist of the West.

Course material
Rosalind Krauss; Daniel Bell; Jean-Francois
Lyotard; Jurgen Habermas.

During the seminar we will watch and
discuss films by Manthia Diawara and Adam
Curtis. Depending on the outcome of our
discussion, we might further engage with
texts and interviews by Angela Nagle, Nick
Land, and Mark Fisher.

Guest Teacher

Jargen Bock is a curator, writer, and critic.
He directs the Maumaus Independent Study
Program and the attached exhibition space
Lumiar Cité in Lisbon. His exhibitions include
Peter Friedl, Teatro Popular, and Sarat Maha-
raj, AAH Room, both Lumiar Cité, 2017; Allan
Sekula The Dockers’ Museum, La Criée,
Rennes, 2012, and Johann Jacobs Muse-
um, Zlrich, 2014; Heimo Zobernig, Museo
Nacional Centro de Arte Reina Sofia, Madrid,
2012; Angela Ferreira, Maison Tropicale,
Portuguese Pavilion, 52nd Venice Biennale,
2007; Andreas Siekmann, India Triennale,
New Delhi, 2005; and the CCB Project Room,
Centro Cultural de Belém, Lisbon, including
Eleanor Antin, Nathan Coley, and Renée
Green, 2000-01. In 2003, he curated the
Harun Farocki Film Retrospective at Video-
Lisboa. He produced Manthia Diawara’s film
An Opera of the World (2017) and the Portu-
guese versions of Harun Farocki's films and
video installations / Thought | Was Seeing
Convicts (Pensei que Estava a Ver Prisionel-
ros, 2000) and The Silver and the Cross (A
Cruz e a Prata, 2011). He is responsible for
the organization and coordination of numer-
ous international conferences.
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Power Trip Il

Guest Teacher leva Miseviciaté
Credits 6

Participating students: Therese Blilow
Jorgensen, Ivan Nylander, Tjelle Esrom
Raunkjeer, Elisabeth Anna Kristjansdottir,
Clara Reeh, Tine Maria Damgaard,
Muyeong Kim, Frederikke Jul Vedelsby,
Jean-Francois Krebs, and KUNO
students.

In “Power Trip,” we are interested in rewiring
the mind through a high-energy physical
work. It is a two-hour class built as a flow

of movements that plunges you into a
strong visual imaginarium. It may feel like
someone is shooting a film in your head and
streaming it live through your body. We will
incorporate Japanese style bodywork with
training techniques from the fields of dance,
theatre, and comedy.

As artists we are so dependent on our
ability to think outside the box that | believe
sometimes it is necessary to get out of

our heads first, dive deep into our bodies,
and then return to a fresh palette of
thoughts.

The class introduces students to the

basics of different traditions of bodywork,
with an emphasis on Eastern physical
theatre methodologies (butoh, Noh, kabuki).
We will work on expanding movement
vocabulary, all of which is in service of find-
ing new avenues to heighten imagination
and energetic presence.

Guest Teacher:

leva Misevicilte is a New York-based

Slow Loris, working in both visual arts and
theatre. Her practice combines physical
theatre, dance, stand-up, Butoh, perverted
academic language, and sculptural work.
She holds a research MA in Cultural Analysis
and an MA in Political Studies from the
University of Amsterdam.

MiseviCitté has presented her work

at Centre Georges Pompidou, Paris;
SculptureCenter, New York; Swiss Institute,
New York (as part of Performa 09); MoMa
PS1, New York; dOCUMENTA (13), Kassel
(with Michael Portnoy); Hauser & Wirth,
ZUrich; Time-Based Art Festival, Portland,
OR; De Appel, Amsterdam; Cabaret Voltaire,
London; Playground Festival, STUK, Leuven,
Belgium; Beursschouwburg, Brussels;
Western Front, Vancouver; Swiss Sculpture
Exhibition, Biel-Bienne, Switzerland; and
Contemporary Art Centre (CAC), Vilnius,
among others.

She co-curated Mindaugas Triennial
—the 11th Baltic Triennial of International
Art at CAC, Vilnius, and curated a night
of performances titled Alligators! at De
Appel, Amsterdam. Her most recent solo
production, Tongue PhD, premiered at
Playground Festival, STUK, Leuven, Arts
Printing House/CAC, Vilnius, and the
Kitchen, New York.

|

Kinaesthetic Audio

Guest Teacher Tim Bishop
Credits 3

Participating students: Linn Hvid,
Lynn Anjou, Karou Calamy, Karl Eivind
Jorgensen, Muyeong Kim, Rannveig
Jonsdottir, Mariella Ottosson, Carolina
Sandvik, Anders Solberg, Simen
Stenberg, Carl Ostberg, Jonna Hagg,
Eli Maria Lundgaard, Rasmus Ramo
Streith, Max Popov

This course is aimed at providing
students with practical knowledge of
techniques and technology to produce
high-quality sound for various contexts,
from immersive sound installation to
sound for video. The course will provide
an introduction to the aesthetic possi-
bilities of working with sound through
various recording, editing, and playback
techniques.

Specifically, the course will focus on

the artistic use of sound and workflows
for maximising creative potential. Topics
addressed include recording with specialist
microphone techniques (e.g., binaural,
contact microphones, hydrophones,
induction coil pickups, ambisonic micro-
phones), editing and exporting audio

using the REAPER digital audio workstation,
spatial and immersive audio workflows,
and playback solutions for multichannel
speaker arrays and headphone listening.

The course will consist primarily of practi-
cal work with talks on key topics and listen-
ing to relevant case studies. Students will
learn the basics of digital audio, gain a basic
understanding of REAPER for importing,
manipulating, mixing, and delivering audio
material and knowledge of specific micro-

phone and playback techniques for creating

bespoke audio content for specific
contexts.

Students will be encouraged to focus on
the act of listening and develop an under-
standing of the importance of sound in
creating affective, engaging, and immersive
experiences. The course will culminate

with students presenting an individual
audio piece developed over the week using
their choice of techniques covered in the
course.

Guest Teacher

Tim Bishop is a British sound artist work-
ing in performance, installation, and video.
Bishop holds a BA in Drama from Bristol
University. In 2016, he curated Mono Festival
of One-to-One Performance, a collaboration
wth Lunds Konsthall.

|

The Aesthetics of Resistance:

Europe—Art, Literature, Theatre

Guest Teachers UIf Peter Hallberg
Gunilla Palmstierna
Weiss

Credits 3

Participating students: Tjelle Esrom
Raunkjeer, Dag Kewenter, Anna Andersson,
Mads Kristian Froslev, Moa Sjostrand,
Albin Skaghammar, Carl-Oskar Jonsson,
Mariella Ottosson, Carl Ostberg, Majse
Vilstrup

"The Aesthetics of Resistance: Europe—
Art, Literature, Theatre” consists of a series
of mini lectures, dialogues, discussion,
and seminar assignments with the author
Ulf Peter Hallberg and the artist and set
designer Gunilla Palmstierna-Weiss.

Topics include Berlin-Paris-Stockholm,

a new cosmopolitanism, time and space;
artist and set designer Gunilla Palmstierna-
Weiss; author, painter, and filmmaker

Peter Weiss, Marat/Sade; film, form,

and colour.



|

working with Materials
Guest Teacher Simryn Gill
Credits 6

Participating students: Rebecca

Larsson, Erlend Rodsten, Emil Sandstrom,
Louise Hammer, Mathias Hoglund, Karl
Eivind Jérgensen, Julie Koldby, Elisabet
Anna Kristjansdottir, Madeleine Noraas,
Max Popov, Clara Reeh, Filip Vest, Nadja
Ericsson, Frederikke Jul Vedelsby, Sisse
Mark, Karoline Szetre, Joana Pereira,
Therese Biilow Jargensen

A workshop to think about material and
materials to make substitutions, stand-
ins, facsimiles, and records. Key concepts
include the object, situation, reality, being
“remade,” and the substance of rendering.

In proposing this workshop, | hope to
create situations where matter or stuff
(even actions) and its physicality leads the
direction of making and decision-making
rather than language or concept. Further,
we will need to consider the inherent
properties and identity of the substance(s)
being used, how they can by physically
and otherwise manipulated, and the eti-
quette required in their handling (violations,
misreadings, renamings).

Guest Teacher

Simryn Gill is a Singaporean artist who
lives and works in Sydney, Australia, and
Port Dickenson, Malaysia. Gill works in
sculpture, photography, drawing, and
writing. She is known for her collecting
and has produced many works synthesis-
ing ephemera that she has collected.

She has had numerous solo exhibitions,
including shows at Galeri Petronas, Kuala
Lumpur; Art Gallery of New South Wales,
Sydney; Berkeley Art Museum, California;
Tate Modern, London; Sackler Gallery,

Smithsonian, Washington, DC; Tracy Williams,

New York; Museum of Contemporary Art,
Sydney; Jhaveri Contemporary, Mumbai;
Centre for Contemporary Photography,
Melbourne; Breenspace, Sydney; Heide
Museum of Modern Art, Melbourne; and
AnnaElle Gallery, Stockholm. Notable group
exhibitions include the Singapore Biennial
(2006), documenta 12 and 13, 12th Istanbul
Biennial, and the 2013 Venice Biennale,
where she represented Australia.

MFA Critical & Pedagogical Studies Courses

|

Rethink, Undo, Remake, Let Go:
Towards a Decolonial Praxis
Guest Teacher Temi Odumosu
Credits 5

Participating students: Ursula Beck,
Sanna Blennow, Clifford Charles, Rune
Elkjeer Rasmussen, Marta Gil, Maria
Griniuk, Rebecka Holmstrom, David
Torstensson, Tjelle Esrom Raunkjaer

“Rethink, Undo, Remake, Let Go: Towards

a Decolonial Praxis” is a course composed
as montage and a space for dialogue and
co-production. It will combine mixed media
seminar and workshop formats that also
make room for moving the body, sketching,
and reflecting. The course will take place
predominantly on site with a field trip to

a local arts or cultural heritage institution
in Malmo.

It is fair to say that the world of images
and signs has reached a tipping point. On
the one hand, over seventy million Insta-
gram photographs are uploaded every day,
adding to a vast bank of global digital data
that produces the double effect of super-
abundance and entitlement to “capture”—

arguably a renewed expression of coloniality.

At the same time, public space is haunted
by a backlog of signs (remains) from con-
tested histories, which include monuments
to colonial and genocidal representatives
that are increasingly difficult to live with.
Some have already been forcibly destroyed.
Amidst these polarities of image making
and breaking, data exhaustion and absence,
artists, cultural producers, and institutions
continue to wrestle with their roles (their
legitimacy) as communicators and cus-
todians. So, how are we going to ethically
deal with all these representations, on- and
offline? What kind of mind set is required

to honour and reconcile with histories that
are unfinished? Could we listen, feel, or
speculate our way into alternative futures,
with and without images? Through mixed
media workshop and seminar sessions, this
course will explore these questions in order
to envisage new possibilities for decolonial
practices in arts and education.

Course participants will be required

to create a respectful, open, and inclusive
discursive space for one another. The
selected readings are important for critically
engaged participation. Finally, | ask that par-
ticipants submit a short response statement
to the course (max. 2,000 words) by the

final session, which can also be presented
in another format (video or recorded sound).
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Course materials
Tina Campt; Achille Mbembe; Marianne
Hirsch; Eve Tuck and C. Ree; Junot Diaz.

Guest Teacher

Temi Odumosu is an art historian, creative
educator, and postdoctoral researcher

for the Living Archives research project at
Malmd University. Her international research
and curatorial practice is concerned with
the visual politics of slavery and colonialism,
Afro-diaspora aesthetics, decolonial praxis,
archival re-enactment(s), critical use of
locative media technologies (AR/MR), and
more broadly exploring how art mediates
social transformation and healing. Recent
curative interventions in Scandinavia
include What Lies Unspoken: Sounding

the Colonial Archive, National Gallery and
Royal Library of Denmark, Copenhagen,
2017-18; Milk & Honey, Botkyrka Konsthall,
Tumba, Sweden, 2017, and Possession: Art,
Power & Black Womanhood, New Shelter
Plan, Copenhagen, 2014. Her historical
monograph Africans in English Caricature
1769-1819: Black Jokes, White Humour is
published by Brepols (2017).
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Track Changes 2.0:
Collective Editorial Processes

Teacher Junior Lecturer

Laura Hatfield
Guest Teacher Matthew Rana
Credits 6

Participating students: Ursula Beck, Sanna
Blennow, Clifford Charles, Rune Elkjeer
Rasmussen, Marta Gil, Maria Griniuk,
Rebecka Holmstrom, David Torstensson

This course in collective editorial proces-
ses will approach writing as a multimodal
form of practice while emphasising the
social dimensions inherent to the pro-
duction of text in a broader sense. Artists’
writings will serve as the practical basis for
workshop sessions where we will examine
different approaches to the use of voice,
tone, and structure. Pedagogical skills
such as annotating texts and giving and
incorporating feedback will be integral

to the course activities.

Course participants will produce a critical-
theoretical text in response to concerns
situated within their artistic practice.
Through a series of group discussions,
student texts will be developed from first
drafts to finished papers. Working both
independently and collectively, participants
will track the development of each other’s
work from inception to completion.

Objectives

Participants will develop historical,
theoretical, and practical perspectives on
different approaches to critical writing and
a heightened awareness regarding the role
that writing might play within their practice.

Participants will also gain tools for developing

a critical text in dialogue with others and
strengthen their ability to receive, give, and
incorporate feedback within a group setting.

Course materials

Agnes Martin; Coco Fusco; Renée

Green; Amy Sillman; Felix Bernstein; Roland
Barthes; T. J. Clark; Critical Art Ensemble;
Robert Filliou; Andrea Fraser; Dan Graham,
Donald Judd; Mary Kelly; Sol LeWitt; Adrian
Piper; Hito Steyerl; Gilda Williams.

Guest Teacher

Matthew Rana is an artist and writer

living in Malmo. He is the author of The
Theory of the Square (Torpedo Press, 2014)
and Holiday Poems (Varv Varv, 2015). His
writing on contemporary art and poetry

has appeared in Art Agenda, OEl, and Frieze,

as well as in several anthologies, artist's

publications, and catalogues. He is a regular
contributor to the online platform Kunstritikk.

|
Outlines and Movements
—CPS Course and Open Lectures

Teacher Senior Lecturer
Maj Hasager and
Guest Lecturers
Credits 4

Participating students: Ursula Beck,
Sanna Blennow, Clifford Charles, Rune
Elkjeer Rasmussen, Marta Gil, Maria
Griniuk, Rebecka Holmstrém, David
Torstensson

“Outlines and Movements” is a series of
lectures and discussions on art, education,
movements, and critical practices.

The lectures will span historical over-
views of the field of pedagogy, nhomadic
encounters with art and art education,
and holistic approaches to knowledge
production, to mention just some of

the strands running through the gather-
ings. Guest lecturers include Mikkel Bolt,
Johanne Lagstrup, Sarat Maharaj and
Tim Smith.

The course is meant to give students

a broad introduction to current discussions
in the field of art and education. Student
participation will be followed up with group
discussions regarding topics addressed

in the lectures.

]

Schools of Tomorrow

—Study Trip, Berlin

Teachers Senior Lecturer
Maj Hasager
Junior Lecturer
Laura Hatfield, and
invited guests

Credits 4

Participating students: Ursula Beck,
Sanna Blennow, Clifford Charles, Rune
Elkjeer Rasmussen, Marta Gil, Maria
Griniuk, Rebecka Holmstrém, David
Torstensson

The study trip for Critical & Pedagogical
Studies in 2018 is to Berlin, Germany.
The purpose of the trip is to participate
in the Schools of Tomorrow concluding
events at Haus der Kulturen der Welt.

During the 2018 spring semester,
students will prepare to give a presen-
tation at Schools of Tomorrow that will
demonstrate their position in relation

to the field of art and education. Drawing
from their previous and current course
work, students may work towards deliver-
ing, for example, a workshop, a publication,
or a panel discussion. Meetings with the
course supervisors will be scheduled

to discuss and prepare for our group
involvement in the event.

While in Germany, we will also attend
the Berlin Biennale, titled We don't need
another hero, and visit artists’ studios
and collectives.



Current and graduating students

Bachelor of Fine Arts— Year 1

Viktor Andersson
Therese Biilow Jorgensen
Linn Hvid

Rebecca Larsson

Ivan Nylander

Tjelle Esrom Raunkjaer
Erlend Rodsten

Emil Sandstrom
Viktor Strand

Erik Uddén

Majse Vilstrup

Amund Ohrnell

Bachelor of Fine Arts— Year 2

Lynn Anjou

Karou Calamy

Louise Hammer Moritzen
Mathias Hoglund

Karl Eivind Jorgensen
Dag Kewenter

Julie Sophie Koldby
Elisabet Anna Kristjansdottir
Karin Lindstén

Madeleine Noraas

Max POpOV exchange student
Clara Reeh

Filip Vest

Bachelor of Fine Arts— Year 3

Anna Andersson

Tine Maria Damgaard
Nadja Ericsson

Mads Kristian Froslev
Helen Haskakis

Inka Hiltunen
Muyeong Kim exchange student
Theis Madsen

Oskar Persson

Samaneh Roghani

Moa Sjéstrand

Albin Skaghammar
Frederikke Jul Vedelsby

PhD candidates

Rosa Barba

Matthew Buckingham
Alejandro Cesarco
Marion von Osten

Lea Porsager

Andrea Ray

Imogen Stidworthy

Master of Fine Arts—Year 1

Andreas Amble
Rannveig Jonsdottir
Carl-Oskar Jonsson
Cecilia Jonsson
Gabriel Karlsson
Jean-Francois Krebs
Sisse Mark

Stephan Moller
Mariella Ottosson
Carolina Sandvik
Anders Solberg
Simen Stenberg
Karoline Saetre

Carl Ostberg
Elisabeth Ostin

Master of Fine Arts—Year 2

Sebastiao Borges
Axel Burendahl

Nils Ekman

Daniel Fleur
Martine Flor

Anna Skov Hassing
Maxime Hourani
Alexandra Hunts
Jonna Hagg

Ellinor Lager

Eli Maria Lundgaard
Emil Palmskoéld
Joana Pereira
Rasmus Ramo Streith
Joakim Sandqvist

Critical & Pedagogical Studies—MFA

Ursula Beck

Sanna Blennow
Karen Bohgj

Clifford Charles

Rune Elkjeer Rasmussen
Marta Gil

Maria Griniuk
Rebecka Holmstrom
David Torstensson
Aya Maria Urhammer
Nanna YI6nen

exchange student
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